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Himalayan Roots: Botanical Art
Schools in the 21st Century

If you can paint one leaf, you can paint the world.
—John Ruskin, *On Leaf Beauty”, Modern Painters

DTANICAL ART AND ILLUSTRATION HAVE UNCOM-
B monly long roots in the Himalaya. With its great

diversity in altitudes, climatic conditions and
habitat, the Himalayan reglon sustains more than 9,000
species of flowering plants, including orchids and rho-
dodendrons, countless types of flowerless mosses, algae,
Fungi, and a large vasiety of trees, both evergreen and de-
ciduous, In 1802, East India Company swrgeon Francis
Buchanan-Hamilton commissioned the first plant draw-
inge—to accompany collected specimens—from Nepal
Nathaniel Wallich, Superintendent of the Calcutta botan-
ic garden, did the same on his trips to study Himalayan
plants in the 182cs. Some decades later, explorer-nam-
ralist Joseph Dalton Hooker set off on a long Himalayan
journey to “acquire a knowledge of exotic botany”. De-
spite local obstacles to botanizing for Empire—for Bu-
chanan from the Raja of Nepal, for Hooker from the Raja
of Sikkim—they persevered, each sending back to Britain
drawings of more than 7,000 collected species.

Despite their differing views on using local artists,
both Buchanan and Hooker believed that art could push
botanical science forward through the accurate identifi-
cation of new species; and could help preserve the en-
dangered natural world for future genemations. These
twin impulses—the taxonomic and the ecological—
would find expression in botanical art pedagogy two cen-
turies later.

Twao botanical illustration schools—founded by two
remarkable South Asian women—follow in the footsteps
of Buchanan and Hooker, one in Kathmandu, the other
in Kalimpong. In Kathmandu, Studio Petals founded by
Meera Joshi in 2004 was described by her collaborator
the Royal Botanic Garden Edinburgh (ecE) as the cul-
mination of a 200-year relationship between Nepal and
Britain. In Kalimpong, the Himalayan Institote of Nat-
ural History Art (siwna) founded by Hemlata Pradhan
walks in Hooker's wake to revive the dying tradition of
Indian botanical art, and awaken ecological ways of see-
ing the natural wordd by teaching art to young village
children.

While both Neera and Hemlata trained at prestigious
botanical illustration schools abroad—Kew and Edin-

burgh, with backgrounds in axonomy—they also have

strong links to contemporary art movements and teach-
ing instinmions tn Nepal and India. Neera's studio was
once located next door to the legendary Patk Gallery of
her father R.N. Joshi, a leading modem artist. Hemlata,
hailing from four generations of horticulmrists and bot-
anists, trained as a printmaker at Kala Bhavana, Santini-
ketan. Contemporary am practice shaped their aesthetic
sensibilities, their early professional lives. But it was "na-
ture”—and their deep love for Himalayan botany—that
led them to teach botanical art to Himalayan residents.

Neera's career began in 1999 with the acclaimed ex-
hibition Flore of Katbmandy Villey. In 2002, she went
to Sarasota, Florida to train at the Marie Selby Botanic
Gardens where, working with archid specialist Stig Dal-
strom; she created 14 botanical art works of rare endan-
gered orchids on the rucw red list. Later, she exhibited
at the xace, where she honed her skills by fearning to
make scientific line drawings from the Herbarium, her
work featuring in the third volume of Flora of Nepal. She
was invited—as the only Nepalese botanical artist—to
collaborate in the groundbreaking 2016 exhibition, Flora
af Nepal (http:/fwwwfloraofnepal.org/].

Hemlata is the daughter of the renowned botanist
Udai Chandra Pradhan; she grew up reading her father's
pioneering books on orchids, thododendrons, cobra Ll
ies and other Himalayan plants. She earned a Diploma
in Botanical Mlustration from Kew Gardens, and went on
to the Royal College of Art for a Master's in Natural His-
tary [llustration and Ecological Studies. But it was when
returning home from the vk in 2002 that she had an
epiphany: *..It was a heart-rending experience to see that
large areas of trees had been felled, huge portions of hills
cut away and unique spots of natural beauty irreversibly
damaged by the Teesta Hydro-Dam Project...as well as
other places in the Himalayan foothills. Thousands of
orchids and other plants of great scientific and aesthetic
interest_in the valley were eliminated without a second
thought. In a siteation like this, it is not just the flora bat
the whole ecosystem that gets ruthlessly disturbed..]
thus began to question how [ could possibly contribute
a5 a botanical illustrator and join in the crusade to save
our natural heriage”

Hemlata and Neera leamnt by doing and aught by ex-
ample. One response was w change the way ant schools
nght botanical are. Hemlata began 1o incorporate in her
art whole habitats and lifecycles of plants (which some-
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times take months and years to complete) to help bring
public awareness of plant ecology so that conservation
blalogists as well as laypersons could take measures both
in-gitn and ex-sitn. Neera developed a colouring book of
12 native fiowers for the Kathmandu botanic garden asa
pedagogical tool to educate children about endangered
Himalayan flora (now adopted as a textbook model by
the Ministry of Forest and Soil Conservation).

A second innovation was to change who could learn
botanical art. India's botanical artist genealogies in its
colontal-era "Company School” period were infamously
caste-based, excluding groups even as they reproduced
hierarchies across time. In postindependence India,
these botanical art traditions died due to an absence
of patrons, advent of new technologies and shifting of
audiences. How then to rethink botanical pedagogy and
structural change through art schools? It struck bath
Hemlata and Neera that children and non-specialist
amateurs might be the best learners and the quickest
change-agents.

When speaking of conservation and sustainability,
Hemlata uses the term “grassroots”—the point at which
to begin if our ecosystems are to be better managed. Her
school focuses on children from underprivileged fami-
lies in local villages, aged 6-12. At first, curricula—devel-
oped with artist friends from Santiniketan—introduced

colour and art to build feld observation and drawing
skills. Later, they included nature joumalling, blind and
contour drawing, the use of watercolour and pen-and-
ink, how to create colour charts and mix colours (espe-
cially greens and browns for the Himalaya). Children
learn how to make dried and spirit specimens, herbar-
ia, seed banks, compost, all with a view to empowering
them as ecological citizens.

Neera emphasizes that while children and layper-
sons are especially welcome at her studio, so are bota-
nists, scientists and taxonomists. In addition to beginner
courses, she offers advanced courses on taxonomic tools
for Flora writers, some of which have been published by
Tribhuvan University where her botanical illustrations
provide reference (hitp://dpr.govinp/download/publica-
tonsftaxonomic_tools_flora_writing pdf).

Studio Petals and miwma map the extraordinary
promise of postcolonial Himalayan botanical art schools
of, by and for the people. While the colonial roots may
have been exploitative, the shoots have been transform.
ative, hurling themselves skyward and into the fumre.
As they blossom and flourish in Himalayan sodl, one can
only hope that word spreads in mpid, reticulate fashion,
making the mountaing come alive with botanical art for
generations to come.

SITA REDDY
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EDITORIAL NOTE

The histories of plants, trees, forests and
provide insights into travel and knowledge-
sharing in a pre-globalized world, highlighting
the movement of species and the sociopolitical
and economic contexss which led w detailed
botanical studies across the centuries. Most
botanical art onginally served a scentific
purpose where the emphasis was on realistic
depictions of plants and Aowers 1o illustrate
empirical text. These works have now come to
be valued as much for their assthesic appeal as for their utilitarian worth,

This issue of Marg explores a mnge of albums and images associated
with India's botanical wealth. Essays trace the journey of botanical art from
decorations on architectaral edifices in 16th- and 17th-centary Mughal India
1o contemporary artists’ unique interventions in the field. A major focus is on
revisiting works created for or by Buropean and British company officials and
amateur naturalists, many of whom took the help of local painters and crafismen
who tavelled across the country w document its rich plant life. An attempt is
made 1o insert the names of these hitherto anonymous Indian artists with 3 view
to decobonizing the archives, which are otherwise known sither by the names of
the commisaicners or the instinations that hold these images today. The creation
of public gardens and their archives in India and abroad is also highlighted,
along with key collections in museums and universities that continue research
on these subjects. The section on contemparary art reveals both a continnation
of rraditional styles and forays into photography and video an, some of these
being subjective takes that pay homage to bat also critique older masters.

Botanical art studies have been put to multiple uses in contemporary dimes,
for instance within industries such as medicine, cosmetics and perfumes, and
textile and design. This interest also comes at a time of imperative debates
around our relationship with nature and the environment. In the last few
decades, the earth's fast-depleting resources and increasingly fragile ecologies
have forced us to rethink our activities at both local and macro-planetary
levels. Within urban spaces in particular, there is a growing awareness of the
disastrous consequences of assaults on flor and fauna. Recently, in Delhi, the
news that thousands of trees, many more than B years oid, were going to be
felled galvanized civil society against this massive destruction. What also came
into the spodight was the imporance of preserving natural habitats rather than
undertaking arbitrary tree-plantation drives, where most often alien species
supplant indigenous ones, making for unsustainable ecosystems.

This issue underiines multilayered histories of botanical art and it is hoped
that these will encourage an assessment of our current activities juxtaposed
against older knowledge systems and instil a better understanding of the
natural world,

prihles Fecgelacs
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Ars Botanica: Refiguring the
Botanical Art Archive

SITA REDDY

Without the gift of flowers and the infinite diversity of their fruits, man and bird, if they
Bad continued 1o exist at all, would be today unrecognizable.... The weight of a petal bas
changed the face of the world and made it owrs.

~Loren Eiseley'

Ars Botanica / a:rs bautaenika / n. Latin-derived for:

1. the arts of botanical science

2. the science of botanical illustration

3. the craft or process of botanical art production

4. the documentation of all the above, a visual genealogy of botanical an traditions at the
interface between art and science

OTANICAL ART, A GENRE POISED BETWEEN THE WORLDS OF ART AND SCIENCE, HAS

genealogical roots that run both ways—toward beauty as well as utility; toward

medieval flower paintings meant solely for pleasure as well as illustrated
herbals of antiquity meant to identify medicinal plants. For as long as there have been
these beautiful "plant portraits” in the service of empire or science or trade, there have
been efforts to collect them by region. From Mughal-era florilegia (illustrations of flora
from a specific garden) to colonial Floras (botanical catalogues of specific regions),
these collections gathered plant images on the page through exquisite engravings,
watercolours, lithographs or pen-and-ink drawings. This issue of Marg brings together
some of these dispersed images in onder to refigure the archive: to reunify the art that
came from particular botanical gardens; the illustrations that once sat together in bound
volumes; the artists who painted these images.” As the world’s first globalizers, plants
travel constantly and rarely sit still; indeed, the very word diaspora has botanical roots
(dia/across + spora/scatter). Portraits of plants from a specific place may be one way to
trace and historicize these processes of dispersal.

In the Indian context, botanical artworks form a small subgenre of what has been called
Company School painting (o Kampani kalam). Kampani style is a broad term applied to a
variety of hybrid, Indo European 18th- and 1gth-century painting traditions that developed
in India by Indian artists under the patronage of the East India Companies. In one of its
early definitions, Kampani style was thought to blend traditional elements from Rajput and
Mughal miniature painting with a more European treatment of perspective, volume and
tecession, usually reflecting a change in medium from gouache and opague layers of paint
to watercolour or sepia wash on European paper.* Most Kampani paintings were small and
intimate, although natural history paintings of plants and flora were usually life-size.

In defining the Kampani botanical subgenre, one has to begin with the fact that most
Company commissioners were surgeon-botanists; that ant (Ars) served science (Botanica).
A key feature, then, was a unigue visual tension between the naturalistic depiction

it MESIY « ANE BOTARSCR 15

1.
Fromispiece of Hortus indicus
Tmabaricus, Yol 1, 1678,
Copgerplate engraving.
Courtesy Welicaome Collection.
The idustration depicts
awaman, presumabiy
symbolizing Indian

batamy, seated In fromt of a
conservatary, mke in hand
and a pruning knéle at her fiest,
being presented with plants.



of individual plant "specimens” (such as those in contemporary European botanical
illustrations) and the lingering intimacy, stylization and flar depiction of composite floral
“types” (drawn from Indian miniature and narmtive painting genres). Although this is a
heuristic division not so cear in practice, it reconciles two differing views of the natural
world—ane that aestheticizes nature relying on the idea of the plant, as motif or pattemn,
the other seeking to understand and document it, warts and all, relying on empirical
observation in its natural habitat. By the mid-18th century, which marks the beginning of
the “golden age of botanical illustration” (1750-1850), Kampani botanical art was taken to
include some combination of the following: rich watercolour heightened by gum arabic; a
highly developed sense of pattern (if not perspective); lintle or no empty space around the
images; and a diagonal layout or composition such that the plant appears to spill over the
paper edge, or is arranged to fit within.?

Artworks with these formal features constitute a rich and diverse visual archive. But like
all eolonial archives in which archival "remembering” can never be entirely separated from
*forgetting”, botanical art archives do not just construct, they also bury colonial pasts, just
as they ignore the indigenous communities whose knowledge constitutes these archives.
And thus, while Kampani kalam is a useful category in some ways, it has recently been
criticized for leaving out as much botanical art as it includes. By focusing on the Company
commissioner it completely ignores the largely anonymous artists, native and European,
who were the real creators of this art. Surely, argues Henry Noltie, a school of painting should
not be named for its corporate sponsor but for its primarily Indian artists, the real foot-
soldiers in this genre.” Stll others point out that the Company School's alleged differences
from late Mughal art, a hallmark of easlier dehnitions, is a false distinction—given that
the same artists were often working in different styles for different patrons.” Also missing,
given the prior nerth Indian bias in early definitions, is the wide diversity of botanical styles
especially in south India, including artists of the Tanjore moochy and jingar castes, or those
in the so-called *contemporary vernacular” and “lesser” art forms, such as kalamkari vextiles,
gudigars

Finally, there is the issue of chronology and what the category excludes. If the label
Kampani kalam refers primarily to the British East India Company-spensored watercolours
that peaked by the mid-1gth century, then what are we to make of botanical ant sponsored
by other Companies (Dutch, Danish, French) that preceded the British, and in media other
than watercolour, or commissioned and drawn by amateur botanists? Examples include
engravings from the 17th-century Dutch Hortus Indicus Malabaricus, or the French ferdin de
Lariza or Danich botanicals from Serampore or Tranquebar; or even the albums produced
in the early 2oth-century Nilgiris by amateur botanist-artists like Lady Emily Tree Bourne
or Father Aloysius Anglade.

This special issue of Marg addresses some of these gaps in the Indian botanical ant
archive—invisible artists, indigenous collectors, circulation of diverse art styles—from
the point of view of regional clusters in the south and east coast of India. Throughout, the
focus is on unpublished drawings, anonymous artists, unsung indigenous collaborators.
By making the invisible visible, by inserting the names of indigenous artists, by decentring
the colonial metropole, the intent is to begin the process of refiguring and decolonizing the
botanical art archive.

Gardens and Floras
Company interest in Indian botanicals began, not surprisingly, with the spice trade.
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Portuguese colonists arrived on the west coast of India and the very first colonial treatise
on Asian medical botany, Garcia da Orta's Coldguios dos simples ¢ drogas da India (1563),
painted pictures of the Indian flora in words if not images: "So strong and so delicious the
scent {of cloves) that | thought there must be a forest of flowers” Funded by the Estado da
India, Coldguios was a "herbal”, a catalogue of medicinal plants in their native habitat—16th-
century Europe’s introduction to Indian maeeria medica, which is a body of knowledge on
the therapeutic properties of medicinal substances, usually plant-based,

While Coldquios was not illustrated, it= translations were. Cristdbal Acosta's
(Cristévio da Costa's) Spanish translation Tractade de las drogas y medicinas de las Indias
Oriertales (1578) borrowed heavily from Orta but added 23 woodeuts; in the supplement to
his Latin translation, Aliguot notae in Garcige Aromarum (1582), Carolus Clusius included
four woodeuts of recognizable Indian species: banyan, black pepper, betelnut and coconut.?

With the late 17th-century Dutch botanical masterpiece Hortis Indicus Malabaricus,
the engravings took centre stage (Agure 1). The 12volume Horrus (1678-93) included
wide-ranging information on the medicinal uses of 740 plants, mest of them illustrated in
gorgeous double-folio copperplate engravings. Much has been written elsewhere about the
commissioner Hendrik Van Reede's reliance on indigenous healers, Ayurvedic scholars and
Ezhava plant-gatherers. Here 1 will only flag the visual quality of the engravings in Hormus
that led Carl Linnaeus to use it as the main source for knowledge of Asian tropical flosa,
yielding 200 new genera and species for his Species Plantarum {1753).

From the same period comes the only known llustrated herbal from French India: Jardin
de Loriza, or the Garden of Orissa (1608-1725), now at the Museum Nationale d'Histoire
Naturelle. Compiled by Nicolas L'Empereus, a French surgeon, it included 725 paintings of
the flora of Bengal and Orissa, and was the earliest known European manuscript to employ
an unnamed Indian artist for botanical purposes.'” Two other illustrated herbals from
this period have come to light, both of which relied on Indian artists: one, a ¢ 1700 Dutch
Company manuscript from Ceylon, the Icores Plantarum Malabaricum;" the othes, a 1750
herbal illustrated in 228 watercolours and commissioned by a merchant Thamas Byfeld in
southern Kerala.”

But it was under the British East India Company surgeons that Company botanical
paintings developed into a distinct genre coinciding with the golden age of botanical
illustration. While the mid- to late 18th century did see private commissions of botanical
paintings, such as the Lady Impey Album, it was in 1774 that Company surgeon James Kerr
first employed an Indian artist to paint what ane considered the earliest official Company
botanical studies.” With the enlarged floral details because of Linnean classification
schemes, this was the first Indian Flora of the Bengal and Bihar region, a Flora being a
systematic collection of plants dassified according to a universal taxonomic scheme.

A spate of Floras followed, perhaps the largest and mos: systematic being those com-
misstoned by William Roxburgh, to be followed by Nathaniel Wallich, Francis Buchanan-
Hamilton and John Forbes Royle in the Caloutta and Saharanpur botanic gardens; later by
Robert Wight and Hugh Cleghorn from the Madras gardens.*

Roxburgh started his collection of paintings—his “icontypes” as he called them—
in the Company's Samalkot acclimatization garden, focusing on the local plants from
the Coromandel region (spices, coffee, breadfruit and agricultural crops). When he was
appointed Superintendent to the Calcutta botanic garden in 1793 (Egures 2, 4, 5), Roxburgh
took at least one of his artists with him. By the time he left Calcutta in 1813, he had amassed
2,542 botanical "studies”. Three hundred of these—known collectively as the Roxburgh
Icones—were published in the lavish double elephant folio Plants of the Coast of Coromandef,
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whose beautiful hand-coloured engravings offered a new benchmark for botanical flom
even as the forbidding cost of production made it challenging to replicate.”

Teams of botanical artists were employed at the Company gardens of Caleutta
and Saharanpur to paint these plant "studies”. It is not known exactly how many artists
Roxburgh employed during his 20-year tenure at the Calcutta botanic garden, but two
of the finest helped—through stunningly beautiful paintings—to document the dramatic
increase in the garden's species from 300 to 3,500, Over the years, a few artist names were
recorded especially as they worked with other Company botanists on thetr surveys: Vishnu
Persaud, Gorachaud and Lakshman Singh. Though the larger number of these botanical
artists remain unknown, we have a sense of the high appreciation for their work at the time.
Maria Graham, a visitor to the Calcutta garden, said in 1B10: “they are the most beautiful and
correct delineations of flowers | ever saw. Indeed the Hindoos excel in all minute waorks of
this kind"

Ower the next few decades, Robert Wight and Hugh Cleghom would continue this
tradition, in Madras, of employing Indian arists in Company gardens to illustrate the
great Indian Floras of the southeast coast of India. Wight was to tansform the botanical
pablication process through lithography, surpassing even Roxburgh in the mumber of
"stucies” he eventually prepared: 4,000, He credited by name both his artists: Govindoo
and Rungiah (see the article by Henry Noltie in this issue).

By the end of the 1gth century when the primary documentation of India's flora was
complete, Company interests turned again to the economic and medicinal uses of native
plants, especially the cultivation of exotic plants for agriculture (cotton, coffee) and
medicinal purposes (cinchona) (Rgure 3). And it is here that we see a few exceptions to the
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formula of Company botanist-Indian artist. One example is from the Ootacamund garden,
established in 1848, which became the base for "plant portraits® drawn by amateurs, the
best known of these collections being the Bourne Album. Commissioned between 1910
and 1915 by Lady Emily Tree Bourne, it contained 225 detailed watercolours of indigenous
flowers of the Nilgiris by 30 Enropean women, all amateur naturalists and artists, some
of which found their way later into print through the definitive floristic survey of the
region.’” Another exception came from explorer-naturalist Joseph Dalton Hooker, who in
his illustrated Himalayan Flora famously did not use Indian artists—calling their work
"rigid®—but made his own botanical feld-sketches that could be turned into engravings
at Kew. Hooker relied heavily on indigenous plant-gatherers, however, as can be seen ina
portrait where he is surrounded by his Lepcha and Gorkha friends who helped on his field-
trips from which he carried back almost 7,000 species o Kew Gardens (figure 6).

Ars Botanica

Contributions by scholars, curators, writers and artists in this issue reflect this diverse range
of Indian botanical art, thus expanding and inverting the Kampani kalam category. The
three lead essays trace botanical iconographbes through encounters between Company and
colony, each refiguring the archive in different ways. Ebba Koch shows how Mughal-era
architectural monuments borrowed floral motifs from European florilegia and engravings.
Henry Noltie draws from his detailed monographs on Robert Wight, Hugh Cleghomn and
Alexander Gibson to reinsert some names and caste identities (moochies, jingars) of south
Indian botanical artists in the 19th century, Savithri Preetha Nair suggests that the Tanjore
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court—especially through the figure of the famed Tanjore moochy (Coopan Sithar) and his
atelier—offer "alternative centres of calculation™ in the boranical imperial nexus of Company

and colony, producing a body of work that redefines prevailing ideas of Company botanical
art. Each suppests that hybridities in Company botanicals take different forms, showing
European influences via art, print technologies and emesging taxonomies from at least the
17th century.

Three long notes follow on the eariest illustrated Company herbals from the
subcontinent—each under the aegis of a different East India Company: the unpublished
French fardin de Loriza of 1698-1725 (Kapil Raf); the newly discovered 17th-century
English Gumey manuscript (Savithri Prestha Nair); and the late 17th-centary Dutch Horrus
Malabaricus (Sita Reddy).

Company gardens were often mini-museums, repositories for archives and art; and five
short essays feature the Roxburgh lcones in the Kolkata botanic garden and the Botanical
Gallery at the Indian Museum, Kolkata (Santhosh Sakhinala), Cheluviah Raju's paintings
in Bengalurws Lalbagh Botanical Garden (Suresh Jayaram), and two archives from Kew
Gardens: the first on Joseph Hooker'’s Himalayan materials (Cam Sharp Jones); the second
on Mardanne North's Indian paintings from Kew's North Gallery (Michelle Payne).

Nor does botanical art only include paintings. The next five essays spotlight key
collections across different media that now sit in archives unconnected to botanical gardens.
Henry Noltie and Mark Watson write about the unpublished Buchanan-Hamilion collection
in the Linnean Society. Meghan Lambert provides a glimpse of the Wellcome Collection's
copy of Plants of the Coast of Coromandel, Lina Vincent concentrates on Bombay's Blatter
Herbarium as a printmaker’s resource. Rishika Mehrishi contributes a piece on Harvand
University's Blaschka Glass Flowers collection. Emilia Terracciand's essay on [.C. Bose's "plant
autographs” from the Bose Trust points to the unique graphic challenges of visualizing plant
physiology, thus pushing the boundaries of botanical art beyond structures and surfaces,

Seven contemporary artists, whose work engages the "botanical” as an idea or a
practice, are featured in this magazine. If the styles of Damodar Lal Gurjar and Mahaveer
Swami exemnplify those of traditional botanical ateliers, Sunoj D. and Rohini Devasher each
go in search of a text (Horeus Indicus Malabaricus, Goethe's Metamorphosis) and Meena
Subramaniam turns to an artist (Mananne North) for inspimtion; while Waswo X. Waswo
and R. Vijay foreground the colonial encounter by positioning Waswao (the gora in his topi)
in paintings of botanically identifiable trees, some of them homages to Bundi and Kota
traditions.

Finally, we present notes on three exhibitions, each of which reflects on botanical
remembrance and archival loss: The Last Plants Archive, 2015 (Ranjit Kandalgaonkar); Such
Treasure and Rich Merchandize, 2009 (Anna Spudich); and Ayurvedic Man, 2017 (Birbara
Rodrigues Mundz).

The issue ends with artist’s pages by Simryn Gill whose diverse ocuvre addresses
botanical metaphors of place as well as the fragility and futility of documenting plant life.
Here Gill revisits Run, her 2006 exhibidion en her visit to Pulau Run, one of the dny Indo-
nestan Banda {or "Spice”) Islands, home to “fabled nutmeg gardens”, Gill's photographs avaid
the intrusion of 2 botanist’s taxonomic gaze; her text and images, like the floating motes and
drifting islands she describes, shift on the page and refuse to be contained within narrow
historical frames or horizons. | turn to a favourite theorist, Ann Swoler, who suggests that
plants, or pictures of plants, as part of a colonial order of things, must be read along the
archival grain, through gaps, uncertainties and rifts of archival production. I look again at
Gill's pages; her work recalls (for me) an early 16th-century herbal: text and image printed
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from the same blocks, the plants ciphers and barely identifiable, a portrait—not a record —of
a place, The anchival circle closes.

And yet, like a Jungian curobares, our foray into botanical art reveals that closings
often drcle back to beginnings. The title of the issue, "The Weight of a Petal”, draws from
Loren Eiseley's pacan to the "soundless, violent ol explosion” that transformed the world
when seed-bome plants tipped evolutionary scales in the Mesozoic era. We borrow Eiseley's
poetic metaphor to paint an ode to the flower, to all flora, as represented in art. In the pages
that follow, we hope that the weight of a draum petal, botanical image, or plant portrai,
makes an indelible mark on the arc of Indian art history and Kampani kalam.
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Flowers in Mughal Architecture

EBBA KOCH

¥ THE 17TH CENTURY A PREDOMINANTLY FLORAL DECORATIVE VOCABULARY HAD
established itself as mainstream ornament in the arts of the three great empires
of the Islamic world: the Ottomans, the Safavids and the Mughals.' Flower and
plant decoration took the place of the previously favoured “typical Islamic” geometrical
patterns {girih bandi) which continued however to be used. In the court arts of Shah Jahan
(159215668, r. 1628-58) the new floral aesthetic affected all art forms and objects of court
life, but it was in the buildings of the emperor where they were expressed most noticeably
and for all to see. The naturalistic flower representations of the Taj Mahal bring a long
invalvement of the Mughals with plants and botanical studies toits monumental apogee.”

The close chservation of the visual world had been an interest of the Mughals from
the beginning, The founder of the dynasty, Babur (1483-1530, ©. 1526—30) expressed his
interest in nature in detailed descriptions of plants, trees and animals which he saw on his
peregrinations in his native Central Asia and during his conquest of India. He included these
in his autobiography, an outstanding text both for its time and to have been written by a
young Timurid prince of 16th-century Central Asia.? His great grandson Jahangir (15691627,
t. 1605-27), the fourth Mughal emperor, showed himself as a first-rank naturalist, and in his
own autobiography we find patient and exact observations of natural phenomena. To give an
example, this is how he records the flower of Fritillaria imperialis, or crown imperial which
he calls bulanik, a Mughal favourite, which he saw during a trip to Kashmir in March 1620,
and in this context, also comments an the problem of methodology in assessing his material:

Amaong these flowers | saw {noticed especially) one extraordinary one. It had five or six

orange-coloured flowers blooming with their heads downwards, From the middle of

the flowers there came out some green leaves as in the case of the pineapple [he means
obviously the topping crown of leaves] {,..). This is the bilanik flowes. The flowers of

Kashmir are beyond counting and calculation. Which ones shall I write of? And how

many can | describe? | have only mentioned the most remarkable.*

Jahangir directed his artists to turn such observations of natural phenomena into nature
studies. He explained the advantages of a combined method, written and visual, and saw it
as an improvement of his ancestor Babur's approach, Commenting about it in the context
of a detailed description of a turkey cock which together with a monkey had been brought
to his court to satisfy his interest for the mre and precious, Jabangir thus writes:

Although His Majesty Firdaus Makani [Babur] wrote in his memairs of the shapes and

forms of some animals, appasently he did not order the artists to depict them, Since

these animals looked so extremely strange to me [ both wrote of them and ardered the
artists to draw their likenesses in the Jabangirnama so that the astonishment one has at

We may ask then, how did Jahangir's painters arrive at what was so important w
their imperial patron, namely, depicting animals and plants in an exact manner, so that
from deseription and depiction a full representation of the naturl phenomenon could be
obtained?
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In the Islamic world, natural history illustration had lost its life and scientific relevance
by the time of Jahangir, due to imprecise schematic stereotyped illustrations of classical
works of science, especially Arabic and Persian translations of Dioscorides’ De materia
medica, or Qazwint’s (1203-82) ever-popular cosmography, The Woniders of Creation (Ajaih
al makbliigdr).* In pre-Mughal India no suitable models were available which satisfied the
Mughals’ understanding of nature.” Already in Akbari painting we discern attempts to
render the flora and fauna of Hindustan with more naturalism than in Persian, Timurid
or Deccani painting, by looking at European models® In their endeavour to mise this
naturalistic trend to a sclentific level Jahangir and his artists turned again to Europe.

In Europe, sclentific research and illustration had been on the rise throughout the
16th century, freeing itself from the restraints imposed by the Catholic church and finding
sponsorship from Buropean courts, most notably the court of the Medid at Florence, the
Munich court of the Bavarian Dukes (Duke Albrecht V and Duke Wilhelm V), and the court
of the Holy Roman Emperor at Vienna and Prague.® Robert Skelton has shown that Mughal
painters based their studies of native flowers and plants on the illustrations of scientific
European herbals."” Some famous herbals of the later 16th century wese by Carolus Clusius
or Charles dEcluse (Rariorum aliguot stirpium, 1576), Mathaeus Lobelius or Mathias
de 'Obsel (Toones stirpium seu plantarum..., 1591) and Rembertus Dodoneus or Rembert
Dodoens (Stirpium historize..., 1576). All these warks were printed by Christoffel Plantijn ar
Christophe Plantin in Antwerp who had also published the famous Polyglot Bible (1568~
72) which the first Jesuit mission had brought to the court of Akbar in 1580."

A key image of the Flemish inspimtion for Mughal floral illustration is inserted
in Jahangir's great album, a major part of which is kept today under the name Gulshan
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Album at the Gulistan Library at Teheran.” The album page is composed of three paintings
showing different kinds of flowers (hgure 3). The largest sheet depicts various types of
lilies pasted rogether with two smaller botanical studies. The whole collage is surrounded
by a Mughal border with gelden plant ornament on mrquoise ground on which appear
in opaque colour tiny nature studies of pairs of birds native to India. The painting with
the arrangement of various lilies is signed by Ustad Mansur, Jahangir's cutstanding painser
of natural history subjects, as ‘wmal-i Mangir Jabdngir Shahi (work of Mansur [servant] of
King Jahangir). Recently Jerry Lasty drew attention to an engraving by the Flemish designer
and engraver Adriaen Collaert (c. 1560~1618) which shows exactly the same subject thus
correcting previous scholarship.” It formed part of Collaert’s Florilegium which was printed
at Antwerp by Philipp Galle in c. 1589 (figure 4). Collaen took a compositional approach
to botanical illustrations by armanging individual plants or elements of plants on one page.
Another instance of the use of European plant models is in the flower studies of the so-called
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Small Clive Album (late 17th or 18th century) at the Victoria and Albert Museum, London.
Several, like the often-published martagon lilies are copied from the French Florilegium of
Pierre Vallet, Le Jardin du Roi trés Chretien Henry rv (Paris, 1608, 1623); second enlarged
edition: Rof trés Chretien Louts xirr (1623).%

The Mughal artists did not only copy flowers from European herbals. They also adopted
the composition in the rendering of a flower, the use of front and side views of the blossoms,
the progression from bud to full blossom on one plant, and the arrangement of the blossoms
to display the botanical details of stamen and carpels. ™

With these principles, the Mughal painters represented plants of their own environment,
native to India and Central Asia. Ustad Mansur’s famous Tulip, ¢ 1620, at the Maulana
Azad Library, Aligarh Muslim University is represented according to the Eusopean herbal
style and it seems to be the earliest botanical illustration of a Central Asian species which
shows the characteristics of Tulipa lanate Regel and/or Tulipa linifolia Regel (fgure 2).*
Both species grow in western Central Asia and northeast Afghanistan, reaching into the
Himalaya in Kashmir Mansur depicts the broad glowing red petals that abruptly contract
to a fine point and curve outward, both characteristic of the species Tulipa linifolia Regel,
while the black basal spot fringed in yellow points towards Tulipa lanata Regel. Both spedies
were only described at the end of the 19th century by Eduard August Regel (1815-92), since
1855 Director of the Imperial Gardens of 5t Petersburg who expanded botanical knowledge
towards the regions of the Caucasus and Central Asta. But given that Mansur depicted it in
microscopic detall to create a striking work of art, perhaps the tulip should be named after
hirm, or after his patron Jahangir!

The flower studies of the Mughal court atelier were transferred by Shah Jahan's stone-
carvers to marhle and sandstone relief or munabbar kari (figure 1) and into inlay or parchin
kari (figure 5) in the emperer’s building projects. The most outstanding fower decoration
is found in the Taj Mahal, the tomb which Shah Jahan built between 1632 and 1648 at Agra,
capital of the Mughal empire, for his beloved wife Mumtaz Mahal who had died in 163
after the birth of their 14th child, The monument was to be 2 magnificent burial place for
Mumtaz Mahal but also a testimony to Mughal rule, with the emperor bimself supervising
its planning and its construction.”

For the Mughals the meaning of a building was as important as its form. The Taj Mahal
was conceived in post-Platonic terms which prevailed in the world-view of the Mughal
court. The entire potential of Mughal architecture was put into the service of creating a
replica on earth of the house of Mumtaz in the other world, in paradise. Shah Jahan's chief
historian ‘Abd al-Hamid Lahauri makes this clear when he describes it as “the exalved
mauscleum which imitates the gardens of Rizwan [the guardian of Paradise], and which
gives an impression (nishan) of the holy abodes™®

As a material expression of an otherworldly building, the mausoleum had to be realized
in what Shah Jahan and his builders considered ideal architecture. It has a geometrical plan
based on perfect mirror symmetry. While the mathematical planning provided the correct
structure of the ideal concept, accessible w the initiated, the facing of the buildings and
the omament appeal to the senses of the observer. The surface of the buildings and the
architectural ormament is our most immediate window into the meaning of the Taj Mahal,

Paradise in the Quran was imagined as gardens (jannat, rauza) full of trees, flowers
and plants and running water. For Shah Jahan and his conceptualists, one of the means
to give the mausoleum paradisiacal qualities was to set it in a real garden with real trees
and flowers. However, nature is perishable and impermanent. Lasting paradisiacal qualities
could be ensured with artificial plants and flowers, which would bloom eternally. True, they
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would not smell, as the poet Kalim conceded (as quoted below), but if realistically done
they would surpass their counterparts in nature in perfection of form and beautiful colours
{figure 5). The flower and plant decaration of the Taj Mahal was meant to invest the building
with a permanent paradisiacal quality and therefore the floral decoration forms an integral
part of the building,

Naturalistic ornament as a paradisiacal property was distributed among the buildings
in a hierarchic progression.”” Within the Taj Mahal complex, naturalistic plant and fower
ornament appears only in the buildings of the funerary garden, not in the Jilaukhana
{forecourt), the hazaar and the caravanserai complex, Within the funerary garden, the floral
and plant decoration appears again enly sparingly in the marginal buildings surrounding
the garden, It culminates on the tverfront terrace and its buildings, and above all in the
mausoleum, the ultimate paradisiacal garden-house. Here the most precious materials and
techniques were used to create the most compelling plant and flower images which would
ensure perfect paradisiacal conditions.

In a direct appeal to our senses the concept of the paradisiacal garden-house is expressed
in the delicate flowers which appear on the dados, at the eye-level of the beholder, which
transform the lower walls of the mausoleum into ever-blooming paradisiacal flowerbeds.*
They are arranged in perfectly symmetrical compositions and carved in sensuous detall. Their
carving in deeply undercut relief with close attention to detail transferred the naturalism
of the Buropean source to the marble surface (Rigure 1). Spring flowens like tulip, narcissus,
martagon lily and fritillaria can be easily identified. At the same time the designers and
craftsmen handled the botanical models quite freely and mixed identifiable species in
imaginary flowering plants, creating hybrids of various botanical species.™ The newly created
hybrids were perhips meant to represent a species both naturalistic and otherworldly that
was unique to the mausoleam, a selective naturalism mediating the real and imaginary.

The marble flowers of the dados are echoed in red sandstone in the fanking buildings
of the mosque and its counterpart, the Mihmankhana or assembly hall. The arangement is
governed by the same principles of symmetry but several different species are introduced
here. And, littde noticed by visitors, the floral ernament covers the entire riverfront of the red
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sandstone tesrace on which the white marble mausoleum stands. =

Vases filled with flowers in marble relief appear in the intericr of the magsoleum.
Their placement in the central hall of the Taj Mahal tells us that they were more highly
valued than the single flowers armayed in "beds” on the surrounding dado zones. Their
naturalism and shape are inspired by the arts of contemporary Burope, wherein the 17th-
century representational flower vases had become a distinet theme of Flemish painting and
engravings, French and Italian engravings, marquetry and Florentine pietra dura inlays.
The shape of the vases of the Taj Mahal and their flower armngements follow the European
form very dlosely (higure 6).*¢ As we have seen, the Mughals had no problems with borrowing
from other art traditions; they saw it as accepting an offering from a foreign cultural region
for use in their own artdstic endeavours. And only those European elements were used in
Mughal art which were able to give a new expression to already familiar artistic or literary
concepts, This was true of the vases: representational vases filled with flowers have a long
tradition in Islamic art. A striking example are the so-called Alhambra vases whose function
is still under debate® 1 would like to suggest that they were intended as flower vases
on the basis of the flower vase on a stand decorating a Quran suppont, of carved wood,
made by Hasan ibn Sulaiman al-Tsfabani, Iran or Central Asia dated af 761/ap 1360 in the
Metropalitan Museumn of Art, New York.* In an Indian context, vases filled with exuberant
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flowers are related to the pot overflowing with plants, purna kalasba, the andent symbol of
prosperity and wellbeing.™ The vases had thus a multiple “identity” which gave them the
universal touch Shah Jahan's artists were aiming for.

The naturalistic decoration culminates in the central ensemble of the cenotaphs of
Mumtaz and of Shah Jahan and the screen which surrounds them. They are covered with
spectacular flowers and plants inlaid with semiprecious stones; a technique which the
Mughals adapted from Florentine work called commesso di pietre dure. The Mughals called
the technicue parchin kari (Bgure 5). The Mughals knew pietra dura from European artists
wheo were employed at the Mughal court and from Italian works which visitors brought as
presents for the emperor. The technique required extreme skill on the part of the stone-
cutter W create compositions of tiny pieces of semiprecious stones which were pressed
into shallow forms carved out of the marhle ground. A group of Italian pietra dura tablets
showing the characteristic Florentine motifs of birds, flowers and flower vases is set in the
back wall of Shah Jahan's throne in the audience hall of the Red Fort at Delhi (1639-48). It iz
supplemented with Mughal birds and floral motifs and demonstrates not only the closeness
between the talian pietra dura technique and the Mughal parchin kari but also that the
Mughal creations surpassed the Italian models in subtlety and finesse.™® The poet Abu Talib
Kalim is the one to tell us that the painterly effects that could be obtained with pietra dura/
parchin kari made it possible to create the desired naturalistic flowess, permanent and thus
superiar images of their counterparts in nature:

On each stone a hundred colours, paintings and omaments

Have become apparent through the chisel’s blade.
The chisel has become the pea of Mani®®
Painting so many pictures upen the translucent marble (3b-i marmar).

Pictures becomne marnifest from every stone;
In its mirror behold the image of a flower garden.
They have inlaid flowers of stone in the marhle,
What they lack in smell they make up with colour,
Those red and yellow flowers that dispel the heart’s grief,
are completely out of carnelian and amber.

When of such stones the surface of 2 tomb s made,
The deceased will jwant to] clasp the flower pictures to her heart.®

On both cenotaphs of Shah Jahan, which were placed next to those of Mumtaz in the
lower and upper tomb chambers after his death in 1666, the decoration with paradisiacal
sarcophagus-like tombstone of both cenotaphs of Mumtaz, and flowering plants appeared
only on the platform of her upper cenotaph.” But both of Shah Jahan's cenotaphs are covered
with flowess; with only a brief historical epitaph at the south end.® The weight given to
floral decoration tunes in, on the one hand, with the overall concept of the mausoleum as
paradisiacal garden-house, but the exclusive flower decoration of the emperor's cenotaphs
makes a more specific statement. Tt relates, even after his death, to the floralization
programme of his court settings. Here it was to express imperial propaganda. The court
poets and writers tell us that Shah Jahan was “the adomer of the flowerbeds without
autumn...the spring of the flower garden of justice and generosity” ® he was the renewer,
the mujaddid under whose rule "Hindustan has become the rose garden of the earth and his
reign...has become the spring season of the age in which the days and nights are young”
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Moochies, Gudigars and Other
Chitrakars: Their Contribution to
19th-Century Botanical Art and
Science

H.J. NOLTIE

N BRITAIN THE THREE BODIES NATIONALLY FUNDED TO UNDERTAKE RESEARCH INTO

the naming and classification of plants are the Royal Botanic Garden Edinburgh

(rBGE), the Botany Department of the British Museum (now the Natural History
Museum, naM) and the Royal Botanic Gardens, Kew (Kew), Given the depth and length
of the connections between Britain and India, it is unsurprising that each of these has
substantial collections of botanical drawings made in the subcontinent. What makes
them all the more interesting is that they are langely the work of Indian artists, painted
between the late 18th and late 19th centuries. They were commissioned by a wide range
of men and women with scholarly interests in India’s rich biodiversity, nearly all of them
associated with the East India Company (g1c). Foremost among these were members of its
medical staff, but also soldiers, dvil servants and diplomats, missionaries, and wives of
officials. Each of the three collections has different strengthe—at waM are three volumes
from the collection of Sir Joseph Banks made for James Kerr in Bengal and Bihar in the
17708, and a collection made in Calcutta at the tumn of the 18th and 1gth centuries for the
surgeon John Fleming. Kew, which started collecting books and archives only in the mid-
19th century, benefited enormously from the dispersal of the mic’s India Museum, which
is how it comes to have one of the two sets of 2,542 drawings made for William Roxburgh
on the Coromandel Coast and at the Calcutta botanic garden, and the original drawings
for two of the great illustrated Indian folio botanical publications, Nathaniel Wallich's
Plantae Asiaticae Rariores and |.E Royle's lllustrations of the Botany of the Himalayan
Mountains.

With a single notable exception (2 Kerr drawing sent to John Hope), the assembly of the
rBGE collection also dates from the mid-1gth century. But although many of the key players
in the story of the visual and written documentation of Indian flora studied medicine at
Edinburgh from the 17708 onwards (Eerr, Roxbusgh, Francis Buchanan and Robert Wight),
this rich collection of Indian botanical drawings is largely a result of later gifts, above all
by Hugh Cleghom. At Edinburgh (as at Kew), the drawings were curated and stored ina
taxonomic botanical sequence, so that the history of individual collections, including
who commissioned them, had been lost and has had to be painstakingly reconstructed—a
project that has occupied me for the best part of the last two decades. With a hackground in
taxenomy and museum studies, and with no training in art history, my main aim has been to
try to restore as much of this lost history as possible—drawing out the scientific importance
of the drawings that, with closely related herbarium specimens, often form part of the
original material on which botanists deseribed new species. But another aim has been to try
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to understand the history of the collections—where, when and why the drawings were made,
and how they reached Edinburgh. Underying this lay a strong feeling that the collection
should be made better known, and a belief that belated credit should be given to the Indian
artists (known generically as chitrakars) responsible for creating such exguisite drawings—to
try to find out more about them, at the very least their names and backgrounds.

Three of the major collections at s86E have now been menographed, of which a brief
summary is presented here, with an emphasis on what it has been possible to find out about
the artists, ending with a plea to others to continue and develop this preliminary work.

The Wight Collection’

Robert Wight (1796-1872) studied medicine at Edinburgh, taking the botanical class of
Daniel Rutherford in 1816. Like his role model, William Roxburgh, Wight started his medico-
military career in Madras where he arrived in 1819, His passionate interest in botany was
clear to his Bic employers and in 1826-28 he was the last holder of the official Madras
MNaturaliet's post. It was during this period that he almost certainly started to employ the
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artist Rungiah, After a period of leave and vadous military postings,
the Company put Wight to work on agricultural and economic botany,
which from 1842 until his retirement 10 years later entirely concerned
cotton, based in Coimbatore but within easy reach of the Nilgid Hills
In about 1845 Rungiah dropped cut of the picture to be replaced by the
second of Wight's artists, Govindoo. During his 30-year career Wight
used Indian plant collectors to build up vast collections of herbarium
specimens that, with the drawings, he used as the basis of a series of
illustrated Floras published in Madras, Whereas Roxburgh never named
his artists, Wight acknowledged his on each and every one of the plates
based on their drawings. He also dedicated the orchid genus Govindooia
to his second artist (there already being a Rungia, named after a German
chemist, meant that Rungiah could not be immortalized in this way).

The names Rungiah and Govindoo are not very revealing in terms
of their background, caste or ethnic identity. Some of the dmawings
bear Govindod's signature in Telugu script and the fact that the drawings are covered
in annotations in Telugu as well as Tamil provided a hint that was confirmed with the
discovery (in a name-dropping, autobiographical memoir of the 1BgosF that Wight's
Rungiah was associated with a Later artist called Rungiah Raju. The caste name Raju leads
to a group of south Indian painters known as “moochies”, based originally in Tanjore.! There
is much conflicting information on them in the “tribes and castes” genre of literature, and
one of the most informative sources s a little-known 1976 pamphlet on Tanjore painting
written by N.5. Ramaswami who, with his artist colleague Koduru Ramamurthi, visited
Tiruchirappalli and Madurai in search of the remnants of this community* It seems that
this group of Telugu-speakers probably first moved as artists to Tanjore with the breakup
of the Vifayanagara empire, where they remained under the Nayaka and Maratha periods
into British times. Skilled in the making of religlous and devotional paintings, when shown
suitable models they proved highty adaptable in the making of natural history drawings of
the kind required by botanists and zoologists.

The Wight Collection is rather diverse, a reflection of the long period of its creation and
the fact that it was a personal (and personally funded) project. The earliest drawings (figure
1), reveal most about Rungiah's traditional practice—tightly compressed compositions,
in thick gouache, though with a background of white paper that would never have been
allowed to remain thus unfilled for an Indian patron. This collection, made under Eic
patronage, was surrendered with the abolition of the Naturalist’s post and Wight's return
to London, which is why most of this set is now at Kew. As Wight's ambitions to publish on
his own account developed, Rungiah developed an attractive method of composition, with
a balance of coloured and uncoloured parts of a plate, which not only gave some sense of
depth, but allowed the meticulous depiction of leaf venation by means of ink-line alone.
The range of his colours is relatively small, especially the greens that, with a commeent by
Cleghom en watching Wight's artists "mixing their own colours”, suggests that Rungiah and
Govindoo may well have made their own pigments in the traditional manner, from minerals
and vegetable matter, rather than using imported paints,

Govindoo took over around 1846, presumably having been taught by Bungiah and from
a similar background, perhaps even the same family. His style was bolder than Runglah's
and his sense of composition not so refined, but this could be because of the publication
project—the compesitions would be recomposed on the uncoloured lithographed plates,
and there was no point in making painstaking effort over fine colouring (Rgures 22 and 2b).
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AfverWight left India in 1853 Govindoo continued ro work for Cleghom, and Govindod's
son worked for LH. Beddome into the 18708 Between 1884 and 1923 K. Cheluviah
Raju made another fine collection of botanical paintings for the Lalbagh botanic garden
in Bangalore, so that this group (1 hesitate to say family) of Tanjore painters dominated
botanical painting in south India for a century. Because of the outstanding quality of the
plates and (from a botanical point of view) their all-important analytical details published
by Wight (and later by Beddome), these artists made a unique contribution to the scientific
documentation of the Indian flora whose recognition is long overdue.

The Dapuri Collection’
The most distinctive of the ssce collections is that made at the Dapuri botanic garden
for Alexander Gibson (1Boo-67). Gibson, like Wight, studied medicine at Edinburgh and
botany under Daniel Rutherford, ending up in Bombay in 1827. From then on his career
was spent entirely in western India where, during medical travels, he pursued traditional
Scottish “statistical” enquiries, including medical topography and botany. These led to his
appointment to supervise botanical gardens for the Bombay Presidency in 1837/38, which
included a more formal one at Dapuri near Pune and several economically motivated ones
around Junnar in the Deccan. From 1840 Gibson was commissioned to work on the Bombay
forests, trying to exert some contral on felling to allow continuing supplies of teak for the
dockyards, which led to his appointment in 1846 as the frst modern-style Conservator of
Forests for any part of India.

It was doubtless Gibson's links with Nathaniel Wallich in Caleutta, and his knowledge of

Wight's Madras publications, that led him 20 employ a painter at Dapuri. Thanks to the very
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thorough records of the Bombay Government, and various correspondents of Gibson's ercle
in the Hooker correspendence at Kew, a great deal more is known about the practicalities
of this employment than in any other case—everything, that is, except for the artists name!
The letters reveal that the painter was [Indo-|Porniguese, that he was employed for a total
of 26 months, in two periods between November 1847 and April 1850, on a monthly salary
of Rz 20 (Gibson's was Rs 1,124), and that his paints wene imported, made by Winsor &
Newton. During this period about 200 drawings were made, depicting both indigenous
and exotic species. The paintings are strikingly different from any other Indian botanical
drawings of any period. The use of thin washes and some geometrical abstractions suggest
that his background may have been technical, and Portuguese draughtsmen are known to
have been used in map-making in the Bombay Presidency, The Dapuri artist, however, had
an outstanding sense of design and he dearly developed in assurance during the progress
of the drawings. From the spectacularly asymmetric layout of the Kalanchoe to the almost
Mughal symmetry of his drawings of poppies he must surely have been aware of other
traditions in Indian painting (fgures 3 and 4). In western India at this time (in contrast
to north or south India) there seems to have been no indigenous school of painters from
which Gibson could have recruited an artist. Around this time, or slightly earlies, Indian
patrons in the Bombay Presidency had even employed Chinese painters to make reverse-
glass paintings of figurative subjects, both Indian and European.

Over and above the outstanding beauty of his drawings, the Dapuri artist, as did
Rungiah and Gevindoo, made a contribution to botanical science. Some of the paintngs of
exotic plants graphically illustrate the extraordinary intercontinental translocation of plants
then being undenaken. And several of the drawings (including the Kalanchoe) proved to be
of then undescribed native species, accurate enough to form part of the original material of
new species described by Gibson's successor N.A. Dalzell.

The Cleghorn Collection®

Hugh Francis Clarke Cleghom (1820-g5) was bomn in Madras but educated in Scotland
where he studied botany at nbGE under Robert Graham in 1838 and 183g. In 1842, as with
his father's friend Robert Wight, Cleghorn started his medical career as an m1c surgeen in
Madras, Following the example of Wight and Roxburgh, Cleghomn built up, over the first
20 years of his Indian career, 2 collection of several thousand botanical drawings, but to
do so he used artists from a much wider variety of backgrounds than his predecessors. His
career started in Mysore, but after a home leave he spent most of the 13508 in Madras where
the g1c recognized his broader interests by appointing him to teach at the Madras Medical
School, while at the same time being actively invalved with the Madras Agri-Horticultural
Society. In 1856 Cleghorn was made the Presidency's first Conservator of Forests and in this
role, from Madras, he continued to commission botanical drawings until 1860,

One of Cleghorn's earliest postings was to Shimoga in the princely state of Mysare and it
was there, between 1845 and 1847, that he commissioned an artist to paint a different plant
each day, resulting in a collection of almost 500 dawings. Curiously—and regretably—
Cleghomn did not follow Wight's example and nowhere did he name this artist, recording
only that he was "Mahratta”. In a contemporary account of the castes of the Shimoga district
three groups are mentioned from which the artist might have been recruited —Fingars”,
said to be the same as the Madras moochies but who in Shimoga made only toys and
“leather fumniture®; *hanagars” who made paintings of an unrecorded sort; and "gudigars”
or sandalwood-carvers, denoted "Mahrattas”, who were also painters. From the unusual and
highly calligraphic style of the later Shimoga drawings (and their relatively simple painting

il ROCTIE o WDOCHIES, DUINGARS SN0 [T7HLA CFITIATARY ].g-

i
Momordica charartia, by an
anomyTmous “Mahrar”® artst,
1Bg5. Wateroalour aind nk
over traces af pencik 29,1
204 0T




&

Prssifions coersle, by
Gowindoo, 1855. Watercoloier
heightened with gum arabic
and ink ower traces of pencil;
|IIRICW,

5 il :';..._.' i
et >

technique) I have speculated that the artist may have been a gudigar, but this is unprovable,
and if Cleghom recruited him in Bangalore it is also possible that he was one of the Mysore
branch of the Raju clan which is said to have been Marathi-speaking (figure 5).

When Cleghorn moved to Madras he had no need to summon his artist from Shimoga.
In 1857, 142 "moochies and painters” were active in Madras but, as this period coincided
with Wight's retirement in 1853, Cleghomn had “inherited” Govindoo” Owver the next
ecight years Govindoo made many drawings for him, both of exotic plants in the Agr-
Horticultural Society garden, and on Cleghorn's three official forest tours between 1857 and
1860, in which the artist also participated (Rgure 6). In another curious break with Wight's
example, Cleghom published almost none of the drawings in his collection, so the artist's
work for him remained unknown until recently. An exception came in 1855 when some of
Govindod's drawings were exhibited at the great public spectacle of the Madras Exhibition.

Also in this Exhibition were botanical drawings by another artist employed by
Cleghomn (figure 7). This raises the matter of a new phase in the history of art in India,
because P Mooroogasen Moodeliar was a student of the revolutionary Madras School of
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Art. The School was founded in 1850 by another Scottish E1c surgeon, Alexander Hunter,
with the express purpose of training Indian and Anglo-Indian boys to obtain better jobs in
the pupils whose names are known, only ene bears the caste name Raju. But major changes
in art practice were afoot at this time and work that would undoubtedly be classified as
“Company School” (including botanical and architectural) was now made by specfically
trained artists, but from non-traditional painting backgrounds—two caste titles that appear
among the pupils' names being “Pillai” and "Mudaliar”,

The copying of European prints is well known in Indian art history, particularly the
engravings of religious subjects adapted and incorporated into Mughal miniature paintings
in the 17th century. But botanists starved of rare, early, illustrated texts also required artists
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to copy book illustrations, which led to an
overlooked category of hybrid Indian art, Most
of this was probably regarded as ephemesal and
has not survived, but the Cleghomn Collection
is rch in such drawings, some extremely
beautiful, and a fascinating demonstration of
the to-ing and fro-ing of influences that has
always been a part of Indian art history. My
own favourites are coples made for Cleghorm of
some of the plates from Hendrik Van Reede's
Hortus Indicus Malabaricus, such as the Crinum
(figure 8). The original drawings were made by
Dutch artists in Cochin in the late 17th century,
reproduced in Amsterdam by Dutch engravers
and returned to India in book form, where in
mid-1gth-century Madras one of Cleghom's
artists recomposed and reinterpreted the line
engravings in subtle ink washes.

“Company School" Art

One of the most interesting aspects to emerge
from studies of the mece collections {with
their bias towards the south and west mther
than the betterknown botanical drawings
from Calcutta) is thelr demonstration that
naturalists could find painters wherever they were in India—from a variety of artistic
practices, some of them newly established, This diversity is one of many reasons | would
urge the abandonment of the term "Company School” as a category of Indian art. Apparently
first coined by the art historian and collector Rai Krishnadas, it was always dubious as it
put the emphasis on the commissioners rather than the Indian creators; it also stressed a
dichatomy between work made for British and Indian patrons. Its emphasis on Western
influence was not enly somewhat xenophobic (Krishnadas' other name for it was “Firangi
Art"l) but sugpested that foreign influence was something novel, rather than something
that had existed for centuries, whether in Mughal painting or the European and Chinese
influences on 18th-century chintzes,

The “‘Company School” designation has become increasingly problematic, not least as it
is now often used to include work made in Southeast Asia by Chinese artists, In south India
the "lesser known”, as well as more "courtly”, schools of painting need to be considered:* the
artist used by Nicolas L'Empereur in Orissa in the early 18th century? certainly—and those
used later in the century by Roxburgh on the Coromandel Coast, probably—were chintz
painters. Instead of looking for distinction and difference, why not look for overlap and
similarities? To find connections between paintings for Indian patrons and "Company” ar,
including transitional works such as the album of *Tanjour Grains” ar nuw, discussed by
Savithri Preetha Nair in this issue and elsewhere,” with its thick paint, schematic landscape
backgrounds and naturalistic plants, but with painted borders and mounted in traditional,
almost muragga (Mughal album), style. In 1828, the Calcutta botanical artist Lachman Singh
painted a Mughal-style profile portrait of the nurseryman George Potter. And, allowing for
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an easily imaginable mis-transcription of a "p" for a "y" in the handwritten caption, might
the penetrating self-portrait of "Yellapah® in a superb album of castes/trades,” be one and
the same as Yellayah, a painter of fine, late Mysore miniatures?*

Strides have already been made. For example, for the Delhi School Willam Dalrymple
and Yuthika Sharma have pointed out that any distinction between Late-Mughal and
Company-School styles is meaningless.”” Continuity is also graphically illustrated in Anna
Dallapiccola's catalogue of South Indian paintings in the British Museum collection™ The
latter might be termed “unity by inclusion”, in contradistinction to Mildred Archer who,
throughout her long and distinguished career, maintained “Company Painting” as a distinet
genre My suggestion of the term "Indian Export Art” as a replacement is only a tentative
solution, as it still maintains an element of distinction.

Such distinctions may at least in part have been responsible for a neglect in the past
af arv-historical scholarship in India. For example, in his The Spirit of Indian Painting, B.N.
Gogwamy included only a single "Company School” painting, but as Ne. 101 it seems like an
afterthought to what was doubtless originally a selection of the "hundred-best [truly) Indian
paintings"* What is now required is for scholars with the necessary language skills to
undertake new lines of research, including the unscrambling of castes if not of individuals,
for example by looking into temple reconds or at oral histories.
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llustrating Plants at the
Tanjore Court

SAVITHRI PREETHA NAIR

AKJORE'S ENCOUNTER WITH EUROPEAN NATURAL HISTORY AT THE TURN OF THE

1gth century enriched the cultural and knowledge base that already existed at

the Maratha court, but under the patronage of Raja Serfoji n (r. 1798-1832),

far from simply mimicking existing practice, it resulted in the production of a new or
hybrid knowledge; a knowledge that was relevant to the locality, and where the practice of
natural history was articulated chiefly in the felds of medicine (including veterinary and
animal management practices) and agriculture.’ The raja developed a medicinal garden
adjoining the Arogyasala (his medical establishment) and commissioned his artists o
paint portraits of medicinal and other useful plants. To him, the practice of medicine
was not merely an intellectual engagement, but invoived such activities as collection of
medicinal plants, their propagation in gardens, preparation of herbaria and botanical
lustration besides the formulation of medicines, which were usually amalgams of plant
extracts and minerals, Viscount Valentia, the British aristocrat-traveller, in his account
of a visit to the Tanjore court in 1Bo4, described Serfoii’s drawingroom, where he saw
a collection of plant paintings and a bortus siccus (a collection of dried specimens), as
“furnished with English chairs and tables; and en the latter were paper, colours and
every implement of drawing, another amusement of which he is very fond”.* This essay
will histerically situate the albums of botanical art that were displayed before eminent
visitors to the palace, while also bringing to light a hitherto unknown illustrated botanical/
agricultural manuscript, pre-dating the albums, from the Tanjore regent Amar Sing's reign
{r. 1787-08), titled "Tanjour Grains” held by the Natural History Museum (xuM), Lendon.
The year 1792 was partcularly significant for art in Madras; late that year, the British
artists William and Themas Daniell and Robert Home exhibited some of their work at Fort
5t George for the first time. That same year, the Daniells would tavel to Tanjore, and paint
the Brihadisvara Temple and other architectural views. We do not know if the young adopted
prince Serfofi had the opportunity to meet the visiting artists, but it is unlikely given the
oppressive situation he was in thanks to the regent Amar Sing, In early 1793, Serfoli was
forced to move out of Tanjore and reside in Madras for protection and education. He might
have just missed seeing the Daniell paintings at the Fort, but their aquatints had already
reached the Madras shops. During his three-year stint in Madras, which ended in eary 1796,
many of the Daniell prints, including “Six original paintings of wild animals...consisting of
Tygers, Bears, Buffaloes etc” were put up for sale. Public subscriptions had also been invited
for the publication of their “Orimtal Scenery...twenty-four views in Hindostan from the
drawings of Mr Thomas Daniell’, engraved by the artist himself? Serfoji's Buropean frends
often borrowed his copy of Oriental Scenery for their own entertainment.* Amongst the
other sets of prints in circulation in south India at the turn of the 19th century was artist
Captain Charles Gold's Oriental Drawings described by the Madras Courier as “consisting
of Extraordinary & Interesting Figures of many of the Natives of the Coromandel Coast
& adjacent countries...and Interspersed with Landscape Views, As Drawn from Life"S To
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ensure his market, Charles Gold claimed that his Oriental Drawdngs were *coloured...in an
easy Natural Stile. .. avoiding stiffness and finery of Moochy Pictures™*

tis believed that the Telugu-speaking moochy artists migrated to Tanjore and established
roots in the eary 18th century, attracted by the patronage offered by the roval court. They
painted and sold miniatures to eager European travelless and colonial ofhdals, and partraits
of the royals were particularly popular. The Tanjore moochy-artists were much sought after
by Europeans in India, a patronage that led to the production of a rich and distinet collection
of paintings of a *hybrid” genre, referred to in general as *Company paintings”.

The Molesworth Collection

In the late 1Bth century, the Company’s surgeon-naturalists and the missionary-naturalists
of Tranquebar frequently travelled across the rich and fertile lands of Tanjore and its
neighbourhood, collecting and studying plants; Tanjore in fact continues to be the agricultural
heartland of the state of Tamil Nadu today, famed particulardy for its variety of paddy.
Amonpst the collections of the Botany Library of the wuwm, London, there exists a pocket-sized
manuscript, measuring only 15 cm in height, containing miniature watercolour portraits
painted by a moochy artist, of 13 food-crops from the region, accompanied by a tabular st
detailing their names in Tamil, sowing and reaping seasons, and their yield per unit of land
cultivated, Amongst the paddy species listed in this manuscript are the "Wellakar", "Muttakar”,
"Kulloondeh”, "Yeruk Sumba”, “Shermunnyen” and “Pishanum”. And then there is the castor-
plant, with its oil-rich seed, "Mootoocotteh” in Tamil {(hgure 1). The short description reads:
“This is the Seed of the Ricinus Palma Christi, the Ofl used for burning as well as in Medicine,
the Plant triennial. The Crop profitable but it exhausts the Ground.”

The only clue as to the author of this undated record is the inscription of the initials,
"B.M" found on the last folio of the manuscript. The present author has been able to trace
it to Richard Molesworth (1737-99) of Dorset Court, Parliament Street, grandson of Robert
15t Viscount Molesworth of Ireland who enjoyed a close relationship with Joseph Banks, the
great British patron of science with a vast collecting network in the East, including India. A
gentleman of science, Molesworth was a Fellow of both the Royal Sodety and the Society
of Antiquaries of London, and cultivated an abiding interest in the botany of the East
Molesworth's friends in India included the likes of James Anderson and William Rexburgh,
Company surgeon-naturalists based in Madras at this time.* Roxburgh had replaced Patrick
Russell as the Company Botanist in Madras in 1789 and within a year had almost 700
plant descriptions illustrated by native artists, some of which found place in his Planes
of the Coast of the Coromandel {1795-1820). The first batch of his llustrations was sent to
Banks in the very same year as the Molesworth manuscript. Whether Moleswarth actually
visited Tanjore is not known, but it is evident from the manuscript that he had sound
knewledge of agriculture in Tanjore. We can only make reasonahle conjectures here, but
it is more likely that he acquired this information through either Roxburgh, with his links
with the Tranquebar missionary Christopher Samuel John, or Anderson who knew Serfoji's
guardian, the Tanjore missionary Christian Friedrich Schwartz, ar perhaps even Benjamin
Torin, Resident of Tanjore, who would later become the chief procurer of all things curious
and enlightening for the young Raja Serfojl? The illustrations painted by a moochy artist
were sent to Molesworth in Lendon, and then bound together with the list of the cultivated
plants, to make the small volume that we see now.

In July 1790, Molesworth presented the painted manuscript to Banks, with a promise
that dried specimens of the grains would soon follow on board the Pigot." The collection of
grains did eventually reach Banks but its fate remains unknown today. After Banks' death,
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the manuseript from Tanjore found its way to the British Museum, and later the wis where
it mowe sits, along with the other Banksian collections from the East, as an early example of
the work of the Tanjore moochy, in the artistic penre of botanical illustration executed for a
Exropean patron.

We know from Malesworth's letter to Banks that he commissioned the “Tanjour Grains®
in early 1790, which was during the regency of Amar Sing"—known to be a great patron
of the ans. In the 1790s, for instance, Amar Sing invited Baron Thomas Joseph Reichel, an
excellent illustrator of plants, to redesign a part of the palace where 2 wooden structure
{after a European model) was incorporated for the ruler to make public appearances on
festive occasions.™ Understandably, the best among the moochy artists would have been
employed at Amar Sing’s court and it is quite likely that one of the most talented of these was
hired to illustrate the plants in the Molesworth manuscript. The paintings are in a miniature
format, in gouache, and painted red borders frame the folios; the plants have been rendered
ina decorative rather than a naturalistic fashion. It would be at least another decade before
moechy artists of Tanjore under the patronage of Serfoji n began to use watercolours to
paint plant portraits in a naturalistic style.

Modernizing the Tanjore Moochy

The Thanjavur Sarasvati Mahal Library, attached to the palace, holds three albums of
botanical illustrations (in total g1 paintings), of which one or two are wsually put on public
display at its museum. No doubt these were the ones the eady 19th-century visitors to the
palace, like Valentia and Rebinson in 1804, had the opportunity to view.™ It is believed
that at least until 1963, there were 300 such plant paintings of royal folio size (20 inches or
¢ 50 cm in height), but what exists today is but one-third of that number These albums
were part of a large collection of natural history drawings commissioned by the enlightened
Serfoii as soon as he began his studies in earnest around ¢, 1802, Although there may have
been more than one artist responsible for the paintings, the chief executor was, I would like
to suggest, a moochy named Coopan Sithar.

The young Raja Serfoji was a keen student of drawing and painting, The missionaries
of the Society for the Propagation of the Gospel, Christian Friedrich Schwartz and Wilhelm
Gericke, played significant roles in moulding Serfoji’s personality in his formative years, but
there were also others like the Tranguebar missionaries—Christopher Samuel John, John
Peter Rottler, Johann Gerhard Klein, Augustus Frederick Cammerer—and the Kohlhoffs
(Danied and John) of the Tanjore Mission who supported his quest for knowledge and
modemnity. To aid the rja’s drawing lessons, in 180, John Kohlhoff solicited the help of
C.5. John at Trangquebar. John was sorry that his copy of the book Principles Instructing the
Art of Drawing was “old and tom in pieces” by the orphans who learmt drawing under his
instruction, but suggested that if Serfoji wished he could have “the Rudiments of Eyes, ears,
fingers, feet & Hands etc” copied from whatever remained."” The mja was convinced that
the "Rudiments” would be of great use to him in learning to draw perfectly™ Amongst the
other books he used for art instruction were Pinnock and Maunder's A Catechism of Drawing
& Architecture and its companion volume, A Catechism of Perspective; the books followed a
question-answer format and contained recipes useful for those who painted in watercolours.

Later, the young r2ja also consulted George Hamilton's illustrated The Elements of Drawing,
in ity Various Branches for the Use of Students {1812) with 51 engravings showing human
anatomy, landscapes and natural history illustrations, The book daimed to be a substitute for
live instruction in schools and dealt with colouring, and in separate sections the painting of
natural historical subjects such as butterflies, shells, fish, frait, flowers, birds and animals'”
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The raja persuaded his moochies to use the imported watescolours such as these sold
by the colourists Reeves of Londen, and not just the water-based pigments prepared locally
and applied in the opaque gouache style. As far as paper was concerned, reams of "Royal”
from England; the natural history illustrations including the botanical albums were executed
on the royal folio size paper.

Some of the moochies were also trained in the natsalistic style by Tranguebar
missionaries like C.S. John as per the raja’s request. Besides the moochy artists, who were
Hindus by caste, native Christians like Riruba Samuthiram and Ayya Pullay were patronized
by Serfusii, and they were trained by the Tranquebar missionaries to paint plants realistically.'®
A moll of Kirubas drawings was sent to Secfoji by John in 1806 as a demonstration of his
successful training under him." Only two years earlier, John had expressed concemn that the
painter had not received his salary from the raja, for which reason he was unable to continue
painting. Art materials such as Reeves watercolours were also in imited supply during these
early times. The Tanjore missionary John Eohlhoff relayed John's concerns to Serfofi:

He [Kiruba] has wrote also for some colours to his acquaintance but has got no answer,

& is stopt in his paindng for that reasen, as He does not approve of those which His

former painter had left with Him: and He adds that Real Reeves' Colour Boxes are

hardly 1o be got at Madras. The Painter has but litle performed tll now, However He
will do more by longer Exercise, & good Colours and as He seems to be a good Man we
miust have patience.™

In the last decades of the 18th century, artists in Europe had begun purchasing small-
sized hard cakes of watercolour, invented by William Reeves in 1780, As Reeves &Woodyer,
the business advertised itself as the "colourmakers” to the Honourable East India Company,
and grew in status in the 18205 and 18308™ Hope, Reynolds & Grifhiths and Gibson,
Inverarity, Stevens & Jack of Madras stocked Reeves, Woodyer and Ackerman colours, "a
general assortment of drawing utensils”, crayons, spare camel-hair pencils, paint oll, paints
of different colours in small kegs, painting brushes, linseed oil and spirits of turpentine**
To improve the quality of paintings by the Indian artists under his employ, the Company's
surgeon-naturalist William Roxburgh procured a copy of Tingry's Painters & Varnisher's
Guide, a book that Serfofi also consulted as soon as it was published.

Serfoji commissioned illustrations of flora found in and around Tanjore as early as
1Boo, even as he began teaching himself to draw and paint. Almost all plants that grew
in his gardens found a place in the illustrated albums (higures 2-35). Serfoji was engaged
in the systematic collection and exchange of useful seeds and plants of all sorts through
his collecting networks, which included colonial officials and missionaries. He was sent
cinnamenplants from the plantations at Courtallumin Tinnevelly, teak trees from Travancore,
as well as cocomut saplings, all of which were planted in his gardens, Missionary C5. John
sent him exotic plants and even offered to design a botanical garden in Tanjore.”® The
Tanjore missionary Kohlhoff sent Serfofi “two Burterfly plants and two other curious plants
called by Botanists the Hastingia", the Chinese Loguat, the "Gorka from Ceylon”, repured
for its magical properties, a plant that produced the balm of Gilead (Populus candicans),
the seeds of an invasive American creeper, "a Lair of the Olive Tree, as also another curous
Flower plant, the Name of which is not known". Having heard that the Coddalore plantains
were of an eminent quality, Serfoji had had a few planted in his garden at the Bitle forg;
plantain varieties and saplings were frequently brought in from that place, which seems to
have been a major centre for their cultivation. In 1819, in his intreduction to the Plants of
the Coast of Coromandel, Roxburgh describes a beautiful tree, Bignonia suberosa, which he
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states was brought to Madras from the "Rajah of Tanjore’s garden; from thence one plant was
procured for the Company’s Botanie Gardens at Caleutta, about twelve years aga” ™

The paintings of local fauna, incuding quadrupeds, fishes, reptiles and insects and
architecture that Serfofi commissioned his moochy artists to execute, were despatched on
a regular basis to the former Tanjore Resident Benjamin Torin residing at Harley Street,
Londeon. Torin had great words of appreciation for the ralent of the moochy who painted
thern: *Your Moocly has been so careful and correct in his representations.” By 1807, Torin
had received more than a hundred paintings, which were then presented in Serfoji's name to
the Court of Directors as "The Natural Products of Hindostan”; this unique collection of 117
coloured drawings with descriptive notes by the rja himself in English and Tamil is today
part of the collections of the British Library, London.*s The botanical albums were never
sent to Londaon, perhaps because they were required for use at the Arogyasala attached o
the palace. In a letter to the Lutheran Mission in Halle 1802 {at the time the natural history
paintings, including the botanical albums were being made), the Tranquebar missionary
Christian Pohle referred to an ingenious artist of the Tanjore court under the reign of Raja
Serfoji, who was an expert illustrator of plants, animals and insects. Charles Gold, who
eriticized the moochy style as being in general stiff and excessively decorative, still spoke
in great appreciation of one moochy, the "celebrated Tanjore Moochy.. this ablest artist
amangst the moochies.. famed throughout the country, not so much for the specimens of
the European pencl, 5o as to deceive persons of good taste, if not the connoisseur™" These
descriptions lead us to ene moochy, called Coopan Sithar, hailed as the “celebrated Tanjore
Moochy”, and who died c. 1810, When in 1814, the Tanjore Resident William Blackburne
wanted a portrait copied he approached Serfofi because "since the Death of the celebrated
Tanjore Moochy, the only tolerable patnters” who remained were under the rjas employ.™
The chief job of Serfofi's moochy artists, Venkataperumal, Venkatanarayana, Gopalakrishna
Maik, Chinnasawmy Naik and Coopaloe, was to make copies of the paintings of their late
illustrious predecessor Coopan Sithar, to be given away to the rja’s European friends as
presents. In 1821 for instance, while on a pilgrimage to Benares, Serfoji sent the Marquis
of Hastings a portrait of his (Hastings), copied by Chinnasawmy Naik from an original
painted by Coopan Sithar.*®

Being one of the most talented of the moochy artists in Tanjore, Sithar would have
been in the employ of Amar Sing before becoming the chief artist at Raja Serfoji's cour
Could Sithar then have painted the illustrations in the "Tanjour Grains" manuscript of
17907 The painting styles of the Molesworth manuseript {1790} and the Tanjore botanical
albums {c. 1802) are however remarkably different. The albums demonstrate how within
a period of 10 years, Serfoji was able to influence his moochy artists to adopt a mare
“modern” hybrid style, removed from their traditional decorative and miniature style used
in painting portraits, religious or ethnographic subjects for the European patron, and 1w
instead tackie new subjects European in origin such as natural history, which demanded
accurate observation. The project of modernizing the Tanjore moodhy, exemplified by the
botanical albums, might be read as yet another facet of the Tanjore Enlightenment shaped
up by Raja Serfoji 11 through the globally situated cross-cultural exchanges initiated by him
in the early 19th century.
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Jardin de Lorixa
KAPIL RAJ

NDER THE TITLE ELLEMANS BOTANIQUE DES PLANTE DU JARDIN DE LORIXA, LEUR

vertu ef quallite, tans conus gue celle gui ne le sont pas, aver leur flewr, fruis et

grainne, traduit de louria an frances,' the Muséum National d'Histolre Naturelle’s
library in Paris holds a 14-volume folio herbal, 12 volumes of which contain 725 double-
folio gouache-and-aguarelle paintings of 722 plant species. The first two volumes contain
a description, in French, of each of these plants with an index of their vernacular names
transcribed in the Roman script and a classification according to their uses. In addition,
the first volume of the manuscript containg an intriguing frontispiece depicting five
human fgures, a potted tree in the foreground and a Greco-Roman ruin in the background
{figure 1). Of the human figures, three are on the left—an artist painting the tree, 2 man
sitting next to him and a woman carrying plants in a basket on her head; and two on the
right—an ascetic holding a manuscript, and a European standing behind him. The style
of the frontispiece and the human fgures it depicts, as well as that of the plant paintings,
leave no doubt as to the South Asian origins of the herbal.

The library’s manuscript catalogue is not very fortheoming: we only learn that its author
is a certain LEmpereur—probably the European in the frontispiece—and it dates from the
18th century. We now know that it was started in the late 1690s in Balasore, Orissa (then
referred to by Europeans as “Orixa”), completed in 1725 in Chandernagore, Bengal, and
shipped to the Paris betanical garden where it has since lain, largely ignored, The knowledge
it contained was gleaned from a couple of local fakirs whom LEmpereur had befriended
during his long stay as the chief surgeon of the French East India Company's settlements.

While collecting this knowledge, LEmpereur also employed local artists to paint each
plant. Chandernagore being a major trading port, a number of craftsmen worked for the
designs on the painted doth that formed one of the main exports to Europe, and LEmpereur
found little difficulty in employing them for this gigantic task.

Their unambiguous South Asian style notwithstanding, the paintings also answer to
with their flowers and fruits, and a cross-sectional representation of the seeds at the bottom,
or in a corner. This is worth remarking for, although painting floral motifs was the main
livelihood of Indian artists, their painted calicoes did not, and were not meant to, respect

The guestion then arises as to how they acquired these conventions, L'Enipereur being
a surgeon with no familiarity with botanical visual calture. There were, however, European
precedents in South Asia to his enterprise. During the 16th century a number of Portuguese,
such as Garcia da Orta and Cristévio da Costa, had gathered material on Asian naturl
history, the latter even providing some omate wood-block illustrations.” In the 1670s, the
Dutch Commander of Cochin, Hendrik Adriaan Van Reede (1636-91), had a gigantic work
commissionad on the region’s flora. Its pen-andink wash drawings following botanical
conventions of some 720 species were accompanied by a detailed description of each in Latin.
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Tt appeared under the ttle of Hortus Indicus Malabaricus in 12 folio
volumes in Amsterdam between 1678 and 1693 and soon became the
standard reference work for southwestemn India. Its volume, format
and organization thus invite a comparison with Le Jardin.

Firstly, both have a frontispiece. Hortus's portrays a vast tropical
garden in the centre of which stands an ormamental summerhouse
with two caryatids bearing an entablature whose tympanum s
inseribed with the title of the work. In the foreground, beneath an
arched pergola, sits the (apocryphal) goddess of Indian botany,
holding a rake and with a pruning knife at her feet, while four
kneeling Malabari cherubs offer her potted plants (see figure 1 in
the introductory article by Sita Reddy).

At first sight, this engraving bears no resemblance to the
painted frontispiece of Le fardin de Lorixa apart from the respective
locations of the plants and human groups. However, on turning to
the woman in Le Jardin carrying plants in a basket on her head,
we discover that she s a replica of the left caryatid in Horrus.
L'Empereur’s artists clearly had access to this work, but they tell
a very different story from the allegory imagined by the Dutch
engravers in faraway Holland, where the frontispiece was executed.
Exactly as the caryatid is brought to life as a real woman, so too
do the other figures of the Hortus take on a real existence as
the different actors involved in the making of Le Jardin. The kneeling Malabari cherubs
metamarphose into artists; the goddess into a fakir; the rake and pruning knife into palm-
leaf manuscripts; the pergola into an arch formed by flowering trees; and the omamental
summethouse into a Greco-Roman ruin, The central tree planted in a Chinese pot—witness
to the lively intra-Asian trade—demarcates the different groups: the manual workers from
the “cerebrals”, with L'Empereur placed in front of the ruin just above the brahmin.

Hortus also provided the template for prevailing European betanical conventions.
Indeed, some of Jardin's illustrations are more or less directly inspired from the engravings
of Hortus Malabaricus, the banana being one example. However, LEmpereur's artists
did not copy the illustrations mechanically from the printed book: they coloured their
illustrations, getting the colours of all parts right each time—Hortus Malabaricus was in
black and white—removing all doubt on the matter. Besides, many plants, like nux vomica,
are very different in the two works, given that they referred to two regions of different climes
over a thousand miles apart.

One can frudtfully conjecture then that with the British colonization of Bengal and the
Coromandel Coast a few decades later, a whole institutional space was to open up with the
already shifted to paper-based projects like that of Le fardin were to find employment on a
massive scale to execute some of the great herbals of early colonial India.

HOTES

1 Botanical Elements of the Plants of the Flora 2 Da Costa was the first European to provide
af Oirixa, Their Virnues and Qualities, Beth illustrations of some of the plants he
Enoun ard Unkrown, with Their Flowers, deseribed in his Tractade de las drogas
Fruits, and Sesds, translated fom the Odia y medicinas de las Indigy Orientales
inte French. published in Spain in 1578

KAFIL B o ShREVR OF LITRIGA 53

1

Framtisplece from
L'Empereur's. Ellorurns
aranigue des pioate di Aordin
de Loring. ., Archives of the
Miusewm Mational d' Histoire
Naturelle, Paris, France,
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The Coconut tree. © British
Library Board ni, Skoang ws
403 £ 3r, The Sustrations
nchide *The younge Cocomet
tree” as wall a5 such details
&5 a cofonut with “rinde” and
one without The suggestion
of a lndicape on which the
trea stands and the decorative
treatment of the trees (the
youeng and the mature), ame
In the minktung styls typical
of nathee artists froem the
Cormomanded Coast.

The Gurney Herbal

SAVITHRI PREETHA NAIR

colontal autherities on botany and medicine in the Bast Indies. Among the chief

published works are the Portuguese Garcia da Ona’s Coldguios dos simples e drogas
da India (1553), the Dutch Jan Huygen van Linschoten's Itineraric (1596), Hendrik Van
Reede's Hortus Indicus Malabaricus (1678-g93) and Georg Eberhard Rumphius's Herba-
rium Amboimense on the plants of the island of Ambon in Indonesia (1741-50)." Recently,
an unpublished early 13th-century French work on the flora of Odisha, the Jardin de Lorixa,
has been brought to light.* By contrast, English contributions to Bast Indian botany and
tropical medicine from this early period are surprisingly rare.® With the rediscovery of
the Gurney herbal (henceforth “Gurmney”) in the Sloane Collection of the British Library,
London, we may have the earliest known English contribution to medicine and botany in
the East Indies, chiefly of Sumatra, Java, Malacea, the South Seas islands, Beagal, parts of
the Mughal empire and the coast of Coromandel? This illustrated botanical manuscript
was acquired in the later part of the 17th century by the Irish physician-collector Hans
Sloane® and was previously the property of an English merchant John Gumey, whose
name and coat-of-arms appear at its head.

The "Gumney” is silent on its authorship, but given the elaborate notes on the medical
properties of the plants described, it is only reasonable to surmise that it was compiled by
an East India Company surgeon attached to an English trading post or factory in the East
Tncdies.® This is further established by the author's frequent references to his practice as 4
physician, and to classical authorities such as Avicenna, Rhazes, Pliny, Mesue, Serapio and
Galen. One of the smallest sultanates on the cast coast of central Sumatra, Jambi, appears
frequently in the herbal, suggesting that the author was stationed at this place for some time
at least. Furthes, from official records we learn that John Gumney, to whom the manuscript
initially belonged, was the son of William Gumey, a factor on the Coromandel Coast.”
Obtaining precise and detailed information on the plants of the East Indies was of primary
importance to a merchant like Gumney. All trading posts and factories appointed surgeons,
but there was always a dearth of them in the tropics, where mortality was high and drags
limited. When Henry Greenhill became Agent of Fort St George in 1648 (John Gumey would
become his son-in-law about this time), he was joined by a surgeon, Edward Whiteinge from
Bantam. Whiteinge, who began his career in the East Indies in 1645, was the only surgeon
to have lived both at Jambi and the Coromandel Coast. The author of the manuscript also
botanized beyond the trading posts, the herbal informs us, for we find him describing
plants in the Mughal dominions, in Aurangabad in particular. (Khadki or Fatehnagar,
the former capital of Malik Ambar and his son Fateh Khan, was renamed Aurangabad by
Aurangzeb and made his capital in 1658. We however know from records that Whiteinge left
for England in 1657 and returned to India as surgeon only in 1662, which means he must
have visited the place only sometime in the 1660s.) Putting together the several pleces of the
figsaw puzzle, we might state with certainty that the author of the "Gumey” was Whiteinge
and the herbal was compiled over three decades, between the 16408 and the 1660s during
his career in the East Indies.

I N THE 16TH AND 17TH CENTURIES, THE DUTCH AND PORTUGUESE WERE THE EUROPEAN
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That it pre-dates the Dutch Hortus
Indicus Mualabaricus is of tremendous
historiographic  significance, although
it hardly surpasses the latter in its scale
or exquisiteness. Unlike the Coldguios,
which it succeeds, and the Hormus, which
it pre-dates, [ argue that the “Gumey”
is not based on a South Asian or an
indigenous template but belongs frmly
within a European herbal tradition,” being
chiefly modelled after John Parkinson's
Theatrum Botanicum (1640) (Agure 2)°
although it also drew from other sources as

' | P el Linschoten’s Jrinerario.” The layout of the

OF PLANTES e il folios suppests that the author intended
A g A S0 (ol W N IER o cventally publish the manuscript with
T T framed spaces for the painted fllustradons,
sometimes left incomplete, interspersed
with the text as in a classical herbal.* A few
of the illustrations in the Theatrum appear
with remarkable hdelity in the "Gumey”,
such as that of the pomegranate tree,
which is a painted version of a Theatrum
woodcut” While some of the original
illustrations appear to have been painted
by the skilful hand of unknown local artists
(figure 1), there are several others rendered
in an amateur fashion, perhaps by the
author himself, the result of moving often
between stations. Sometimes the painted
illustrations incorporate human fgures,
such as a toddy-tapper climbing the palm,
2 person smoking a hookah at the foot of
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2 the tree, or a child eating a banana with the banana tree pictured in the background.” This
dohn Parkinsor's Themmm —— |ags i clearly a nod to Linschoten’s Itinerario, which contains a similar image. As to the
Bataricum. Courlesy Welcome

Cofiection armangement of the plants and accompanying illustmtions, it follows a simple dassihcation

beginning with trees, followed by shrubs and herbs, within which are accommodated not
only the wild and the domesticated kinds, but also the male and female—a trend that had
already been set in herbals by this time. Herbs are further classified on the basis of their
properties, such 2 aromatics, poisons, antidotes, milk-producing and fowerless plants.
Plants that share the same habitat, or that depend on or are assodated with each other
commercially or otherwise, are described and illustrated within the same frame, like the
areca palm and the betel-leaf vine.

Unfortunately, the author was unable for some reason to see the herbal w completion,
with descriptions left unfinished and several empty boxes set aside for illustrations.
Largely unexplored by scholars, this trading-post herbal nevertheless remains invaluable
as a repository of medico-botanical knowledge of the East Indies of the 17th century, and
possibly the earliest illustrated English herbal of East Indian plants as yet known.
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NOTES

The Garman-bom saldisr-naturalist
Rumphius eollected information on
more than 2,000 Amboness plants aver
five decades, betwesn 1853, whan he
arrived an the sland as & servant of the
Duteh Exst India Company, until his
death in 1702, The tllostrated Herbarium
Amboinsnse served as the basis for all
subsequent explotations of the flora of
the Molueeas (the Spice Istands). For
an English translation see Georgius
Everhardus Rumphius, The Ambanese
Herba!, wans, EM. Beskrman, New Haven:
Yale University Press, 2011
Kapil Raj, “Susgeons, Fakirs, Merchants,
and Crafts People: Making LEmpereur's
Jardin in Early Modern South Asia®, in
{eda.), Colonial Botany: Science, Commerce
and Polirics in the Early Modern World,
Philadetphia: University of Pennsylvania
Press, 2005, pp. 253-70.
A significant English contribution to the
hotany of the region from the Late 17th
century was that of Samuel Browne, the
East Indiz Company's principal surgeon
and physician at Fort 5t George in 1688-
57, who sent dried plants and descriptions
to the London apothecary, James Petiver.

By the East Indies we refer here
collectively to the Indonesian islands,
which include Java, Sumatra, Celebes,
Bomeo and the Maluku islands {the
Moluccas of the Dutch East Indies), and
the Indian subcontinent.

Hans Sloane (1660-1753) was a great
eollector of all things natural history,
including those from the East Indies, and
his eollections formed the hasis of the
Britich Mugem and the Natural History
Museum, Londan. The Gurney manuseripe
is today part of the European manuscripts
eollection, The British Library, London,
with the shelfmark et Sloane us g013.
For three decades subsequent to the
founding of a factory (or trading post)
at Bantam in 1603, English factories on
the Coramande] Coast including Fort St
Gearge (founded in 1639) reported to

it. Also called factors, merchants at the
factories traded in piece-goods for expart
to Persia and Bantam.

For a lengthy discussion of the Gurney
manuscript see Savithri Preetha Nair,

= ..Tio ba Serviceable and Profitable for
their Health: A Seventeenth-Contury
English Herbal of East Indian Plants

THE SummEY HEREAL
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15

Owned by Sloane”, in A. Walkes, A
Macgregor and M. Hunter (eds.), From
Books to Besoars: Sir Hens Sloare and His
Collections, London: The British Library,
2013, pp. 105-19.
The 16th and the 17th centuries have been
referred to as the great age of the herbals,
which are books containing names and
descriptions of plants and their medical,
ic, aphrodisiacal, culinary or
ornamental uses, Most herbals contained
llustrations for easy identification of
plants.
The Theater of Plantes. Or, An Universall
and Complaate Herball.

The early modern herbal was essentially
derivative in nature, Carodus Clusius's.
reputation as an authotity on Asian
botany was in fact established by simply
publishing a heavily annotated edition
of da Orta's Coldgquins, Cristéhal Acosta's
Tractade (1578) was alse almost entirely
derived from da Ora. Packinson's
Theatrum was an improvement on

John Gerard's The Herball (1597}, which
was itself an adaptation of Remben
Dedoens’ Pemprades (1583), To Hlustrate
it, Parkinson relied heavily on Gerand's
woodouts,

With the invention of printing, herbals
began to be published rather than copied
by hand. And with the use of woodoase,
which would be traded between printers,
the same images began to appear in some
af the hechals.

L Sloane us 4013, £ 26z, For the
Parkinsen and Curney illustmtions of the
pomegranate plant compared, see Nair,
From Books to Bezoars, p. 113,

BL Sloane us go13, £ 11w

The English translation of the ltinerario
was published in 1598,
8L Sloane us 4013, £ v
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Tenga (Coconut/Cocas
muciferd). Pen-and-ink
dravwing (double-folio) by
Anmtani Goetkdnt from Horili
Murlabaricl loornss, gL Add
s 5028, =2, Courtesy
British Library,

i,

Temga (Coconut/Cocas
muciferg). Copperplate
engraving (double-folio)
by Bastlaan Stoopendael
{afeer the drawing by
Antoni Goetking), Horus
Malabaricus, 1678, Vel
2-3. Courtesy Wellcoine
Collection. This magnificemt
engraving Inchedes a
composition that has
matung Coconut trees along
with young ones and even,
Ingenicusly, an uproated
tree to degict its reatball,
all staged in & dynamic
talHeau that only highlights
the superior qualiny of
both draughtmanship and
engraving skills.

Hortus Indicus Malabaricus

SITA REDDY

OTHING PREPARES YOU POR THE VISUAL SPLENDOUR OF “ADDITIONAL MANUSCRIPTS

5028-32" in the British Library. Between the vellum covers of this five-volume

codex lie the original—and only surviving—drawings for the exquisite
engravings in Hortus Indicus Malabaricus, jewel of late 17th-century Dutch botandcal
literature.’

Hortus Malabaricus is the monumental 12-volume illustrated herbal describing 740
Malabar plants, most accompanied by astonishingly beautiful double-folio copperplate
engravings. Compiled by Hendrik Van Reede, a Dutch East India Company Commander
of Malabar, it was published between 1678 and 1693 and was the first definitive survey
of wopical botany in South Asia. The 25-year multilingual project was famously
collaborative and much is known about Van Reede’s reliance on indigenous knowledge
via local scholars, Ayurvedic physicians and Ezhava plant-gatherers w recreate this
textual “Garden of Malabar™*

Much less is known about fts art history—the making, printing and visual
translation from field to page to plate—which traces a remarkable story of colonial
encounters and global exchange. Of how pen-and-ink drawings of plants gathered
from the colony (Malabar) interacted with print technology of copperplate engraving
in Dutch metropoles. OFf the artistic process by which Dutch miliary artists in possible
dialogue with local scholars, and Van Reede himself, also channelled Baroque styles
of book illustration and late 17th-century Flemish painting styles dominated by sdll-
lifes and perspectival realism. Of how Dutch Company art inspired science and the
first colonial botanic gandens in Amsterdam and Leiden, just as Company science
would come to rely on art for its visual representations of tropical botany.

We know the names of only two artists of the original drawings—Antoni
Jakobsz Goetkint and Marcelis Splintjer, both Dutch military draughtsmen.’ The
monochrome ink-wash drawings in the British Library codex—collectively known
as Horti Malabarici Icones (henceforth lcones)—correspond exactly with engravings
made for the first 10 published volumes of Hortus Malabaricus.* And indeed, only
two among the 651 [cones folios bear artist signatures. A double-folio drawing (figure
1a) of Malabar's ubiquitous coconut tree, signed by Antoni Goetkint—became the
template for one of Hortus Malabaricus's most celebrated engravings in print (figure
1b). Goetkint's signature can be seen in the lower left corner of the drawing as well
as in the engraving (on the right), which also includes the name of the engraver,
Bastiaan Stoopendael® Just as the artists were invisible and anonymous, so too were
the engravers; only two plates were signed in the Latin edition of Hortus Malabaricus,
the second being by Gonsalez Appelman.®

As models for the engravings, each of the 650 Irones drawings (590 in double-
folio and 61 in folio) was carcfully copied onto copperplates—chalk-blackened
backs and burin cutlines visible in verso.” Particularly interesting in this process of
graphic conversion from drawings to engravings are not just the correspondences
but the visual ruptures and omissions—what was left out of the print version. Print
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Ia.
Cooda-pana (Great Fan Palm ).
Pen-and-ink drawing [double-
Talia), Harfi Mafebaric
romes, mL Add mas sozg, 3-3-
Couriesy British Librarg

A European figure— possibly
the artiss or Van Reede—
stancs under the glarnt palbm
leaves in apparenthy amicable
comversation with a Malabari
lacal.

omissions range from leaves, flowers, fruits and seeds to decorative cartouches and a
hundred fanciful insets featuring dragons, mermen, animals and allegorical fgures
from the European Baroque.' The draughtsmen occasionally added human figures in
the drawings; most were not printed. Figures 2a (drawing) and 2b (engraving) show
one of the exceptions—the tiny European figure, pessibly the artist, stands in front
of "Codda-pana” (Great Fan Palm), conversing with a Malabari local as interlocutos,
watcher or witness,’

Among the very few Icones double-folio drawings that remained unpublished
is an image of a group of fakirs under a tree with climbing plants {(figure 3), an
astonishingly detailed composition, signed on the verso by artist Marcelis Splintjer,
with text that reads: “Climbing pod-bearing leguminosae and other species of
Apocynum...” A Ficus tree dominates this composition, but beth the fakir in the
foreground and the legume entwined around it seem poised to fly across the page on
the diagonal, There is a dynamism and delicacy here that suggests it might have been
drawn from field observation. It is one of only two Icones drawings of a habitat view,
all others following botanical illustration conventions of the time—namely, isolated
life-size plant specimens arranged on a white ground, seeds, fruits and flowers below
them, with their pre-Linnean colloquial names printed in Roman, Arabic, Sanskrit
and Malayalam scripts.
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Most historical accounts describe the Hortus Malabaricus engravings as the first
images of Malabar flora to reach Europe. But recent research suggests a fascinating
addendum to this botanical art story. ]. Henfger—author of the definitive biography
of Van Reede and Hortus Malabaricus—points to an alternative set of drawings of
Malabar flora by a Carmelite priest, Father Matthew of St Joseph, which in their
published introductions to Western botany may have preceded Hortus Malabaricus by
an entire decade.”® Matthew was on Van Reede's original team of collaborators, and
the initial conception of Hortus Malabaricus may have been entirely inspired by his
extensive knowledge and drawings of Malabar flora, Even though Van Reede was to
later reject Matthew's drawings (claiming they were neither life-like nor botanically
identifiable), he credited him as the text's original "conditor” or founder.

Matthew's early drawings, sent to ltaly before 1674, may well have been the first
representations of Malabar flora to appear in print in the major 17th-century Iralian
botanicals of the time (Zanoni's Isteria Botanica, 1675, and Rariorum Stirpium Historia,
1742). As figure 4 shows, these engravings from Zanoni's Rariorum—after Matthew's
drawings—were in fact Europe's print introduction to Malabar flora. Indeed, the Paris
codex of Viridarium Orientale—which is comprised almost entirely of Matthew's
sketches and notes—can be seen as the frst model of Hortus Malabaricus; a proto-
Hortus Malabaricus.
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ab.

Codda-pana (Great Fan
Padm). Copperplate
engraving (double-Talio),
Hortus Malgharcus, Vol 3,
Tab, 1, Courtesy Welloome
Collection



Performance of a Fakir. Pen-
and-ink drawing (double-
Tallo} frem Mo Malalaricl!
Icones, m Add mss sopo;
12333 Courtesy Seitish
Libeary.

Given these entangled print histories and the fact that the Jeones drawings were
sent to Amsterdam at least a year prior to Hortus Malabaricus' publication, it is not
entirely surprising that both the British Library's catalogue record and accession
notes (from 1771) mention Matthew as the artist: "Drawings in Indian ink, of the
plates in the work "Hortus Indicus Malabaricu’ by Mattharus & 8. Joseph”. While we
know now that this was a misattribution—the drawings in the codex were clearly
made by Dutch artists—the insertion of Matthew into the story hints at this more complex
prehistory of Hortus Malabaricus and its extraordinary art.

HOTES

1 The full name af the text is Hornis
Indicus Malabaricus, Continents Regni
Malabarici apud Indos eeleberrimi
ammnis generis Plantas rariores (1678
g3k Or Horrus Malabaricus for shor;
Latin for the "Garden of Malabar”.

2 See Richard Grove, "Indigenous
Knowledge and the Significance of
South West India for Portuguese and
Drarch Constructions of Tropical Manare®,

Modern Asien Srudies, 30(1), 1996, pp.
121-43; |. Heniger, Hendrik Adrigan Vin
Reede Tot Drakenstein (1836-1801) and
Horrus Malabarizus: A Contriburion to
the Histary af Durch Colonial Botany,
Rotterdam and Boston: cec Press,
1986; K5 Mandlal, Botany and History of
Hormus Malaharious, New Delhi: Oxford
and 185, 198; Vinita Damodaran, Anna
Winterbottom and A. Lester (eds.), The
East Indin Compeany and the Natural
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2015; Kapil Raj, "]Ih.mk].n;\'ﬂ'r]mutthe
Sclentific Fevolution: Global Interactions
and the Construction of Knowledge®,
Jeurnal of Early Modern History, 20, 2017,
PP 445-58.

In the Preface to Hortus Malsharicus,
Vol 3 (1681), Van Reede mentions

three or four unnamed draoghtsmen
who “stayed with me in a convenient
place, would acourately depict the living
plants as the collectors brought them. To
these pictures a description was added,
nearly always in my presence”

The sixth and very last codex,
presumably containing drawings
cormesponding to Horfus Indicus, Vols.
11 and 12, has been missing from the
time of the British Library's acquisition
in 1771 Heniger, Hendrik Adrizan

van Reede, chapter 8, p. 125. The
handwritten catalogue of accessions

to the British Library Department of
Manuscripts reads: *The volumes were
bought at the auction of the collections
of Bernard Siegfried Albinus in
Amsterdam on 16 October 19717

The Albinus sale catalogue reads:

*The original drawings of the Hortus
Malabaricus gathered by |. Commelin
in Amsterdam 1686 being the drawings
of the first volumes after which the
plates of the preceding work have been
made. 10 volumes, 5 ribs”

Bastiaan Stoopendael (1637-93) was a
draughtsman, engraver and etcher in
Amsterdam; he also engraved the plan of
the Amsterdam Municipal Garden (1685).
Heniger, Hendrik Adriaan van Reede,
P.104.

Gonsalex Appelman's signed engraving is
of "Hina Paretti® in Horrus Malebaricus,
1686, Vol 6, Tab. 35,

Sunﬂdduusuig lemlgugwul

Eorviman and Venema (Gedenkbosk ||
Valckenier Suringar, 1942) who had done
the same for Jan Commelins Horel Medici
Amsretodamensis Rariorum Plantarum
{16g7): “The engraver covered the back
of the drawing all over with black or

red chalk. He pasted the paper on a
copperplate and pressed through the
outlines of the figure with & burin in order
to prodice a rough sketch of the plant in
black or red on the plate. In consequence,
after the plate had heen engraved and
printed, the sngraving turned out 1o be &
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reflection of the original drawing” Heniger,

Hendrik Adrigan van Reede, p. 130,

Ibid., chapter &, p. 136,
Codda-pana, o1 Add s se29: 2, Horfus
Malabaricus, Yal. 3, Tab, 2. | specalate
that the human figure could be the artist,
based on another drawing of an identical
figure engaged in the act of drawing (or
writing): ot Add mss 5029: 3.

Heniger, Hendrik Adrigan van Reede,
chapter 7, p. 105,

Jacca (Jackfruit) with
the fhgure of a militarist.
Engravkng (rom Zaronl,
Aorigrurm Siirgiurn Histaric,
1742, Tab. o, QK41 Zuk 1742
falk. Courtesy Smithsanlan
Libsraries.
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1.
Crarcinia mangosiona,
1776=1813, Roburgh mumber
2136 Watercolour on pager;
€. a4 X 50 o, it may be noted
that the composition of this

pabnting ot Caed s aetally
different from and doubde the

size of the one at Kew of the
same plar.

-
Areha umbroculifen,
1776=1813, Roxburgh mimber
1836 Watertalour on paper;
il X 29 O,

The Roxburgh Icones
in the Kolkata Botanic Garden

SANTHOSH KR. SAKHINALA

TREE STANDS ERECT IN THE CENTRE OF THE STAINED AND WEATHERED PAGE,

painted with intricate detail until each and every vein on the small hanging

leaves, and a variety of lines on the flower petals give the image its contour, form
and volume. This seemingly naturalistic tree is brutally disturbed by a linear drawing of
a pair of life-size leaves placed horizontally across the page, visually cutting the trunk
in half. Layered over the unpainted leaves is an additional drawing of a thin branch of
flowers cutting across it vertically. An unpainted stem floats across the lower part of the
trunk, and two small flowers and their stigma or stamens are painted in microscopic
detail. This juxtaposition and superimposition over the image of the tree of its own
fragments and parts in successive layers was not meant to provide the viewing experience
of 2 unified picture. But it is a realistic depiction of a plant, Amlia umbraculifera (Agure
2)—aone of the 2,595 paintings called the Roxburgh Jeones stored and preserved in the
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Evgenia fambaiiang,
1Tre=1813. Roxburgh number
150, Watencokour on papern

. dd X 29 O

Central National Herbarum (cw) of Relkara's botanic
garden—the Acharya Jagadish Chandma Bose Indian
Botanic Garden.'

These lifesize coloured botanical paintings were
made by Indian artists under the supervision of William
Roxburgh! Through him two distinetly different
approaches to making images were brought together. The
technical skills of gouache painting with minesal and
natural pigments were derved from Indian miniature
painting traditions and were applied to the image-making
of these botanical paintings that probably referenced
Renaissance florilegia. This resulted in the displacement
of conventions of traditional painting where the artists,
accustomed to painting on prepared surfaces like wasl,
had to paint on plain factory-made paper The paimt
application on unprepared surfaces resulted in unintended
intevactions between pigments and paper that, after 200
years, produce effects that expand the sensorial experience
of viewing—such as the intense smell that flls our nostrils
as we look at the frones paintings.

Between 1776 and 1813, Roxburgh supervised the
making of these hotanical paintings as the Maturalist
of the East India Company in Madras and later as the
Superintendent of the Calcutta botanic garden. Painted
for the purpose of documentation and identification of
different plant species through observational methods of
stucly, the botanical drawings are organized into folios. Each page of the Roxburgh Joones—
the whole bound into 35 volumes—is pasted on a thick paper for support, of more or less
the same size, approximately 44 x 29 cm, and arranged taxonomically according to plant
family, genus and species.’ Due to the constant contact over years, the natural pigments
have not only diffused into the paper on which they were applied, but also have penetrated
the adjacent page, sometimes interfering with the overall visual experience. This staining
or discelouration of paper with the impression of leaf shapes can be seen in the painting of
Gareinia mangostana (fgure 1) While such impressions left a faint silhouette, the pigments
applied on the surface of the paper bled off the contours, producing a soft, hazy effect—
which enhances the aesthetic appeal of the Roxburgh [rones beyond the strictly scientific,

Radically different from the conventions of post-Renaissance naturalism and the
late Mughal realism of painting flora, botanical drawings are compesed around isolated
specimens—with cut stem or detached branches bearing leaves emphasizing the detailed
anatomical and physical structures. Among the Roxburgh Icones, Eugenia jambolana (fgure
3) is & good example—the line drawings of two large isclated leaves behind the painted
branch contain handwriting, perhaps Roxburgh's, noting the characteristics of the leaf and
fruit of the plant and that it is found in Bengal as well as on the Coromandel Coast.

The logic of visual organization in these botanical paintings through juxtaposition and
superimposition of elements can be said to be pictographic, made as pictoral notations
{Bgures 4 and g). The fragments of plants against the neutral background were meant to
represent their anatomical parts to be identified and compared against each other and the
whole; thus as pictorial notations they convey taxonomic information without invoking

‘EE AN = WL N 3



gouache and efforts to accurately represent all the parts s well as their differenices can offer (477 civeta. 177618,

an engaging visual and aesthetic experience. Dual elements of the paintings—aestheticand  watercolour on paper;
scientific—thus merge in the way plants are pictured in the Roxburph lcones. The aesthetic caaxmon

component of these graphically intense images of botanical science offer new approaches .
to understanding the making of visual images, Careya herbacea, 1776-1813,

FIGURE ACENOWLEDGEMENTS Wi bere ol Lar o paper

All images have been sounced from the Central National Herbarium {cxn), Kolkata, and
photographs are by the author.

NOTES

1 The number 2,595—which is different 3 Sanjappa, Thothathri and Das, Roxburgh's
from the number of the Reochargh feomes Flora Indica Drawings at Calcwrta,
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Vilrime with wax modeh af
tropical fruf. Botanical Gallery,
inclian Museum. Photographc
Santhosh Kr. Sakhinala,

The Botanical Gallery in the
Indian Museum

SANTHOSH KR. SAKHINALA

USEUMS ARE SPACES WHERE DISLOCATED OBJECTS ARE INVESTED WITH
M narrative agency. With natural history objects in colonial museums, typically

displayed in botanical or ethnographic galleries, narratives tend to highlight
the economic and utilitarian approaches to nature in the former colony,

The Botanical Gallery in the Indian Museum in Kollata is a classic case in point; it
displays the colonial accumulation and organization of "economic botany” encased in
Victorian-era glass vitrines (fgure 1)." At its inception in 1901, the Botanical Gallery was
called the Economic Botany Gallery categorized under the Industrial Section of the Indian
Museum.” In 1912, it was brought under the supervision of the Botanical Survey of India
(Bs1) and renamed the Botanical Gallery. The cavernous Gallery room on the second floor
of the brick-red three-storeyed 851 building on Sudder Street can be accessed from the main
building of the Indian Museum, which for the casual viewer links Art with Sdence.” Plant-
based economic products are displayed along with dried seeds, flakes, harks and fibres
of botanical specimens in glass bottles, while vitrines depict the varied uses of plants in
industry, commerce and daily life—all brought together originally to demonstrate colonial
autherity over India's natural resources.
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In the Gallery, the act of looking at the specimens and botanical products in the glass
vitrines becomnes a way of seeing colonial botany, Each exhibited specimen is labelled in
three languages: Enplish, Hindi and Bengali. The Enplish names of the plant specimens
supplement their post-Linnean Latin botanical names, a taxonomic practice that entered
Bengal in the late 18th century with the colondal interest in natural history collections.
Exhibits are organized into eight bays: (1) Gum, Resin, India Rubber, Lac, Kine; (2) Oils,
Oilseeds, Oilcakes, Soaps and Waxes; (3) Dyes and Tans etc.; (4) Fibres, Silk, Cotton, Jute,
Woal; (5} Medicinal Produces and Indigenous Drugs; (6) Narcotics, Opium, Indian hemp,
Tabaceo; (7) Food substances, Sugar, Starch, Cereals; (B) Indian Timbers.

Traversing the centre of the Gallery are factory-produced commercial articles—paper,
cotton cloth, matchboxes, lacquer articles—displayed along with intricate dioramas
narrating the industrial processes by which raw botanical materials are tansformed into
commercial products for the market, street or table. While almost all the glass beakers,
flasks and bottles are inherited from the time of the Galiery’s birth, these dioramas appear
relatively new. Their narrative structure—displaying the stories of Paddy, Sugarcane, Lac,
Arrowroot, Tea, the Matchbox, Jute, Cotton and Indign—offers a pedagogical opportunity
to view colondal botandcal production quite literally through a looking glass. Despite their
guotidian familiarity, looking at the inert botanical materials as objects of curlosity in the
glass vitrines introduces a wonder-flled distance, It is this distance that reconstitutes those
familiar materials as objects of scientific knowledge presented in the format of taxonomic
classification. The experience of this distance captured in selfies taken by visitors re-enact
the moment in history when wonder was created in Victorian-er museum galleries.! While
the cabinets of curiesity thus anticipate the form of the modern museam, the visitorsselfies

NOTES

1

Economic Botany as a field of knowiedge

Before moving to the Indian Museum,

and practice, in which plants are divided the collection was housed in the Bengal
according to their use, emerged as part of Economic Museum, a regional collection
the longer history of colonial explotation that evalved from the early 19th-century
of natural resources, The economic and Astatic Society.

utilitarian imperative reguired botanical A R B S

specimens and their mw material extracts mmmmm
tﬂh:ll-]rrmti.nﬂ]rdncumnud, erc., had a strong influence on late
organized and displayed to demaonstrate Victorian public culnare. Exhibition
ﬂmwwuﬁwmﬁm“d practices in the museums of late 19th-
to expand colanial authority. In this century Britain worked as translations
conmection, it is pertinent to note that the of the past as well as of calonial cultures
history of the Indian Museum in Cakcutta for the British public. Principally the
b@whmh?mlﬂaﬂmﬂmﬁd exhibition invelved an experience of
urged the Asiatic Society in 1814 to store seeing the abjects through an inbailt
duplicates of botanical specimens and raw distance in terms of their time and space.
materials from his collection, This initial The wonder evoked in the British public
'buhmnlmll:munuﬂ:mmu::mﬂ then can be compared to the experience
processes of expansion (and attrition) of the present-day visitor to the Botanical
umiti] it was housed in the present Gallery in the Indian Museum, expressed
Baotanical Gallery in the Indian Museum. by the excitement of capturing the
Information is from The Indian Museum ek Ptk 1ot nonte b E & ik

1814~1514, published by the Trustees of
the Indian Museum; 1914.

Beochure from the Botanical Survey of
India, May 2018,
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late 18th century and driven by the desire to conguer what he surveyed,

perceived the local landscape as “naked country®, a description that refers to the
opentiess of the flat Deccan platean, the local people and the paintings that represented
this landscape.

As with landscape and paintings, so with colonial botanical gardens and their
representations. Owver centuries, the botanical garden of Lalbagh has been the site (physical
and symbelic) of various pelitical ambitions and agendas, Aptiy called the Kew of India,
Lalbagh is known for its diverse holdings of botanical illustrations which reflect the
garden's key role in the botanical cosmos and network of Empire's desire to document local
and imported plants. Both illustrations and plants were cultivated for their aesthetic and
commexcial value, with the scope to expand Bangalore as a fertile laboratory to introduce,
acclimatize and disseminate plant species in India.

Historically related to the formaton of Bangalore, and its former reputation as a
"garden city”, Lalbagh is the focal point of some of the most significant landscape decisions
taken to establish this city. It includes at least three types of garden landscapes—the Mughal
“charbagh”, the colonial garden and the agri-horticulural laboratory of national and regional
botanical aspirations—all of which played a decisive role in the history of horticulture and
botanical studies of species and their migration into India.

F | | HE EYE OF THE COLONIAL RULER, INTENT ON VANQUISHING TIPU SULTAN IN THE
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The legacy of Hyder Ali {1722-82) and Tipu Sultan’s (1750-99) involvement in the
gardens {even as late as 1798) are apparent. It is recorded that Tipu obtained plants and
seeds from the Isle of France (Mauritius) and Africa; all a measure of his *horticultural
diplomacy”. Lalbagh grew to be a house of exotic plant species from other tropical and
subtropical parts of the world. In 1879, in his journey from Madras through the countries of
Mysore, Canara and Malabar, Francis Buchanan notes the distinctiveness of Lalbagh.’

Lalbagh's origins go back even further to the beginnings of the 18th century when Major
Gilbert Wagh, a cofonial officer of the Madras Buropean regiment and paymaster of Mysore,
saw immense potential for a garden in the suitahle climate and soil conditions under the
gaze of the British soldier-merchants in 1700 combined with perspectivalism to compose
images of what has been referred to as the “picturesque”, to map techniques of cartography,
to measure and triangulate for land surveys, and to cultivate gardens in the tradidon of
community-led urhan planning, The walling of Lalbagh from its surroundings is very
significant in dividing the local community from a horticultural zone. The map and picture
became the visual translation of land as a physical entity into an image to be conguered
by the eye. John Cameron, Superintendent of the gardens in 1874, was responsible for a
systematic structuring of the garden and exploring the possibilities of agriculture and
horticulture.

It is in this setting that we encounter the archival home for Lalbagh's botanical
illustration collections: the Dr M.H. Marigowda National Horticultural Library. Set in a
charming colonial bungalow in the gardens, the unpublished collection is safely guarded
and rarely seen in public®

The very first set of botanical illustrations was done under Benjamin Heyne in 1790,
when he ook charge of Tipu Sultan's cypress gardens under the instruction of Governor-
General Wellesley. These botanical illustrations became the first attempts in the region to
look at nature and natural history through the modernist lens.

The diversity of the Lalbagh illustrations is fascinating and extensive, including
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common kitchen herbs and vepetables, local and exotic plants, shrubs and tees. The
most prolific artist was K. Cheluviah (or Cheluvayya) Raju; his skill is unmatched and
he is recognized as one of the finest botanical painters of his time. He was appointed by
Superintendent John Cameron to fllustrate the garden collections and was the chief artist
from 1884 to 1923 (Rgures 1-3),

According to James |, White who conducted ressarch as a Fulbright research schalar at
the library in 1996 and catalogued more than 1,000 of the 19th-century watercolours and
drawings in the collection: "Anmual reports were pablished by Lalbagh between 1888 and
1904 and described the collection as it was being formed. In 1894, fourteen plates were
forwarded to the Chicago exposition, In 1899, almost 400 of the drawings were forwarded
to the Royal Botanical Gardens, Kew and acknowledged by botanist, Sir William T. Dyes,
who responded to John Cameron, Superintendent of Lalbagh, that a section might well be
published in Bangalore. The drawings were then forwarded to the Royal Botanical Gardens,
Caleutta where Superintendent Major D. Prain made authentications, corrections, and
additions. Eventually, the drawings were retumned to Bangalore. In 1907 Cameron authored
a 56-page list of botanical drawings, in watercolours, in the collection of the State Botanical
Gardens, Lalbagh, Bangalore, stating that the Garden now possessed a fine collection of 750
colour drawings. Farther, this report® acknowledges that K. Cheluviah Raju was the best and
chief artist who worked between 1884 and 1923
modemity. British surveyors sought to map the territory and artists captured the "native”
landscape in picturesque landscape paintings. However, the main goal of botanical
illustration was scientific accuracy. It must portray a plant with precision and detail for
it to be recognized and distinguished from another species. Thus practising botanical
art instilled discipline, observation, patience, and encouraged a new intimacy with and
appreciation of the functionality and diversity of the living world through a scientific and
modem perspective.

ACENOWLEDGEMENTS

All images are copyright of the Dr M.H. Marigowda National Horticultural Library, Lathagh,
Bengaluru. The initial restoration was done by ivtacu Chitrakala Parishath Art Conservation
Contre (1cxpac) Bengaluru with The Department of Horticulture, Government of Kamataka.
The cataloguing of the paimtings was done with the help of Archival Resources for
Contemporary History {arcit), a unit of Srishti Instinate of Ar, Design and Technalogy,

W,
The fragile condition of these drawings needs climate control and further vision to curate
them into a public exposition. These plans are yet to be realized.

NOTES

T2

Francis Buchanan, A fourney from Madras
through the Countries of Mysore, Canara
and Malabar, It runs into three volumes

and was first published in 1807 in London,

The book was reprinted by the Kamataka
Gazetteer Department in 2815,

“The old drawings had weathered, faded
and were attacked by silverfish They have
been now restored, scanned, catalogued
and published in three limited edition
volumes—owo volumes of watercolour
illustrations armd a third of pencil

sketches” From the article *Century Old
Restored”, by Poomima Dasharathi, in
Citlmen Matrers, November &, 2011
Annual reports published by Lalbagh
between 1888 and 1904 describe the
colleetion.

lames White, Bulletin of the Hunt Instinune
for Botamical Documentarion, 11(1), Spring
1994.
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Marianne North's Sacred
Hindu Plants at Kew Gardens

MICHELLE PAYNE

0 STEP INTO THE MARIANNE NORTH GALLERY FROM THE SERENE, AIRY OPEN SPACE

of the Royal Botanic Gardens (mac), Kew is to experience a sensory shock. Light

falls from high clerestory windows, illuminating boldly coloured paintings below.
Jet-black frames press against each other horizontally and vertically, leading your eyc ona
dance across, back, up and down (fgure 1), The paintings number 848, All portray plants:
but not the isolated water-coloured specimens of traditional botanical illustration. These
are unconventional nature studies, painted by an unorthodox artist. Her plants grow in
landscapes, on roadsides and in temple grounds; all are rendered in thick, vibrant oils.
Gold-lettered headings indicate where the scenes were drawn and, in some cases, painted.
Facing the entrance: Ceylon, India, Singapore and Borneo. Just the centre label differs. Tt
reads “Sacred Plants of the Hindus",

Twenty-cight oval paintings are hung beneath, flling two sides of an archway. They
are the result of a propesed joint project between Marianne Nerth (1830-9c), artist and
traveller, and Dr Arthur Coke Burnell (1840-82), a Sanskrit scholar and expert in southern
Indian language and literature. North arrived in India in November 1877 with a letter of
introduction to Burnell from Edward Leas, recommending her as "a great draughtswoman

1
Imerios of the Markanne

tearth Galiery Coliecrions

iof nng, Kew, Photograph:
Andrew McRobd, 3o The
Marianne North Gallery first
opened in June 1882, In 3009
A mestaration was completed
which rengwed or iensated
several ceiginal featunes, ghing
the gallery an agpeamnce
similar o its early years.
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112, The Asaka, by Marlanne
Marth, 1878, Oil on paper; 37.7
% 77.5 om. Collections of ang,
Ky, Parirays Saroo ingdiom
Meccoeding to ehe Offickal’ Guiche,
the Neraesr gromding through
honeycomd was picked Tor
North by the priest of Kari

and botanist” and “altogetheradously clever and delightful®’ She stayed with Burnell in
Tanjore for a formight from Christmas Eve 1877, sparking an affectionate friendship which
continued in correspondence beyond her 15 months in India.

Recollections of a Happy Life, North's posthumously published memoir, tells us she
painted sacred plants collected by Bumnell during her stay; it also suggests that a joint
publication on Hindu plants was agreed at that time Yet she throws the idea out in a
letter written shortly afterwards, as if for the first time: *T sometimes wonder if it would be
worthwhile when these Indian Plants are done to publish them in Chromo...* Whenever the
matter was arginally raised, future correspondence suggests Burnell responded positively.*
North left Burnell's with a list of sacred plants in hand. Finding and painting these was one
of her primary concerns while touring India, influencing where she visited and when.

By early Febroary 1878 she had confirmed the identity of most listed plants using
Wiliam Roxburgh's volume Flora Indica (1820, 1824). The majority flowered from March
to April and could be found around Bengal, It was specifically flowering specimens she
sought. Her host in Trivandrum during late January/early February provided her with
several of the plants she wanted to paint, including Mimusops elengi, but all cnly in leaf She
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sketched this, most likely using ink, but rather than develop it into a painting decided
await the flowering.5

From Kerala she travelled by steamer to Bombay and on to Lonavala, She wished to see
the Karli Caves, her appetite doubtless whetted by reading The History of Indian Architecture
by James Fergusson, the architectural historian who subsequently designed her gallery. At
Karli she was amazed by an Ashoka (Saraca indica) flower growing through honeycomb
{Bgure 2). "I have painted it so;" she wrote to Burnell, "and you may write a romance about
it if you will™

Throwghout her travels she updated Bumell with her progress and frustrations. In
June she was “much provoked on returning to Seharumpore [Saharanpur] to find two of
my sacred plants had fowered.... Now be good and write how you are and how my book
is getting on—I love so much to know about the plants—1 have only 6 more to do!” One of
those six was Mimusops elengi, which she had sketched flowerless in Trivandrum (hgure 3).
Evidently she found a flowering and fruiting specimen while in Simla, for by mid-July she
reports: T have dene all your plants but the two Acacias, Catechu and Soma...I long to see
your account of them all™

Her hopes for the two remaining plants rested on Calcutta, She armanged a few days’
stay en route to Darjeeling but heavy rains washed those plans away, along with the roads
to both Calcutta and Darjeeling, She didn't reach Calcutta until Septembes. At the botanic
gardens there she discovered the two plants she sought were not yet flowering; even so, the
tip was far from wasted. The supervisar introduced her to a Hindu gardener employed
in the gardens for over 30 years, with impressive knowledge of sacred plants. Besides
correcting a misidentification he suggested additions, three of which North included in
the gallery collection.* Having returned to Caloutta in late October, North reports she “went
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Frult of a Tree sacred to
Krishna, by Marlanne Morth,
1678, Ol on paper; 37 X 35.9
om. Collections af anG, Kew,
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Mormears ane distilled o produce
“&n odoriferous water”, ity bark
Is used medicinaly and its
fruits ane edible.
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Marianne horth, 1878, Qi
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Desicribed i the Offchal Guide
ascartaining a liguid extracted
far use im brabminical
sacrifices but differentiated
from the unidentified scema
juice neferred toin the Vedas



to the Botanic Gardens at daybreak, and got all | wanted at last”."” Paintings of both elusive
plants, the Catechu and Soma-lata, were selected for the gallery (Rgure 412

With the sacred plant paintings complete, North awaited Burnell's proposed text. After
several months she sent a gentle enquiry: “write me word here how you are and how do the
sacred plants get on®™ Bumnell’s health—never strong—was failing after a serdous attack
of cholera. North's final letter from India, written three days before her departure in late
February 1879, implies he may also have suffered a partial paralysis.”) Correspondence
continued intermittently until August, when she nonchalantly raised the matter one final
time: "and how about the sacred plants? Don't hurry yourself the world will aot much care
and you and | will only lose money by publishing them probably but they may be done in
time perhaps™

Narth's irrepressible mind was moving on. Following a successful exhibition of her
India paintings she determined to find her collection a permanent home, Burnell may have
been the first she confided in: “T should like o build a Gallery close to the pleasure grounds
{or in them) at Kew, hang my pictures and have coffee and tea for all the poor tired visitors—
with a cottage attached to boil the kettle in—and a spare room for myself to go and sulk and
paint in when ] want rest and green trees. If Sir Joseph could find me a bit of ground [ would
build this.... De you think my scheme will ever come to pass?™*

ACENOWLEDGEMENTS

All images © The Board of Trastees, Royal Botanic Gardens Kew.,

Marianne North's life and work is sxplored in Michelle Payne's illustrated book Marianne
North: A Very Intrepid Painter (London: Kew Publishing, 2016). The complete gallery
collection of North's paintings are published in Marianne North: The Kew Collecticer (London:
Kew Publishing, 2018) and described in the facsimile of the sixth (1914) edition of the
Official Guide to the North Gailery (republished, London: Kew Publishing, 2ceq). All titles
are available from httpu//shop.ew.orgkewhooksonline.
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Joseph Dalton Hooker and Indian
Botanical Art at Kew Gardens

CAM SHARP JONES

Botanic Gardens, Kew (referred to henceforth as Kew) holds more than 200,000

drawings, paintings, sketches and prints, including works by G.D. Ehret, the

Bauers, Margaret Mee and Pandora Sellars, reflecting the diversity of global flora. Within
this collection illustrations of South Asian flora are both numerous and noteworthy.

Many of these Indian botanical paintings and drawings were commissioned by

botanically inclined Europeans and made by local artists during the 18th and 1gth

centuries. Represented within the Kew collections are examples of botanical illustrations

O NE OF THE FOREMOST COLLECTIONS OF BOTANICAL ART IN THE WORLD, THE ROTAL
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Rhodndendron dothowsion,
by Walter Haod Fitch,
hand-codoured lithograph
from Jloseph Hooker, The
Rvododendrmons of Sikkim:
Himariaye, 1B4g. This
inhograph was the first image
pribBshed in this work and
Hookers description of the
spiies mxplains that i was
el for Lady Dalhousie, the
wile of the Govemor-General
of Ingdla and supporter of
Hookers botanical expediion
in India. Thi naming of species
afer friends and contacts
was @ lomy way' for Hooker 1o
acknowhedge their support
ang) reindorce his position in
schantlfic circles.
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Rhodpdendron prpemiewm,
by Joseph Daltan Hooker, 3
detalled wateroolour-ang-
pencd feld-soetch palmied on
April 24, 1848 In the lower
right commer a small coleur
swatch is mckudad to give
Wirweers an acourate dea of
the wibrancy of the coloured
flwer. The Beld-soetch also
contalns notes reganding the
size and form of the plant
and detalled diagrams of

ihe internal and extennal
structures of che fovwer and
b,

created for East Indla Company surgeon-
botanists William Roxburgh, Francis
Buchanan-Hamilton, Nathaniel Wallich and
John Forbes Royle; as well as works created
for, and by, Hugh Falconer, James Cathcart,
Marianne North and Joseph Dalton Hooker.

Joseph Dalten Hookers (1Bi7-1g911)
exploration of Indian botany had one of
the most visible impacts on European and
British horticultare during the 1g9th century.
Hooker's lifelong interest in botany took him
expeditions to India and Antarctica, and
led to his appointment as Director of Kew
and President of the Royal Society. Through
his identification and transportation to
Britain of 25 spedes of rhodedendron
new to Western science from Sikkim and
the Himalayan foothills between 1847 and
1851, Hooker became part of a growing
trend towards “wild gardening” that stepped
away from the previously favoured formal,
manicured landscapes and created a craze
for the woody and colourful thadodendron.’

What captured the arenton of

| otticoluciets and| borssiate. Sillowiog

Hooker's discoveries were not just the living

thododendron specimens but rather the illustration of these wondrous blooms in a three-

part publication titled The Rbododendrons of Sikkim-Himalaya (henceforth referred w as

Rbodadendrans) published between 1840 and 18517 Penned by Hooker whilst still in India,

these volumes comprised botanical deseriptions of 31 species of rhododendron found

in Sikkim and neighbouring regions, accompanied by hand-coloured lithographs by the
botanical illustrator Walter Hood Fitch (Rgure 1),

To produce these lithographs, Fitch relied on the dried botanical specimens and field-
sketches sent by Hooker to Kew. Whilst hesbarium specimens could give a sense of the size
and shape of the leaves and flowers, Fitch would have relied on the held-sketches created by
Hooker whilst "on the march® to accurately represent the colour and fine details of the plants
{Rgure 2), As such, Hooker's artistic talent played an important role in the popularity and
wider scientific understanding of Indian and Nepalese thododendrons.

Hooker's formative training, led by his father Sir William Jackson Hooker, taught that
artistic skills were a must for any aspiring botanist. He learned by drawing living plants and
copying printed botanical illustrations. This instruction instilled in Hooker an attention to
detail that would be vital during his botanical expeditions to India.

Over 30 feld-sketches produced by Hooker whilst in India survive in the Kew
collections, and provide valuable insight into the process of botanical visualization.?
Hand-drawn and partially coloured, these free-hand sketches of Indian plants are marked
by an “unfinished” quality when compared to Fitch's lithographs (cf fgures 1 and 3).
However, completion was not the aim of these works—rather, accuracy and detail were
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the desired outcomes. They conformed o
the established conventions of scientihe
botanical illustration in their inclusion of
different stages of the plant’s life cycle (as
opposed to silllife studies), dissecting
the plant into its constituent parts and
depicting the essential features of the plant

An example of this can be seen in a
Feld-sketch of Rbododendron dalbousise
(Bgure 3), Showing five views of a Howes,
detailing colouration, stamen and ovary,
Hooker's illustation is accompanied by
additional textual notes such as: "parasitical
on larpe trees”, Another note on this sketch
shows that part of Hooker's working practice
was to lay specimens on the paper to create
an accurate outline of the flower.

Other held-sketches contain  colour
swatches and details of the larger woody
Hooker's  field-sketches and  Fitchs
lithographs is especially evident in the
case of the Rhododendron dalbousige field-
sketch, wheze it is possible to map features
of Hooker’s drawings directly on to those
included in Fitch’s work (fgures 1 and 3),

B T =

For Hooker, these works of art were not merely decorative images of botanical wonders.
Instead they were scientific documents that could be placed alongside specimens and
textual descriptions to accurately identify a species or genus.

Tt appears, that unlike many of his contemporaries, Hooker did not use local artists
in his visual documentation of Indian botany even though he did use local guides and
assistants to collect material. The reasons for this remain unclear, but when introduding
his later work Hlustrations of Himalayan Plants, Hooker stated that Fitch had corrected the
“stiffress and want of botanical knowledge displayed by the native artists".1

Hooker's artistic talent is evident throughout his field-sketches—often created when
1,Bo0~5.800 metres above sea level, whilst battling alttude-sickness, leeches, tcks and
avalanches, However, Hooker believed that published botanical illustrations should be
simple in form—black-and-white outlines that conveyed the necessary information for
identification rather than coloured works. It is interesting then that Rbododendrons was
one of his mere commerdally successful publications, establishing Indian and Nepalese
rhododendrons as desirable plants across the vz,

This duality between the impact and popularity of Rbododendrons and its Indian
botanical illustrations, and Hooker's own views on botanical flustration is perhaps best
reflected in the frontispiece (fgure 4). A composite of numerous Hooker field-sketches and
topographical views, this Fitch lithograph shows Rbododendron dalbousiare in the wild —with
the Himalayan peaks in the distance and the fertile landscape in between. This work, that
for Hooker might have been too showy in fts colour and contents to be of scientific use,
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Rirodedemdron dothousieg,

by Joseph Dalton Hooker,

a watercolour-and-penci|
feid-ikedch painted betwesn
Aptl 33 and 24 1848, This
fiedc-skedrh presents five views
of a single Nliower. detalling

the colour and shape of this
bloom. In the lower rght
carngs, detalled diagrams

of the owule and stigma are
included, drawings that wern
transfiprred dirmsctly by Walter
Hood Fitch nta his ithograph
off the sarme plarm.
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Rhododendron dolhousioe

{ir natrve locality), by

Waler Hood Fitch, hand-
colauned lithogragh from

the fromiisplece of koseph
Hookes, The Rododendrons
of Sikkim-Mimalryd, 1849,
This ithagraph shaws a

rolling landscage of fertile
wepekation with Afadadendon
dothousiae gronwing wild with
the Himalaya in the distance.
The image & mare picturesgue
than sclentfic but captues

I marmy ways the bodankcal
ricksis that attracted Hooker i
travel through the reghan

creates an image of India as a temple of flor, filled with an abundance of botanical dches
that had so inspired Hooker's desire 1o explare them,

FIGURE ACENOWLEDGEMENTS

All images © The Board of Trastees of the Royal Botanic Gardens, Kew.

KWOTES

Ed Tkin, “Introduction”, in Joseph Hooker,
Joseph Hooker's Rhododendrons of Sikkim-
Himalaya, London: Kew Publishing, am7,
peix.

Joseph Hooker, The Rbododendrons

of Sikkim-Himalaya, London: Reeve,
Benham and Reeve, 1849-51.

Tt is likely that the number of field-
sketches produced by Hooker held in the
Kew collections is far greater than 30—in
one letter Hooler describes how he has
produced over 500 drawings of plants be
encountered in India and which were sent
back to Kew. Letter from Joseph Hooleer
to William Hooker, March 18, 1850, Royal

Botanic Gardens, Kew Archives, ior/y10
i 26870,

Thee criginal works used by Fitch for this
publication were created for L.E Cathcart,
a botanist whom Hocker met in India.
Upon Cathcart's untimeby death Hooker
received these illustrations and undertook
to publish them as a posthumous
collection of botanical illustrations—see
Joseph Hooker, Mustrarions of Himalayan
Planzs, chigfly selected from drawings made
Jor the late |.F. Cathcart Esq. of the Bengal
Civil Service, London: Lovel]l Reeve, 1855,
p.i
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The Buchanan-Hamilton
Collection of Botanical Drawings
at the Linnean Society of London

H.J. NOLTIE AND M.F. WATSON

of early 1gth-century botanical drawings commissioned by Francis Buchanan-

Hamilton' (1762-1829) in Mysore and Nepal, the answer must be sought in
Enlightenment Edinburgh several decades earlier. Between 1761 and 1786 Professar John
Hope annually gave a series of innevatory botanical lectures to medical students at the
Royal Botanic Garden Edinburgh (ece) of which he was Regius Keeper. Among much
else he introduced his students to the work of Carolus Linnaeus and to the value of the
senses, including the visual, in the study of botany and the making of plant descriptions, As
a result, one of his students, James Edward Smith (class of 1782), was inspired to acquire
Linnasus’ own pre-eminent natural history collections and to found the Linnean Society
of London. Hope's influence on three other students—William Roxburgh (1772), James
Eerr (1774) and Buchanan-Hamilton (1781)—led to their commissioning indigencus
artists to record the flora (and fauna) they encountered as East India Company (i)
surgeons in India, to supplement their specimens and written descriptions,

In 1794, following nine years as a ships surgeon on a seres of orental voyages,
Buchanan-Hamilton became an Assistant Surgeon in Bengal. He was supported by Rox-
burgh, Superintendent of the Calcutta botanic garden, who was by now adept at describing
the Indian flora in words and, with the help of Indian artists, in coloured drawings.
Buchanan's career over the next 21 years as a statistical surveyor, botanist, geographer,
zoologist, antiquarian and anthropologist is one of the most extraordinary in the annals of

| 1 OR THE BEASONS WHY THE LINNEAN SOCIETY OF LONDON POSSESSES A COLLECTION
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Liricifanid reffciskato
(Walayalam: nelipu) (ef)

and Epaites dhwaricana {rightl
painbed in Kerala, Deoember
16800, by Haludar Opaque
watercolour over traces of

ink and pencil; 30x 48.2 cm,
Linnean Saciety of London
{ms5s goao, Buchanan-
Hamitton Mysore Coertion
plate wii). The Limownlars is ohe
of the few deawings published
by LE. Srmith.
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Plectranthus barbatus
{Kannada; dodiputra), painted
In Karmaiaka, September
thige, by Haludar, Gpagque
wastercolour ower traces of

Ink and pencil; 482 x 30 cm.
LEnmean Sockety of Londan
iMas 4020, Buchanarr
Hamiliton Mysore Coffection
plate hil),

3

Cymibloium cociveane,
paimind in Malranhetty, Nepal,
Wowember vBoz, by Haludar,
Opague watercolour gver
traces of ink and penc; 5o
¥ 3 cm. Unnean Sodety
of London [Mas sooy'efad,
Buctaman-Hamton Kepal
CoBection, un-memberned
plate)

Indian history, though much of his research has never been published. His first excursion, in
1795, was to Burma where he pioneered his information-gathering techniques of recording
data from local informants on a wide range of subjects including the botanical. In addition
to noting local names and uses of plants, and teaching the mission’s draughtsman Singey
Bey® to make botanical drawings, Buchanan wrote copicus scientific descriptions of plants
and animals in Latin. The botanical collections ended up in London with Sir Joseph Banks,
who published some of Buchanan's descriptions and drawings, but these new species
ended up being published under Banks’ name. The next five years were spent in eastern
Bengal, a botanically dull but richly aquatic region where Buchanan became interested in
Esh. Here he employed an experienced local artist to paint fish, and also trained a younger
man named Haludar, From stylistic similarities between four large botanical paintings from
this period (inspired by those of Roxburgh's artists)® and the Mysore and Nepal collections
discussed below, it seems Hkely that Haludar was the artist of all of these works.?

Mysore

With Tipu Sultan's defeat at the 1799 Siege of Seringapatam, Mysore fell to the mic; the
newly acquired territory required surveying to establish the revenoe potential of its
natural resources. The Governor of Madmas, Lord Clive, planned an extensive three-year
survey, but the impetuous Governor-General Wellesley required quicker results and, on
Roxburgh's recommendation, Buchanan was appeinted to make a year-long investigation
of the region’s natural resources, arts and manufactures. Between May 1800 and July

2 AR« WOL PN B



b
— —

1821 Buchanan travelled extensively in south India.’ Wherever he stopped he recorded
the information required by the government, but also botanical information, writing
descriptions of 318 plant species not already treated by Roxbargh, With him he wok an
experienced artist, most probably Haludar, who painted 132 of these plants en g5 folio
sheets of English paper (Agures 1 and 2). That Buchanan and his artist were constantly
on the move accounts for any imitation in the drawings in terms of technigue, and their
lack of analytical details. The botanical information was intended as a supplement to
Buchanan's repart but, without his knowledge, the undigested text was rushed into print
in London, where it appeared in 1807 as A Journey from Madras through the Countries of
Mysore, Canara and Malabar, lacking the botanical supplement which Buchanan could
not have prepared in time.

Nepal

From Madras, Buchanan retumned to Calcutta but was on the move within a week as
surgeon-naturalist on a mission to the Court of Nepal under Captain William Knoot The
Nepalese tried to impede the mission, but it reached Kathmandu in April 1802, where the
party stayed effectively under house arrest in the Queen's Palace at Nairanhetty. With the
help of Ramajai Bhattacharjee, 2 brahmin from Calcutta, Buchanan sent collectors into the
countryside to record the local names and uses of plants. Over the next year an artist, almost
certainly Haludar, made drawings of 113 species an 6 sheets, concentrating on orchids and
succulent species that were hard to dry (Rgures 3 and 4). Buchanan sent seeds and living
plants to Roxburgh in Calcutta and made extensive notes on more than 1,200 plant species,
of which almost two-thinds were new to science. These he arranged according to Jussieu's
natural system of classification, realizing that in many cases their geographical afhnities lay
with Japan and Europe.

Fil ROCTIE RO M F WWATSIN o THE BT HRARAN-HAMLITON DOUELTICR E]
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garderpn (Mowar name:s
barmtswa) (rightl painted in
Mairan ey, Mepal, lanuary
1803, by Hakidar, pagiee
walercolour over traces of

ink and pencil; 323 x 49.7 cm.
Linngan Sochkety of London
(M55 sy, Buchanan-
Hamiiltan Mepal Cobection,
un-rumbered plais),



The mission ended suddenly in March 1803, and Buchanan returned 1o his old job
in Calewtta, but was appointed by Wellesley as his personal surgeon and asked to run an
ambitious project on the natural history of India, based at the Barrackpore menagerie. Here
drawings; they also copied the Nepal and Mysore botanical drawings for Wellesley's own
collection and made an additdonal set for the physician John Fleming.” It was here that
Buchanan completed his manuscript on the Mysore plants and began work on the Nepalese
eollection.

The Collection’s Fate

When Wellesley was recalled for extravagance in 1806, Buchanan accompanied him back w
Britain where he canvassed to succeed Roxburgh at the Calcutta botanic garden, With the
bitter experience of the fate of his Burmese descriptions and drawings, and the realization
that he might never have time to complete work on the Nepalese species in India, Buchanan
left his collections with someone he trusted to deal with them more efficiently than had
Banks, This was James Edward Smith, a friend from Edinburgh days. The trust was misplaced:
Smith had only 10 of the Nepal and two of the Mysore drawings etched, by James Sowerby,
for publication in Volume 2 of Exotic Botany (1805) (Agure 1—left), and published a further
37 species in un-illustrated botanical accounts for Rees’s Cyclopedia. Smith then chuslishly
denied access to the drawings by others, including their commissioner after his retirement
to Britain in 1815 After Smith's death in 1828 the materal all ended up in the Linnean
Society where it remains to this day and only recently has it come to be studied with the
attention that it so richly merits.

FURTHER READING

Watson, M.E and H.J. Noltie (2016). *Career, Collections, Reports and Poblications of Dr Prancis
Buochanan {later Hamilton), 1762-1829: Natural History Studies in Nepal, Burma
iMyanmar], Bangladesh and India. Part 1°. Annals of Science 73: 392-424.

Watson, M.E and H.J. Noltie {in prepamtion). "Career, Collections, Reports and Publications of
Dr Francis Buchanan (later Hamilton), 1762-1829: Natuml History Studies in Nepal, Burma
{Myanmar), Bangladesh and India, Part 3", Annals of Science.

NOTES

1

Barn Buchanan, in 1818 he took the name
Hamiltton to inherit his mother's estates.
He is known to botanists as Buchanan-
Hamilton. But in this essay, for simplicity,
hee will be mostiy referred to as Buchanan.
Brought from Bengal by the embassy's
leader Michael Symes.

These paintings are also in the Linnean
Saciety collection (os-110/4010/2/1, 2, 3,

After this period, at Barmckpore (sen
below), Haludar continued 1o work for
Buchanan.

He crossed the Tamil plain (*Draveda™)
from Madras to Bangalore, travelled
extensively on the Carnatic platean and
around Coimbatore ("Chera”), and along
the west coast from Thrissur northwards

almost to Goa (the provinces of Malayala,
Tulava and Haiga).

Possibly borrowed from the Calcutta
botanic garden.

The Wellegley set is now in the British
Library; the Fleming one in the Naturl
History Museum, London.
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The Hands that Painted Plants
of the Coast of Coromandel

MEGHAN LAMBERT

ME SHEER SIZE AND WEIGHT OF THE LAVISH ELEPHANT-FOLIO FORMAT OF PLANTS

of the Coast of Coromandel sets a task for its handler. Three hundred life-size

hand-coloured copperplate engravings with detafled botanical descriptions,
together, in three volumes. The massive volumes held in London’s Wellcome Collection
are bound in dyed green goatskin and buckram, with gilt lettering on the spine. Only
20 other libraries in Britain house copies of this work. It is no surprise that Plants of the
Coast of Coromandel (henceforth referred to as Plants) is among the Welleome Librarys
rare books collection.
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Coesafpinio sappen, from
Pignts of the Coast of
Cormandel, artist unknow,
17495, Hand-colouned
copperplate engraving

47 %33 e
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Berassrs fabeliformis,
froen Pands of the Coost of
Commanded, artist unknoman,
1795 Hand-colouned
copper plate engraving

47 %13 Cm.

Henry Wellcome (1853-1937), pharmacist, entrepreneur and collector—fascinated
by the "art and science of healing throughout the ages™—acquired artworks, artefacts,
manuscripts and books tracing social and cultural histories and practices of medicine.
Accounts describing indigenous knowledge for medicinal plant use, and specimens, were
collected for research at the Wellcome Chemical Research Laboratories.? Wellcome's Plants
was purchased through auction in two parts between 1931 and 1932,

The author of Plants was William Roxburgh (1751-1815), a Scottish surgeon in the
East India Company, known as the “Father of Indian Betany™* Published for the King's
bockseller between 1795 and 1819 by Joseph Banks, then Director of Kew Gardens, print
copies were distributed in London and India. The volumes were expensive and found a
limited readership among "wealthy pentlemen of science”; while the first two were well
received in terms of sales and reviews, the third was not a commercial success.’

In 1798 the pro-abolition periodical Analytic Review appraised Roxburgh as ingenious
and an excellent observer for Plants, The reviewer stated that “they [the illustrations] were
drawn in India, probably by a Hindoo artist whose name we hope Dr. R [Roxburgh] will not
omit in his future communications.™ Identities of these artists remain, for the most part,
unknown.

In documenting Indian flora for the first time Roxburgh understood the importance
of drawings as "icontypes” which act as specimens when herbaria are not available. Prior to
his appointment as Superintendent at the Calcutta botanic gardens, Roxburgh employed
Indian artists to stdy local Coromandel flora: as he described it, “drawings and descriptions
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|...] were taken from living plants, repeatedly examined and corrected during a pediod of 3.

twenity years' constant application to the study of Indian Botany”

The initial drawings Rexburgh sent to Kew failed to impress Banks. Subsequent
revised works, less rigid in style, displaying precise depictions of plant structures were
finally commended. The “improved” skills® and artstic style fused together delicate and
omamental patterning and composition chamcteristic of miniature painting traditions,
with a naturalism more typical of European plant illustration deemed more accurate for
scientific representation.” By 1793 Roxburgh had sent up to 500 drawings produced by two
Indian artists,*

Very fine brushes—sometimes single squirre] hairs" —were used to sharply pertray the
miniature surface detail and texture of a plant specimen. Burnishing paintings on the back
side of the specially produced Whatman's wove paper was a colouristic technique commonly
deployed.” As illustrated in the Palmyra Palm (Borassus flabelliformis, igure 2) the method
allows the artist to paint successive layers of brilliant opaque colour, juxtaposing meticulous
detail with thick coats of pigment.”

Anillustration from Volume 1, Caesalpinia sappan (figure 1), depicts a source of valuable
red dye. The yellow Howers blend into more decorative green leaves. Paintings in this style,
typical of the earlier works sent to Banks, are lightly painted with little variation in shading
giving a flatness and uniformity, as if intended for print on fabric. Two engravings from lacer
volumes, Amomum roseum (figure 3) and Buryale ferox (fgure 4), demonstrate different uses
of shading, with a brillianthy stylized sense of pattern and perspective.
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Tensions can be read into these visual representations. The Bast India Company was
acutely aware of the economic value of botanical research in India and Plants was very much
part of this commercial enterprise. The illustrations, part of a monumental unpublished
collection—the Roxburgh lcomes—indicate the sheer scale and influence of the colonial
project.
Scientific ideals and humanitarian concerns may have been central to the Ealighten-
ment, of which Roxburgh was a part. Yet the link between imperialism, science and
commerce leaves lingering dis-ease. Colonial records valorize "gentlemen of science” while
faint archival traces conceal the identities of the artists who created the works, The names
of the Indian illustrators of Plants may never be known, but their monumental legacy isa
feast for the eye to behold '

FIGURE ACENOWLEDGEMENTS

All images are photographed by Steven Pocock. Courtesy Welicome Collection, London.
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Tenga, from Van Reede's
Hartars Melabaricus, Violeme |

Photograph: Lina Vincent, 2o

Palms at the Blatter Herbarium

LINA VINCENT

N THE HEART OF MUMBAI'S 5T XAVIER'S COLLEGE LIES THE BLATTER HERBARIUM, NAMED

in 1941 for its founder Father Ethelbert Blatter {1877-1934), 2 Swiss Jesuit in British

India. As a Professor of Botany, he had received a consignment of herbarium species
from Coimbatore Herbarium in 1906-07," that inspired him to study them and further
develop a platform for laberatory and field analysis of regional plants. Blatter travelled
extensively to research and collect flora, making the Blatter botanical collection one of
the best in western India. Among his most impartant contributions were a set of articles
written and published between 1904 and 1918 titled “The Palms of British India and
Ceylon, Indigenous and Introduced” that were later compiled into a book by Oxford
University Press.” In the volume, Blatter gratefully acknowledges O. Beccari, |1, Hooker
and in particular William Griffith for his drawings, microscopic analysis and description
of plants,’ as well as several others who did valuable botanical work on palms in the latter
half of the 19th century.

Blatter'’s Palms provides extensive descriptions of palm flora and seed supported with
for scale, Until then, various printmaling techniques—woodcut, engraving, lithography—
had been utilized for the depiction and dissemination of botanical specimens. But Blatter
himself was in favour of newer technologies, stating in the volume's preface, “Even the most
elaborate description and detailed analysis will never, in that respect, come up to a tolerably
good photograph.™

Despite Blatters views, however, printmaking—as photography’s predecessor in
making multiple copies—has been enormously successful in reproducing botanical nature
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Fichi del Nindia, from Crisbddal
Momsta’s Trociodo, Fqb,

Trattata ded Felefanie, from
Crisatibal Acosta's Trivetack,

F320. Courtesy Blatier
Herbarisrs

on the page. Prints are created through a repeated process of ink transfer from a matrix (that
holds the reverse of the image) to another surface like paper using a press. This could be
surface-reliefl printing as in woedcut or lithography ~or intaglio methods in which the ink
is drawm onto the paper from thin grooves on a metal matrix. The Blatter Herbarium holds
several treasures of printed botanical art: five original volumes of Adraan Van Reedels
Hortus Indicus Malabaricus {1678-g3), older books including Cristébal Acosta's Tractads de
las drogas y medicinas de las Indias Orientales (1578), Garda da Orta's Coldguios dos simples
e drogas da India (1563) and Robert Wight's Icones Plantarum Indiae Orientalis (1840-53).

The Palm family (Arecacear) is distinctive in its formal characteristics—slender trunk,
thythmic fan-like leaves, globular fruits and profusion of fowers—that lend themselves
beautifully to linear and compoesitional arrangements in the print medium.

In Hortus Malabaricus, Van Reede described nine palm species under seven genera.
Volume 1 opens with four double-folie copperplate engravings of Tenga (L. Cocos
First drawing features a full composition of a young and mature tree, with finely rendered
fronds and naturalistic curve of the trunk, the next two are creatively composed toward the
centre of the folio spread, showcasing complex clusters of floral bouguets and a bunch of
fruits, respectively. The strength of line in building depth and volume is zpparent in both, as
well as in the final spread depicting solid forms of mature coconuts (fgure 1)

Though Cristobal Acosta's Tractado borrowed extensively from Ortas earlier published
work, it enjoyed greater popularity because of 23 woodcut illustrations.® It contains an
black and white line, composed on plates that were forced to inhabit the rectangular space
within a folio. The banana or "Fichi del Iindia” (56, figure 2) exhibits the typical stylization
of these drawings, with strategic thick and thin lines being the only artistic device offered
by woodeut. Similarly, "Avellana Indica” (572) exhibits core elements of the Arecanut tree

L] iR & DL N F



with strict economy of line and dght compositional space. Interestingly, the only image of
a coconut palm appears as a visual prop in the final chapter, extending the narrative of the
elephant on its home turf (F320, figure 3).

Robert Wight's Ieones Plantarum Indiae Orientalis or Figures of Indian Plants, while being
a compilation of flora from Madras, famously lacks any prints of palms. "Wight was a great
believer in the power of images, and in the context of botanical illustration wrote that: ‘the
insufficiency of language alone to convey just ideas of the forms of natural objects has led
naturalists, ever since the invention of engraving, to have recourse to pictorial delineation to
assist the mind through the medium of the senses’™ Significantly, he employed skilled local
artists to make drawings and used lithography to reproduce them. Invented in Germany
in 1796 by Alois Senefelder, lithography—based on the repelling of grease by water—was
and bought a press, but fadng difhculties he employed instead Winchester and Dumphy
in Madras to print his [cones Plantarum. His artists Rungizh and Govindoo had many
drawings attributed to them, but the lithographer often composed many parts of their
drawings to accommodate them in the same plate, sometimes losing the fine detailing of
form in the Hlustration. Despite this, the quantity and quality of images distrfibuted through
lithography transformed the history of botanical art in India®

Notwithstanding the long history of traditional printmaking techniques—which
continue to be practised by contemporary artists--it seems that the botanical sciences
{with their taxonemic focus on plant identihcation) no lenger see them as relevant. Here
the Blatter Herbarium is no exception. From its promising beginnings under Father Blattes,
today it is an internationally recognized centre for taxonomic studies, holding 300,000
botanical specimens. As exemplified in the prints reproduced here, Blatter's Herbarium
also remains a valuable source for botanical art—a site for the preservation of ireplaceable
herirage including original woodcuts, engravings and hand-coloured lithographs.
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College) and Praveen V. Kale (Assistant Curator, Blatter Herbarium) for their assistance.
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Harvard Uinfversity Herbarla,

Harvard's Blaschka Glass Flowers

RISHIKA MEHRISHI

HEN GCEORGE LINCOLN GOODALE BECAME THE HARVARD UNIVERSITY
W Botanical Museum's first director in 1879, he started a desperate search for

botanical teaching aids that—in their precision and rigour—would match
the “faultess” displays of the zoclogical and mineralogical departments. In an 1893 report,
he criticized the limitations of two-dimensional Hower drawings or dried specimens that
get distorted and decoloured, and even bemoaned the three-dimensional possibilities:
“flowers, when copied in wax, become like the cheerless elements of funereal wreaths;
when given in paplermaché, they are necessarily exapgerated and grotesque. What
remains? In what material can plants and their magnihed parts be rendered permanent?™
German glass artists Leopald Blaschka (1822-935) and Rudolph Blaschka (1857-1930)
were the answer to Goodale's conundrum,

The father-son duo was already popular among private collectors and museams in the late
188as for their impeccable, intricate glass models of marine invertehrates.* Blown away by the
models’ life-like quality, Goodale visited the Blaschkas’ Dresden workshop, and convinced
them to shift their focus from sea creatures to solely create botanical models, exclusively for
Harvard.! With the generous support of Boston-based benefactars Elizabeth C. and Mary Lee
Ware, Harvard University created what is now officially kmown as the "Ware Collection of
Blaschka Glass Models of Plants®, or, to its numerous fans, simply the *Glass Flowers®,

Out of about 4,000 models that Harvard acquired between 1887 and 1936, only a
few hundred are currently on display. Among these is a mode] of the mango (Mangifera
indica) that was created after son Rudalph Blaschka's visit to study flora in North America
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and Jamaica. In a letter written from Jamaica to his father in 1892,
young Rudelph shared the joy of seeing several tropical fruits and
flowers in their "massive” scale, unlike what grew in their greenhouse
in Germany.* The result was an elaborate model of several parts of
the mango tree representing typical Blaschka artistry with clear and
eoloured glass, wire, and occasional use of pigments and glue* The
fruit and flowering branch with leaves are made to scale in perfect
bloom while a single flower, stamen, and pisti] are magnified 10-50
times for pedagegical purposes (figures 1 and 2). Known as the "apple
of the tropics” with its erigins in India, Mangifera indica is displayed
next to its cousins from the Anacardigeege family—the tropical
American “Cashew Tree” (Anacardium occidentale) on the left and
"Penuvian Pepper” (Schinus molle) on the dght.

Offten called "more authentic than their originals in Nature”,
the Glass Flowers completed Goodale's vision of securing botanical
specimens in their permanent, unblemished bloom.” The Blaschkas'
extraordinary skill of making these glass flowers was not about
representing the specimens in their utmost perfection: they played
not only with scale, but also depicted a shrivelled daylily, rotting

apples, a bee pollinating a Paphiopedilum insigne flower, and fungal strawberry leaves.
Thousands visit Harvard's Natural History Museum each year to marvel at the precarous
glass blooms secured behind cherry cabinets. They have become ultimate museum art

objects, where wonder over thefr artistry has outstripped their original pedagogical purpose.
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Jagadish Chandra Bose and Plant
Autograph
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EMILIA TERRACCIAND

his pioneering contributions to the fields of microwave physics, optics, radio,
wireless telegraphy and science fiction. Bose was also a botanist and plamt
physiologist whose experiments in the world of plants led him to merge the boundaries
of what had been historically separate disciplines—botany and physics—te develop the
nascent field of biophysics.’ Amongst the first to advocate the view that plants are active
and exploratory organisms, capable of remembering and leamning from experience,
Bose believed that vegetal life was the shadow of human life? To back these findings he
focused his experiments on the mimosa plant and designed the extraordinarly delicate
High Magnification Crescograph machine to produce what he called "plant autographs”.
These autographs conveyed in graphic form the plant’s growth under stimuli and were
used to suppart the view that the vegetal kingdom, although seemingly mute, was not
passive, mere morphological stuff subject to the botanist’s dissecting gaze; plants could
"chronicle” their inner life for the human eye if equipped with the appropriate technology
{figures 2 and 3)." Reformulating the coordinates of the visible world, Bose transhgured
the very possibilities of what could be seen and was feted by his colleagues and artist
friends at the time.* Indeed as Nobel Laureate Rabindranath Tagore put it: "nature spoke
to this brilliant empathetic man."
According to an apocryphal story dated 1921, Bose turned to the world of plants and
the realm of botany after encountering an unidentified “roadside weed in Calcutta®; from
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then enwards, his entire trend of thought moved “from the study of inorganic matter to that
of ‘organised life™.* The mysterious weed could well have been the tropical plant Mimosa
pudica, known in Bengali as Lafjabati, meaning “coy maiden”, and in Hindi as Lajwanti or
Chui Mui. In Telugu it is called Attaapathi, and Thottavadi in Malayalam, literally meaning
“that which wilts on wuch”. This perennial creeper-plant of the pea-legume family (Fabaceae/
Leguminosae) is noted for its highly touch-sensitive leaves. With their rich illustrations
of flora, Bose's own botanical notebooks list the numerous and often affectionate names
accrued by the mimosa that attest to the historically shared, global infatuation with this
plant. Variously known acrass the Western world as Humble Plant, Sleeping Grass, Prayer
Plant and Tosuch-Me-Not, the mimosa is a popular house plant in Asia, known as Malkahiyva
meaning “shy" in Filipine, Mori Vivi or "shame”in the West Indies, and translated as “shyness
grass” in Chinese.”

The mimosa, displaying apparent elements of a nervous system, had been central in
18th- and 1gth-century Englich literary cultare and natural history circles which featured
analogies between animal and plant worlds. The mimosa varously became a bawdy
metaphor for male and female genitalia (James Perry’s “Mimosa: or, The Sensitive Plant”
of 1779, a poem that contained explicit botanical phallic imagery and was dedicated to
betanist Joseph Banks); a symbal of humanized sensitivity (William Cowper's *The Poet,
The Oyster, and Sensitive Plant” of 1782); and a means to explore sentiency in nature and
human feeling (Percy Bysshe Shelley's “The Sensitive Plant” of 1820).}

Although the mimesa appears in Darwin's The Botanic Garden (1791), it was Bose who
for the firet time sought to make the touch-sensitive plant “spealk”, along with Codariocalyx
muotarius (the Indian Telegraph Plant), a plant that performed apparently spontaneous
movement?* Driven by his desire to unify principles underying behavioural disparities
and congruities between animals and plants, Bose created a number of highly complex,
minute clockwork instruments, These enabled him to simultaneously measure bioelectric
potentials of the mimesa and to quantify visually its very small and slow movements—
movements that were hidden or invisible under normal conditions and therefore only
available to machine-perception.” The crescograph in particular, an incredible instrament
capable of recording plant growth under the influence of various stimuli (gases, temperature,
chemicals, electricity) measured increments of growth at intervals of a second, magnifying
plant response up to 10,000 times.” The staff of science fiction, such visionary findings are
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featured in a 1925 watercolour by Gaganendranath Tagore (figure 1) We find Bose operating
the crescograph in the quietude of his futuristic labaratory, contemplating a plant autograph
perfurmed by the mimosa pictured below. Bose's attention appears seemingly transhixed on
the luminous autograph, projected in the form of 2 magical, uninterrupted flm strip above
him."

Bose's identification of a fundamental physiological modif linking measured pulsations
in cellular electric potentials with oscillations in cell turgor pressure, cellular contractility and
growth, led him to postulate that plants and animals share essentially similar fundamental
physiological mechanisms." Flying in the face of Victorian mechanistic philosophies of
science, the view that plants are sensate and intelligent explorers of the world rather than
passive automata caused much stirin London, particularly amongst members of the botanical
Linnean Society* Described in terms similar to Mary Shelley's novel Frankenstein, Bose's
plant experiments tapped into broader colonial fears, particularly in Britain, challenging the
anthropocentric position of humans as central forces in the world, Bose disrupted visions of
purity, unsettled distinctions between human and non-human worlds and raised questions
about science, death and the limits of human agency. Gaganendranath Tagore humarously
capitalized on these anxieties surrounding plant intelligence in his botanical cartoons (hgure
4). Shedding Hght on the transformations effected by colonialism on young elite Bengahi
students, Gaganendranath offers a bleak analogy to comment on the dubtous, enlightened
mutation of the bbadralok from seed, to plant, to hybridized human, In another painting
{Rgure 5) we are invited to step into a rebellious and potentially aggressive plant world, in
which we hear the Swadesht chants of *Bande Mataram” and “Strike Strike""

What Gaganendranath's playful, sdence-hictdon botanical testimonies evidence is Bose's
own remarkahle tuning into nanere, The mimosa, and the rest of the vegetable kingdom,
despite their apparent lack of eves, ears or brain, accumulate knowledge in similar ways
to animals just as Bose had anticipated. Bose's discoveries continue to inspire visual artists
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working with plants worldwide as well as plant
neurobiclogists  studying  kin-recognition,
complex foraging  strategies, intelligence
and longdistance chemical, molecular and
electrical signalling.™ The mimosa continues
to speak and Bose, through his empathetic
experiments, taught us how to listen to it.

NOTES
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Bose presented his findings at the Linnean

diaries stored at the Jagadish Chandra Society in 1902. See Patrick Geddes, The
Bose Institute, Kolkata. I thank Sita Reddy Life and Wirks of Sir Chandra
for pointing out mimosa’s other identities Bose, London: Longman, Green and Co,
and lives. 1520, pp. 146-47.

8 Richard Mabey, The Cabaret of Plants: 15 Gaganendranath Tagore, Modern Review,
Botany and the Imagination, London: woxi1), fuly 1921, not paginated.
Profile, 2015, pp. 32938, 16 See Rebecca Graham, "Greenhouse

Sen Prattk Chakrabar, Western Science
in Modern India, Delhi: Permanent Black,
=t
Bioalectric potentials are currents
produced by or ooccurring within Hving

i These are generated by
a variety of blological processes and
generally range in streagth.
Shepherd, "At the Roots of Plant
Neurobiology”, p. 196.
For more on Gaganendranath Tagore see
Emilia Terracciano, Art and
Modermizm in Thwrrmb-{}:umryfndu.
London: 18 Tauris, 3017.

Shepherd, "At the Roots of Plant

jils)
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Experiments Show Flant's Long-term
Memory”, March 27, 2014, Retrieved
on May 22, 2017 from: https://phys.ong/
news!2014-03-greenhouse-long-term-
memory.himl
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Sunoj D.

What is a sky without the water, what is soil without the light, what is air without the plant
and what is a plant without its commade?

"Somewhere between living and dying™ by Sunoj D. emerged from this premise, drawing
inspiration from research on Hortus Malabaricus (Garden of Malabar). Hortus Malabaricus
is a botanist’s paradise, where each plant is meticulously examined and illustrated to the
minutest detail of every vein, But when each plant was studied in isolation, what happened
to the sky, the air, the light, the water, the other plants in the community and the songs of the
hands that knew what each plant did and did not?

"Somewhere between living and dying” reverses this process of isolation, The work
unfurls as a scroll where the plants as fllustrated in the Hortus Malabaricus were redrawn,
overlapping each other, creating a visual illusion of a sacred forest in conversation; with the
juxtapasition gesting progressively darker towards the end of the scroll, "Somewhere between
living and dying” sugpests that the beauty of nature lies in the vicious duality of the manner
in which historical knowledge posits that a plant eould either kil you ar cure you.

What emerges from this work is a cacophony of relationships—of comradeship and war,
of survival and growth, of conversations and silence—all manifesting quietly and sometimes
violently around us. The sky with the plant, the akr with the soil, the hands with the roots, the
sound with the light and the water on skin. When each plant, each leaf, each root grows in
communian with the other, beneath and above the land, absorbing, mutating and evolving
ower generations in a space, how can one understand a single plant in isolation? How can
one forge a relationship without seeing all the relationships that unfold in a forest? How can
one understand the complexdty of that forest without hearing their sounds of living?

As told to Namrata Neog

FIGURE ACKNOWLEDGEMEMNTS

The images are courtesy the artist and the Natwral History Muoseam (xeum), London.
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Somewhere between Ihving
and elying, by Sunod O, 2013,
Exhibit and desail Trom the
scroll displayed &t the Matural
Histary Muissum, Lardan.
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Spod, by Rohinl Devasher,
004, Charcoal, acrylic, colour
ponci, oil pastel, wood; 245

X 457 ¢ “Sped” |5 the first

af several wal drawings that
explone landscape a5 a g
entity, Through the process of
thie draving, done on site over
three manths, ihe reladonshig
between the deawing and e
forms from which it ls derhved
5 graciualty blumed, The curve
af the wadl further helghtens
thi sernse of being enguiied, of
being destabilized

i
Artsoreal, by Rohini Devasher,
a1, sngle-channe! video,
duration 16 mrinu bes.
"Arboveal”™ begar with an
explaration of L-systeti,

a foermal grarmmar most
famously wsed to model the
Eronth processes of plant
dwsehopment, introducrd

in 1968 Iy the Hungarian
theoretical biohogist and
botanist Aristid Lindeamayes
“Arboreal” o “relating o

or resernbling & tree” is ot
madelied an any algorithms or
programs, This slewy grosdng
frive weith Eorstructed theogh
the gradual manual layering
af mere than oo individual
Layers of viden,

Rohini Devasher

< for that which we imagine muest be either something already seen or a composite of things
and parts of things seen at different times; such are sphinxes, sirens, chimeras, centaurs efc.
—Galileo Galilei, Sagredo quoted from the Dialogue Concerning the Tuwo Chief

Warld Systems (Dialogosaprai due massimisisterni del monda), 1632.

British artist Paul Morrison has described his interest in "cognitive landscape. the terrain
that one sees, somewhere behind the eyes”, This idea of a landscape that looks back, of a
nature that is non-passive, in turn idyllic, uncanny, threatening and seductive, is something
[ have been working with for some time now.

My tralning as a printmaker provided the foundation for my interest in self-organization
of pattern in nature. This led to experiments with video-feedback and the idea of the gradual
articulation of a surface became the means to construct something entirely new.

Similarto kaleidoscopes, video-feedback is created when an ordinary hand-held camena
is plugged into a Tv and pointed at itself, The optical equivalent of acoustic feedback, a
loop is created between the video camera and the television screen or monitor. Through a
process of trial and error, it becomes possible to explore a vast arena of spontaneous pattern
etc.). The result is an amazing array of spatio-temporal patterns, mimicking those exhibited
by physical, chemical and biological systems, Le. plant structures, tree forms, bacteria,
snowflakes.

What bappens in the case of mutation? Consider the example of the genetic code, Mutation
normally occurs when some random event { for example, @ burst of radiation or a coding
error) disrupts an existing pattern and something else is put in its place instead, Mutation
is crucial because it names the bifiurcation point at which the interplay benween partern and
randamness cases the system to evolve in a new direction.

—N. Katherine Hayles, How We Became Postburnan: Virtual Bodies in

Cybernetics, Literature, and Informatics, University of Chicago Press, 1999

Where Freud held that the uncanmy is very often nefther supernatural nor particularly
mysterious in its origin, but rather, completely familiar, conversely | am interested in working
with material that is quite extraordinary in its orging, and its subsequent making into the
Eamiliar, the almost mundane. Yet, because of the nature of its origins, it retains a quality of
the uncanny. A tree is many things; it could be bone, or cartilage, but, bone or cartilage that
is digitally generated via the process of video-feedback. The flower appears to be not quite
plant, not animal, nor human, not exactly machine, but something else entirely; something
of all those, but none of them alone. The result is a feeling of it being uncomfortably strange
or uncomfortably familiar,

These creatures exist because of processes of both embodied and disembodied digital
mirraring. They are bath material and method, ohject and subject, of the machine and the

VIOWCL
FIGURE ACKNOWLEDGEMENTS

The tmages are courtesy the artist and Project B8, Mumbai.
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Lpring in Waltere, by Mesna
Subramandem, 2ov7. Acrylic
on camas; 8o x10g cm, Thisis
inspired by a wisii b0 a birding
fodge in Dehradun and depicts
Beaumarsia granaifors,

N
flue Tales, by Meena
Subramaniam, amE. Acrylic
O CAFTVES; 121 K g1 OTL T
il bl bl magples and
other birds are set against a
Passifiore creeper that has
crept imto the woodland

Meena Subramaniam

As a selftaught artist who takes inspiration from Marianne North (1830-g0), a pioneering
1gth-century English botanical artist who travelled the world, | credit floral and faunal
wildlife as my true educators. My life-size paintings combine keenly observed naturalism
with an element of magic realism. The paintings do not focus on individual plants but
instead aim to conjure up rich bio-diverse zones of predominantly hill and mountain flora
and fauna—focusing on rare balsams, onchids and ferns—particulardy areas arcund my
home in the Western Ghats and in remote parts of northeast India, often referencing digital
images to ensure accurate depictions of botanical species.

[ work with acrylic paints, the Hexibility of which lends well to the signature trompe
Poeil effect that | strive to achieve in my works on canvas. | use a technique that interpolates
light and dark pigments, creating prainy textures and varied tonal values.

FIGURE ACENOWLEDGEMENTS

The images are courtesy the artst.
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Damodar Lal Gurjar

I draw much of the inspiration for my paintings from native gardens and cop fields. Tam B
particularly drawn to botanical specimens that are rich in colour, and have intricate textures Lr::;‘zrﬁ’?mﬂif:hi
and structures. Watercolour is my preferred medium and my artistic process has several |5 Gurar, 2017, Temperaon
stages. Following early botanical artists, 1 lay emphasis on keen observation of the actual  Paper 457 %304 cm
specimens, which | then draw and occasionally photograph. In the final composition,

careful consideration is given to the colour balance of the plant components While painting  indian Almend (Termimaiio

the final image—for which Tuse watercolours, sable brushes and smooth hot-press and cold-  ©atarpe] "::J’;"“! frut, by
press paper—| work with a mix of colours which are consistent with the specimen, and a szpcmrnn FHPEHH:IEI:.

range of techniques like tempera, to carefully describe the unigue beauty of the specimen  s58cm.
as well as its scientific botanical structure.

FIGURE ACENOWLEDGEMENTS

The images are courtesy the artist,
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1.
Pulsatithe konmamg
{Grandmether Flower),

by Maharveer Swaml,

2012 Matural pigments on
handmade paper; 16 x 11 £m.

-9
Paphi VEHLEPLFT
(Wall Ex Sirs) Plitzer
(Orchid], by Mabaveer Swaml,
2008, Matural pigments and
watercohour on hot-press
PEpET; 41,5 X TS5 0.

3.
Mughal Botaricals, by
Mahavesr Swami 20T
Natural pigrnents ard goid Ink
an layered handmade pager,
1§ x 31.5.0m

Mahaveer Swami

In my work, I draw on a diverse range of artistic wraditions and practices ranging from the
art of illustrated folios of the medieval era to the continuum of the living arts in today's
India. 1 have developed a style of my own that brings together decorative ormamentation
with abstractions derived from the natural world. [ use waditional techniques and matedal,
layering sheets of handmade paper that are better suited to pigment colours. T also use silk
pasted on board and other types of acid-free paper for my paintings. My palette derives from
natural pigments such as lapis, malachite, mica and other earth stones, sourced during my
travels across India, as well as some rare indigenous minerals and pigments like hara bbata,
shilu, munga and gougali, which were collected by my forefathers. Minerals are ground with
a variety of fine kbaral (mortars and pestles) for the desired consistency and are then mixed
to get different shades and tones for a rich and varied palette,

My four-stage process starts with making the basic layout on paper; this is known as
kbaka in the local dialect. This is followed by bbarai or colouring in many layers, then chirai
to draw a fine and firm line, and finally pakai or the finish, where the painting is embellished
with pradash or fine strokes to create velvety textures using brushes made of slender
squirrel taithair, Other techniques that | employ include sujan, where a master drawing is
transferred to another composition by passing pigment through minutely pinned holes. |
also use a drybrush technique that is popular worldwide among botanical artists. Through
the entire preparation of the artwork, the technique of ghuta or burnishing is done at every
stage of colouring and line work, in which the surface of the painting is burnished with akik
or agate stone on both sides of the base so that the pigment bonds with the paper and the
painting achieves a jewel-like lustre and sheen.

As told o Anurag Swami
A,

The images are coartesy the artist.
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Waswo X. Waswo
and R. Vijay

As Kavita Singh writes in the introduction to her book Real Birds in Imagined Gardens (Getty
Publications, 2017}, ".stylistic hybridity was a pervasive device in Indian painting and was
the result of conscious, willful, and self-reflexive choice. It was produced by dexterous
artists for sharp-eyed audiences who together played a game of dtation and interpretation.”
In my decade-long collaboration with the Rajasthani minfaturist R, Vijay (2 grandnephew
of Ramgopal Vijayvargiya), we have employed this licence of freedom, hopefully astutely
and sparingly, while formulating our compositions. As the primary conceptualizer of
the series, I sometimes fear | have behaved like a toddler in a playbox, eagedy grabbing
at disparate imagery and styles with childlike abandon. Rakesh helps temper this free-
spirited contemporaneity, advising with a deeper knowledge of cultural propriety than I've
yet to master. Neither of us has rigorously informed academic minds, but we both have a
love of picture books, spending long hours looking at and reading about art in all its forms.

Sometimes we have outright stolen, though we do so with homage and acknow-
ledgement. Our latest series, “The Ohservationist in a Swlen Garden”, takes a stroll through
the history of Indian miniatures, The gora sahib, always in his white fedora, finds himself
surrounded by the lush earthiness of a Kota garden: spindly tall khajur palms, dark
agariya bushes and white-trunked arjuna trees, At other times he finds himself in a hybrid
landscape of Bundi and Udaipus, with the bending tops of conical saru trees punctuating a
fertile landscape of jamun, banana, and mango. In “Picnic”, a troop of monkeys enjoys the
Fruits of a well-tended orchard: papaya, kela, cheeku, mosambi and apple. A detail from A
Dream of Discovery—Homage to Mansur” shows a flowering iris lifted straight from one of
his better-known miniatures; the brilliant blue blossoms singing counterpoint to the rich
red of the border. In a small untitled work, 2 seeding pulmaohar sheds its soft scarlet Bowers
in a perect ring around the gora sahib apparently asleep. Gulmohar petals en his back hint
at a very deep and undisturbed rest. We are left with a tension that this quietade of the
fedora man might mean something more fearful. I want to shake him myself Will he wake?

Aged 64, death is something | ponder. Our miniature
tdtled “A Second Dream of Death”, with its tarot<ard
fool carrying his flag and camera blithely over a cliff
while all of nature seems to vibrate with joy, reminds us
that the world goes on ance we're gone. A banyan tree
sends its roots downward overhead, a symbaol of life's
uninterrupted flow. Ferns, banana plants and distant
palm trees reinforce that we are in the global Sowth,
yet the style has veered into almost that of a Northern
European storybook. A few red leaves hint at autumn,
just as they do in the chilly late Octobers of Rajasthan. The
image [ have conceprualized is broadenad and deepened
by B. Vijay's imaginative skill; the lushness of foliage, or
its absence, so often seeming a part of the story.

FIGURE ACKNOWLEDGEMEMNTS

The images are courtesy Gallery Espace, Now Delhi.
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The Observationist in a Stolen
Garden, by Wasaan X. Wansn
and R. Vijay, 2017, Gouache on
wasli: mx hem.
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Thires Mights in Bundi, by

Wamer X Wasao and B Wiy,
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1
Winell Sawmill Company, by
Rangt Kandalgaoniar assisted
bey Rbvea Shah, 204 The wark
inclisded laser paper cut-outs
iof a grove of paim trees
wedged betasen two resecarch
tables referemcing the YWoeli
Savwmill Compamy which was
active in deforestation during
17Bo—go, as gheaned from East
Insiia Carmpany records.

-

Submerged Forest, by
Pally Phipps-Holland and

Tarek Salbaamy, 3na. Pendl
on paper; 2.7 K 43 £
Collabarators from the project
7 il Unclaimed. The waork
references the discovery of

a submerged farest in the
Bombay docks.

nts Archive

RAMJIT EANDALGADONEAR

As part of my work for Gengraphies of Consumption, | revisited the history of loss of flora
and fauna due to ctywide reclamation of land, a loss that is ongoing in Mumbai® My
research-based art installations at two sites—Bombay Natural History Society (sxus) and
the Directorate of Archives—were designed for a particular set of local publics: researchers,
scholars and library-goers who access city anchives.

My research with retired ecologists suggested that the life sclences use a form of
documentation to record fora and fauna stemming from the feld of geology, wherein
species are located by habitat and identified by nype locality.” Loss, therefore is spoken of as
"lost habitat of type localities” as opposed to "extinction”,

The project also highlighted lost fauna—a pond heron in a tamarind tree at Marine
Lines; the last wild tigers shot while the city burgeoned; hammerhead sharks caught in
fishing nets; sea-dugongs washed up on Bambay beaches. But here | focus on the specific
artworks that had plants, botany and botanicals at their core.

The project relied on three sets of botanical drawings which enacted these "re-readings™
one on Jost flora through collated narratives found in archival records; a second on larger
ecological transformation due to land redamation; and a third set on a planeary-survival
seenario through reworked Flash Gordon comic-book panels.

Drawings were made on deliberately-aged "official” stationery announcing the loss
of habitat of flora in specific areas. Some examples: an artwork specifying the former
location of an andent Mahogany tree in an urban area not hitherto associated with nature,
as remembered by Dr B.E Chhapgar;® or a well-known historian describing a submerged
forest found at the excavation site of the Prince’s Docks (hgure 2);* and a sawmill company
invalved in a 30-year deforestation drive (hgure 1),
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These warks were placed amongst researchers’ tables or hidden on library shelves,
Some had overlapping maps, others reworked frames or plagues placed against unused
sections in the main catalogue cabinet.

The project was informed by numerous conversations with syus stalwarts and
enthusiasts who had been active in life science departments in the 19508, mainly Dr B.E
Chhapgas, whom [ interviewed a couple of times. In choosing specific flosa, 1 relied not
just on his writings but also on what I perceived as nostalgia for a greener, bio-diverse
Bombay—a city-map of loss seen through the lens of scientific knowledge and persomal
accounts. My work questioned notions of historical recording, and engaged with the act
of making within archival spaces that T had been familiar with as a reseascher since 2003,

Three years on, the artworks on forgotten species have themselves been forgotten in
the archives—that is, some of them were never de-installed. Much like archival reconds, they
remain caleified, hidden: a lost archive of lost plants,

Wm af Consumgpiion, 2015, & I.Fddeprminn is furnished by the
public art project in Mumbai, was curated discovery of a submerged forest below

by Amrita Gupsa Singh and Nikhil Purchit
of Mohile Parikh Centre. Two architect
colleagues, Deepshikha Jaiswal and Rhea
Shah, assisted me with drawings towands
my project.

In botany and zoology specifically—the
place in which a type specimen &s found.
Boman Framji Chhapgar {January 1, 1931=
August 5, 2018) was an Indian marine
biologist specializing in carcinology, and
a scuba diver, His famous publication is
Marine Crabs of Bombay State, published
by the Tarmporevala Marine Biological
Station, Bombay (1957). He also wrote
many ather books, as well as articles
under the pen-name “Beefsea”,

“Farther evidence of prehistonc emption

f EANDMISAONEAN « THE LO8% PLasTy ARCHIVE

the Princes Dock. The remalns were 32
feet below the high water mark, and
consisted of a thick forest of wpright stump
of trees of a species still existing in the
neighbourhood of this island, the Khakr
(Acacia catechu). There were in all 382 trees,
223 atill standing evect and 150 prostrate,
though still rooted tn the sedl”

Meredyth Edwardes, The Rise of Bombay: A
Retrospect, reprinted from the 1gon Census
of India Series in 1902 by the Times of
India Press, Bombay (India), 345 pages.
The book examines the growth of the great
Indian port city, giving contemporary
statistics as well as recounting its long
history before and during British rule {the
East India Company had begun trading
there in the 1662s).
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B ANNAMMA SPUDICH

In 2008, the National Centre for Biological Scdences (wces)/tiFk, Bangalors, hosted a
ploneering exhibition, Such Treasure and Rich Merchandize' that focused on Indian medical
and botanical knowledge in 16th—18th-century European books (figure 1),

Shortly after Vasco da Gama arrived in India in 1408, large numbers of Europeans
followed and they relied on Indian medical knowledge systems to combat unfamiliar tropical
diseases. The nces exhibition featured reproductions of excerpts and botanical illustrations
from several European books compiled during the period. The books listed below were the
focus of the 2008 exhibition in Bangalore and document the extensive knowledge transfer
of medical botany frem India to the West during the 16th-18th centuries.

v Coléguios das simples e drogas da India, Garcia da Orta (Goa, 1563);

*  Tractado de las drogas y medicinas de las Indias Orientales, Cristdbal Acosta (Spain,

1578), with woodcut illustrations from drawings Acosta made in India;

= Itineraria, Jan Huygen van Linschoten {Amsterdam, 1596), with maps and woodcuts

of life in India;

o The Great Herball, John Gerard (London, 1597), with woodecut illustrations of 200

Indian plants;
»  Hortus Indicus Malabaricus, Hendrick Adriaan Van Reede (Amsterdam, 1678-g3),
12 volumes with copperplate engravings of 742 plamts,

Viewers entered the exhibition at the nces through a textile drop-down of the Indian
Fig Tree, from The Great Herball (figure 2). The highlight of the exhibition was the Hortus
Indicus Malabaricus, the most extensive study of Asian medical botany published in Europe
before the 19th century? Images of selected botanical illustrations from all 12 volumes of
the original Latin edition of Hortus Malabaricus, with curator’s deseriptive texts, were
reproduced on free-standing panels in halls and in an herbal garden at the ness; with 5o
plants listed in the Hortus Malabaricus provided by Foundations for the Revitalization of
Local Health Traditions (rarut) Bangalore.

The double-folio copperplate illustrations with details of flowers and seeds
occasionally included additional figures w0 provide a sense of scale to the images—rare
glimpses of daily life in Malabar at the dose of the 17th century,

Also displayed at the exhibition were reproductions of handwritten statements by
four Indian scholars—Itty Achudem, Ranga Botto, Vinaique Pandito and Apu Botto—
whom Van Reede acknowledged as primary sources of the knowledge in the volumes;
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a rare example in the annals of colonial botany of crediting the sources of indigenous
knowledge,

As one of the first exhibitions combining art, science and social history held in a basic
sciences institution, Such Treasure and Rich Merchandize was unique in many ways, Formulas
of molecules with medicinal properties derved from plants that were displayed were
incorporated into several panels. Audiences incdluded members of the scientific community,
science and art historians, school children and the peneral public (a modified version of the
exhibition was later installed at the Regional Museum of Natural History, Mysore). Reviews
in the media and a sclentific journal were positive and appreciative.” The herbal garden,
two original copperplate engravings from the 17th-century Hortus Malabaricus donated o
the ¥cas, and a guote from Van Reede on Malabar scholars etched on a glass panel in the
main lobby, remain at the Centre as reminders of the compelling power of images to convey
Indian scdentific taditons.

HNOTES

1 The exhibition wad curated by Annamma Nature Indizx, February 39, 2008,
Snudich and eo-curated/desipred by httpey fwww.natureasia. com/en/
Sarita Bunder [of Trapeze Arts). hutpsl/ nindia/article/10.1038/mindia. 2008133,
wwwncharesin/hormas/hortus html doistoaogi/nindia 2008.133; BN,

a2 DH. Nicholson, C.R Suresh and K.5. Gns.wamg.-._?.rf & Soul, The Lure of
Manilal, “An Interpretation of Van I’“_jﬂ“‘ SF'““'_s » Spectrum, I&e.?.‘u.u.iay
Reede’s Horus Malabaricus, Konigstein, T"fzﬁ'l‘"j ﬁF'“J 13, 2008, h“-P"r""""""”"l"
Germany”, Regnum Vegeiable, 119, 1988, tribuneindiz.com/ 2008/ 230080413/

3 5 Priyadarshini, “Herbs of History”, Spectrum./an.
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Botanical Dispersals in
Ayurvedic Man

BARBARA RODRIGUEZ MUNDZ

On October 12, 1917 CJS. Thomson, the curator of Henry Wellcome's Historical Medical
Museum in London, sent a letter to Dr Paira Mall that read—

[ am asked by them [Welloome Chemical Research Laboratories| to point out for our

future guidance, when similar plants come under your notice with some local reputation

that you should obtain:

1. The Native Name

2. The botanical name if possible, indicating the locality in which the plant grows

3. Ifit's obtainable in quantity and if ample supplies could be got with certainty

4. What price it could be obtained for and transparted to this country,

Paira Mall was a doctor born in India and trained in Eusope, who was also a scholar of Asian
cultures, and a linguist fluent in German, French, Italian, Sanskrit, Persian, Hindi, Punjabi
and Amabic. In 1911 he was sent to India to source material related to the “art and science
of healing through the ages” for Wellcome's Museum. These words—buried amongst 11
years' correspondence between the two men—reveal that Mall was not fust instructed
collect artworks and artefacts, or copy Sanskrit and Persian manuscripts, but also to acquire
traditional botanical knowledge by bringing indigenous medicinal plants to the Wellcome
Research Laboratories to be used in the manufacture of Western pharmaceutical products.
They also reveal that the dispersal of Indian cultusal objects during British rule was
intrinsically connected to the dispersal of medico-botanical knowledge across the world.

This notion of botanical “dispersal”, deeply rooted in Wellcome's institutional history,
shaped the curatorial narrative for the 2017 exhibition Ayurvedic Man: Encounters in Indian
Medicine (figure 2). Taking its title from an eponymous 18th-century Nepali painting, the
exhibition traced—through a collection of botanical art, South Asian anatomical maps,
Kalighat paintings and medical artefacts—narmatives of healing as contested sites of global
encounters that expanded new cultural meanings but also consistently misinterpreted and
emoticized.

At the centre of the exhibition, the ownership of botanical heritage was problematized
by a display of three key Hllustrated botanicals, Cristobal Acosta’s 1578 Tractado de las drogas
y medicinas de las Indias Orientales, which aimed to "provide Occidental medicine new
remedies from distant lands” was open on a page illustrating black pepper (Piper nigrum).
In an adjoining glass vitrine were two books: a volume of the exquisitely engraved 17th-
century Hortus Indicus Malabaricus (a 12-volume botanical tracing the medicinal properties
of 742 Malabar plants); and the 1812 Catalogue of Indian Medicinal Plants and Drugs, open
at mrmeric/Curcuma longa (figure 1). The display flagged colonial spice trade routes, the
gathering and exploitation of indigenous knowledge for commercial purposes, as well as
recent legal cases won by the Indian government against us and European patents filed
on murmeric and neem’s medicinal properties. In the background, Nilanjan Bhattacharya's
two-channel video projection Cuiet Flows the Stream presented two medical practitioners
discussing the rapid extinction of botanical plants and uncodified knowledge, evoling
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the labyrinthine nature of traditional medicine in India. Botanical art was able to collapse
historical record and current discourses in the pallery space, ultimately asking viewers to
reflect on ownership: Who owns botanical knowledpe? Is it the nation? The global market?
The practitioners? Cr the commons?

Ayurvedic Man: Encounters with Indian Medicine, Wellcome Collection, London, November
16, 2017-April 8, 2018. Curated by Birbara Rodriguez Mufioz with curatorial adwisor Sita
Reddy, and new art commissions by Ranjit Kandalgaonkar and Nilanjan Bhattacharya
Exhibition Design by Andres Ros Soto and Graphic Design by Ham.
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Run

People ofien ask anises: wiei
miedivm do vou work in? O, Ina
minre direct way: what do vou do
& an artdsi? 1i's not an gnrezson
wbis question and |a often asked
with real inderest, The ruth is (St
mioat af us don't heve o stralght
angwer, nod thess days, anyway,

“When Ska Redidy inviied me o
mike a new wark for this apecial
|z oo botnmical Alastraiion,

1 azsumed in wag becwuse she had
seen my becoming: plamt photo
praphs —al books and paople
{mosthy mes) made into Bora. When
we miet o talk sbout what might
be poasihle for my comtribuzion,
siiting outsikle a crowded café in
London's Yictaria Station, Sia
reminded me that she had seen
an exhibition of mine in 3006 In
witich | had shown photographs

ol my podng 1o tse spice islands.

I wia smrprised she knew that exhl
hizion 1t had been my first ghow
in New York amd, even then, it fel
ke a oo fragile, or maybe brisibe,
thiresid | was irying o pull. | had
ussd an imviation to Manhatinn
& a way o go o those islands, the
Bandla islands in Indonesis. There
wad 10 7 in the phisiographs. in
ihe sense that nothing kad been
remade or tmnsformesd. They were
a mixtare of snapehots of a visi

1o & place, and some more sl
caomscioumsly formal frames tnken
on a lerger camern,




Ir's & weell knewn snoey By mow,
that ss part of the Tresly of

Breda berwesn Britain ansd The
Negherlands in 1647, ithe Bricsh
and the Dutch swapped one ol
the live Bands Eslanda, Pulsn Hun,
for the island of Manbsiian, then
called New Amsterdam. [t muest
hirve been & pood irades at the
time: nuimeg. lor which the Banda
I1slands were the main source, was
valuable andd hupgely sought afier.
You might say that each tree, in
18 e, was 1 & gmall ol -well

a few centuries laer

Growlng up la the shadow al
Malacea, as [ d5d — it lies about

forry miles south along the coast,

and was, & ome 1kme, well before
thuit treaty of exchange, the
eplcentre {as historians Lke 1o
say)of the splce and espacially
the nuimeg rade—ibose 1elanda
have &lwas Been there ia the
B und, and hove alw
b:ﬂkkglu:d.md &0 here, &i llll.:

| had permlssion o go Endd

see them.

| dikin't need permission, of
coures, perbaps permizsion (s
e wrong word. [n many wavs,
1 reckon my job s Oguring ol
'|hu|=_‘ruh:_vm::¢wl.d may hat's my
medium. Going 1o Manhanan by
way of the Banda lalands was for
me & way o throw inio the akr
fior & briel moment & whole 1ol
ol dons, (ke motes n e carly
maorning shkafts of sendight in
fhetape paris—one may or may
nil want 1o make them join.

Looking a1 the proof sbeots of
the photgraphs [ ook, what

I motice maost, twelve years laier,
|5 b they mre vague &nd seem
b0 e loaking ai noihing in partic
tlnr. Maybe 1 was the ald fisnd
in Kuala Lampur quletly urging
me B0l 0 go 1o Bamda o “make
Art” thers, worsving st the burnt
mosgued and churches of the
last few vears would ondy ever be
seen In narrow, 1E-informed and
projsdged ways, and why would
1 wanl 1o feed that

ghallowness, | mﬁ?nm'l
golag thers (o “make ar” abosal
ary ol ihal, but can the threads
be separated?

TTThe asymmetrical occupation ol ihe page,
the apparently arbitrary cropping af the
specimen ai the top, batiom, of side of the
gheed, the equally srbitrary chopping off of
pleces of leaf and roal ., , elegant scripi like
curves, and fine podo tendrils and tepering

al shapes 1o look like the trailing ends al Indian
praphology—all combine to suggest the ofher
end of the world.”

Caml Armstmong wrole this
descriptian of botenical drawings
made by named amd unnamed
mative artsts in Indis under the
instrusction of medics af the
East Indin Compary, drawings
0 expressive |0 the way they
drafl the specimen on the page,
and so eppansnily disdainful

of the xize of the paper and
eap=cialky of the requirements
af gond scientific documen
taticn. And calncidentally, but
is naything ever o colncidence,
these cropped and truncated
and so-exqulsie amangemans
were simullanecusly echoesd

in the home country by the

naiives there, in the new magical
methods of making drawings

on papsr coated with ligh
sensltlve chemicals Thase early,
camer-less, direct impressions
of ledves and seawesd and
fwers (nature drawings they
were called) ancannily mimicked
the Efe- making process of their
subjer! matter— photogynthesis -
requiring the specimens to be
gxposed 1o lght afier being
placed directly oo the paper,
Many pneeded to be fodded and
curled or cut off at various points
edmipdy to At the pege. Two ends
of the circle coming togsther.
Round amd round.

And so | furn back round (o

my proof-shesis from mers than

i decade ago, and wonder at

wiel fills these frames, whst is
curtadled by the four edyges of the
ylew --cropped or Incompletely
comntained by the demands and
requirementy, hut also the siyle
andl babes of this way of “dmwing”.
Here are remalng of the fabled
mutmep gandens. which carmy

the welght of the entine fores:
clear Felled for ihis favowred

child - all exceps the speciacular
hitiress-rooled kenari trees that
were spared for the shade thelr
lafty brapches gave the precious
crop. And here are pome island
children keeping us company as
we tramp through the old planin
tloms, cutting vpen the kenari nais
with large, defly wiekled knlves
o &nack on the kermels, Amd here
|= the best hedrocim bnooan islamd
home, kindly affersd toue by a
tsmasehndder after the terrifying
pear-capsize of our small bead that
farced our retarn to Pulan Run



On & map these islamds are ey
diols in the open s beyond the
shallow Swnada Shelf that hodds
aboft much of the archipeiapn

My friend Charles Lim in
Singapore pulled up some chans
of ihe Handa Sea for me whille

1 was wriling 1his, I's very desp,
he eaid in &n email, over flve
ibotigand metnes, amd at that
depih s iemperature {5 anly
alighily sbove freezing podoi.
Charles ls ressarching the wepid
nmperabire, whit be calls the
“bhood-heat™, of the water on

s Shelf, Sometimes he does this
g oaring for & long tkme 1n 1he
sea—where the waler oulside and
e blood inside might be aald

o be cgualised — allowing the
carreny and the wind and the tide
o carty him. He rentinds me that
we're very lucky oor baat didn’t
NLEFE (¥EE.

The deep ooean trench which rans
west of these ialands was named
afler Alfred Russel Wallsce who
came Uhia wey in (864, The Wallace
Line marks the separstion of the
Exinids Shell from the scanered
|slands as ibey drift dewn iowards
e larger landforms of Papua and
Amgiralia. The very diferenl lkora
nid faane an the two siides of this
divide was n bilg part of bow be
figured kis theory of nansral
election. premy much af the same
Lime a8 Darwin &id, in another
place, Wallace was impresssd
by e Dutch mapepody of the
nuimeg irade. In his journal of
lis (ravels around here, published
In sBisg ap The Mlalep A 1,
e &le0 motes tha “ibe aborkgines
of Banda were Papaans, and a
ribon of them sull exist on the
Islands, where they emigrated
wisen the Poruguese firss ook
poetezsbon of thelr aative island.”

W[ was ravelling with my
frienil Mary Maguise —arrived

on the main BEland Banda Nelm
of he A ey, which wonkl
remurn in two days from Pulsu Ke
{previously Ke Island), its farthest
reach essrwards [n iz continuous
circail of the archipeiago. We hed
i daws 1o do my work, whatever
I Eguwred thel oo be. In the early
marmning we deshed sCross io
Pubau Hun in 8 small praw wich

&n owibonrd motor, and, afver our
unexpecied stay hare overnighl
wi made ihe four-hour retum

1o Bamda Nedra in a larger, safer
veasel, sinting alonpside mosky
women, some with small children
somse carrying bandies of prodoce
for the marksl, everyone lving
deown on the eplit bamboo floor (o
counter the inevitable seasickoess,

Hack on ihe main sland some
one went b ged the key to the

oy mussum on the waterfront,
W were ghown westiern-style
paintings made with ail oo canvaa
cpmmissiomad from painiers in
Java 1o remember the old stories.
Porimils of Poriuguese and Dutch
pdventurers, adminlstraiom and
much worse; poriraits of dkssi
denis and natlonalisis exiled here
by the colondsers; and, amang all
that, matter-of fact depictions of
mercenaries from lapan carrying
ok bebeading, dismembering
and more. You were killed for
refising to work, they fold us, and
yoq were killed 1f you trisd to take
mitmey seeds out of the islands.

Everyone we spoke. 10 was detsr
mined to el us they were nol the
arigine] peopie af the island. 11 was
an amiahle and yet very persisiemn
and present corversation

we never asksd but were simply
inld: they started kllling Banda
peopls who didn't wanl o wark

in the nuitmeg planiations. Those
who could mm away o Malag K,
from whene 1he stale-run feroy
wonld soon return and pdek us

up. We're from many differem
places, the P, or mosher, @i our
homestay 1old us—from all the
isfznds arosind here, and lava and
Sumatra. "Mongrels®, acconting v
Wallace, In the charming langusge
af the day. Indentured labour in
soyme accownis, slaves in othera.
Whichever way you tell ik, here
are the descendants of (he people
trankporied o tend the nutmeg
pardiena. As for the Indigenous
Banda folk, "emigration” may nol
be the best word for thedr fighs,

W led pur pockets with sesda,
whilch we were tald ghould be
planied a3 soom as pasaible as
ihiey don't remakn vishle for long.
Somee people were taking almesady
sprouted plants ano the baat
We had eves for the incredibile
heauty of the valcanic islands
only as we were [eaving, from

a stunping vaniage- pednt on the
ileck al the [erry, a retired French
warking vessel sexing out (s last
days im the troqics, The neat sop
o ity rowte back to the centre of
Inslopesia was Ambon. We would
caich o plane there 1o Jakarta and
then Kuala Lumpur, And laier

[ would go 1o Manbstan,
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20th centuries.

Santhosh Kr. Sakhinala is a reseanch
scholar at the Centre for Studies
in Social Sciences Calcutta, who is
pursuing his PhD. He teaches Ant
History courses to the M7 stadents at the University
of Hyderabad as a Guest Faculty He studied at
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Suresh Jayaram is a visual artiss,
-‘ trained as an art histordan, arts
i;- administrator and cumtor from
L Bangalore. He taught Ant History at
Karnataka Chitrakala Parishat, Bangalore and was
its Principal from 2005 to 2007. He is the founder of
1Shanthiroad Studio, an international artist's restdency.
He is currently invalved in art practice, urban mapping,
archiving, curation and education. His keen interest
in environmental and urban developmental issues
influences his work,

Michelle Payne is a writer from
London, vE. She holds an ma
with Distinction in Coeative and
Life Writing and is author of four
puhhsh.:d books including Marianne North: A Very
Intrepid Painter (2nd ed. 2016). She has lectured on
North's life and work at The Linnean Society, Words by
the Warer literary festival, and Dimbola Museum and
Gallery.

Cam Sharp Jomes is Visual Ars
Curator at the British Library. Prior to
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) Museum as Project Curator and in
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Officer for the Joseph Hooker Cormespondence Project,
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Mark Watson is Head of the Major
Floras Research Progamme at the
Royal Botanic Garden Edinburgh,
where he specializes in plants from
China and the Himalayan region, espedally Nepal.
His interests include the history of natural history
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discoveries of early collectors,
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curator with over 15 years' experience
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from Jawaharlal Nehru University, and Tisch School
of the Arts, Nyu, With a focus on human-nonhuman
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Global South Fellow at Wadham
College, Ruskin School of Art and
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expertise lies in global modemism and contemporary
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and teaching interests also include: documentary
art practices, film and new media; planthuman
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and science fiction.

Sunoj D. trained as an amist at
the Kamataka Chitrakala Parishat,
Bangalore. His solo exhibitions
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Tense (Zilberman Gallery, Istanbul, 2018) and
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Sunoj currently lives and works in Parudur, Kerala,

Rohini Devasher is a painter and
printmaker who works with a variety of
media including sound, video, prints
work has been shown at the 7th Moscow Biennale, Kochi
Muziris Biennale, Spencer Museurn of Art, Usa, z¥M
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others. She has had solo exhibitions at the Bhau Daji Lad
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| Meena Subramaniam is a self taught
artist residing near Periyar Tiger
Reserve, Kerala, Her focus is entirely on
the flora and birds of the Western Ghats
and Himalaya. She has published her works in EarthLines
Magazine, The Indian Quarterly and Sanctuary Asia, Her
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artist, currently working in Jaipur,
India. A graduate of the An
| Poundation Course, Rajasthan School
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of Ars, Jaipus, he works In watercolour, ofl, gouache
and tempera. His major solo exhibition was Enduring
Ferfection: Paintings by Damodar Lal Gurjer (Hunt
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of The Book Review

And enjoy reviews of more than 100 books
and articles on Children’s Books.

Me ="
BOOK
i

Mail to:
The Book Review
Literary Trust

239 Vasant Enclave, New Delhi-110057
www.thebookreviewindia.org
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INDIAARTFAIR
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Book your tickets now at
indiaartfair.in

NSIC Grounds, New Delhi § w B #indiaartfair



ESTD. 1933

u JEWELS & \, WORKS OF ART

The Taj Mahal Palace Hotel, Colaba, Mumbai
+91 22 66354777
www.gasdar.in
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natesan’s ANTIQARTS (MUMBALI) P. LTD.
MUMBAI = TRIVANDRUM = LONDON
mumbai(@natesansantigarts.com

www.natesansantigarts.com




PUNDOLE'S

AUCTION

Open for Consignments

AN =] Ff! I\ ‘
GEORGE KEYT 1601 - 1933

Frama, Ol on canvas, 1856, 34% = T6% . (87 = 42 om.)

Estimate ¥12.00,000-18,00,000
Sold tor F42,00 000D

Hamilion Howsss, B W Heretia Marg, Baltard Estate, Murmsai 400033
T +81 22 61146464 | F 491 1) 47618473
khorsted@oundoles com +871 $8750697 107
W LN OleS. 000

Fagrrimed e 955 [sdabhe Weors Bosd Yot 4000



Mellaiappar Temple, Tamilnadu.

Phsts | Clara Aswi




Mellaiappar Temple, Tamilnadu.

Prastis - S b ficakocsh Laleulipsanian ;




Gallerie Alternatives
102, DLF Mega Mall
Golf Course Road
DLF Phase I, Gurgaon

www.galleriealternatives.com
Opens 11lam-7pm (Tuesdays closed)

Tel: +91-124-4381439 Mob.: +91-9717396819 E-mail: contact@galleriealternatives.com
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——  FINEIEWELLERY

AN IMPORTANT PAIR OF COLOMBIAN EMERALD & DIAMOND EARRINGS
DELICATELY SET WITH BEAUTIFUL FANCY YELLOW DIAMONDS

IN WHITE & YELLOW GOLD

+01 22 2285 6340 | heeramanecks@gmail.com
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Simryn Gill

Soft Tissue
16 January—
2 March 2019
4 Ehierewmﬁmém
JH A\/El?l Mumbai 400 001

491 22 2202 1051
info{@jhavericontemporary.com

CONTEMPORAIRY



At Asian Art Newspaper

we love our print issue...

..ideal for home birds and those

that like to relax, think, and dream

However, sometimes you will want to read on the go...
50 you can read our digital edition online or any device
Our newsletter is blooming, so join the group
to keep up to date
And join us on Facebook, Twitter and Instagram
to keep the conversation going

SAVE 25% ON A PRINT EDITION
email info.asianari@btinternet.com quoting Marg18
Find a wealth of articles covering all Asian art
in our large archive, as well as articles from the
current issue on line at Asianartnewspaper.com

aslanartnewspaper.com
A G
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For mare information visit www.spbiodiversitygardens.com | You can write us al info@spbiodiversitygardens.com

@) @spnativebiodiversitygarden ﬂ @NativeBiodiversityGarden L @nbg_alibaug
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Visit the Shapoorji Pallonji Native Biodiversity Garden and
marvel at 60,000 plants from over 530 native species!

ATTRACTIONS:

* Explore 17 different thematic sections, including medicinal, wetland and kitchen plants
* Learn the history and mythology of local fauna at the interactive kiosk

Have fun with nature: make music with bamboos or go butterfly spotting

Understand how the eco-friendly garden works using solar power and drip irrigation
View installations and artworks made from recycled material

Check out a special section on endangered species of the Western Ghats

Know more about horticulture and developing nurseries from our local guide

= ¥ » =

&

Native Biodiversity Garden, Open all days.
Next to Teenvira Dam, Mumbai-Alibaug Road, 9.00a.m.-1.00 pm.
Alibaug, Maharashira, 2.00 p.m.-4.30 p.m.



TACTILE ART

COVER ART: RAMLUL KLIMAR

DESIGM & ART MY THOLOGY
COVER ART: AMEON MITRA COVER ART. SEEMA KOHL

OVER ART. MADKY PARERH

SOLG LiIVISIEN
SOWER ART: PARVATHI NAYAR COVER ART. BANDEN GHITYAMN

MEWS ARTS THEATRE CiMEMA DESIGN ,"!1; E
ARCHITECTURE LITERATURE PHOTOGRAPHY

) s )
+07 44 421685100 werw, artsillustrated.in | L L U 5 T I:E AT i: D
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Delbi Durbar

o PP fer r.lr.'I'-"-'J:l..ﬂ Haalslle fiL el |'.!||.J'|J|||I|I Iriilfad

BIRDHICHAND GHANSHYAMDAS
] A 1 1R

Jubpur ; ¥, Lakshmi Complex, M. | Road, T:-91-141-237%32H, papuribirdhachand com
[elibd ; 13 21, Delfonce Lalesmy | My Apysaimbmsear], 1490 [ =300] 1SO20, &0 13624, debhibivdhichamil. com

www bindhichanit coemn



Bharatatil
Pakshi

Translated by: Arun Joshi

One of the most popular publications of the BNHS,
with over a million copies sold since it was first
published in 1941, The Book of Indian Birds by

Dr. Salim Ali is now ovailable in Marathi. The book
covers 538 birds illustrated in colour and fully
described, and gives an account of nest and nesting
behaviour, flight, bird migration, and

birdwatching, among others.

To book your copy contact:

Central Marketing Department
Bambay Matural History Soclaty

BOHS o Ao o s, Now Available
= ek Mumibiai 400 001, Maharashtra, India.
Tel: (91-22) 2282 1811, (91-22) 2202 S481/82,
E-mail; cmdi@bnhsorg, Website: www bnhs.om

IN ACHILLES’ FOOTSTEPS In AChilleS,
Footsteps

ADVENTURES WITH THE INDIAN EAGLE OWL

Eric Ramanujam

In Achilles’ Footsteps: Adventures with the Indian
Eagle-Owl (IEQ) is an account of Eric Ramanujom’s
long journey with the IEO in and around Auroville,
Puducherry. The book dwells on the ways of the IEG,
its prey base, its associotion with its own and other
species, its nesting and breeding ecology. Written
lucidly, this scientific biography will be of interest to
both the casual reader and serious researcher.
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KUMKUMADI
MIRACULOUS BEAUTY FLUID

26

ANTI AGEING
SKIN BRIGHTENING
NIGHT TREATMENT
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anywhere in the world
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Shrujan

Since 1969

Mumbai Ahmedabad Kutch

Krishnabad Building, I, Gala Business Centre, Behind GEB Sub-5Station, LLDC, Bhuj-Bhachau Road,
43 Bhulabhai Desai Road, MNavrangpura, Post Bhujodi, Ajrakhpur,
Mumbal - 400 026. Ahmedabad - 380 009, Bhuj-Kutch - 370 020. Bhuj-Kutch - 370 105.

www, shrujan.org
www. facebook.com/Shrujanindia
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LLDC, Bhuj-Bhachau Road, Ajrakhpur, Bhuj-Kutch - 370 105, www.shrujanlldc.org » www.faceboolocom/LLDCShrujan




THE INDIAN QUARTERLY

A literary and cultural magazine

FICTION

Sarim abwreg | fie £ Pagapharn

JHlll i

Essays Art & Culture Features Fiction & Poetry Photo Essays

Indianquarterly.com

Facebook: ThelndianQuarterly | Twitter: @IndianQuarterly



Conditions
of
Inflrmlty

e 25 November 2 Btﬂ?ﬂbruarylﬂ’lg' "

All days 1 mhmﬂpm
at

The Guild, Alibaug

Catalogue essay ‘The Uncertain Body
£ by Prof. Parul- Dave Mukher;ji

The Guild

e r%‘:’r}rﬁ-#?
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CH AND BEGUM [ Indian, Islamic Art &_Jewellery

A Rare Carved Jade Povwder Hom
18eh Century, Mughal India

Provenance : Excollection Dianiel Pasgrinsasid, Paris.

wiwsnchandbegum net
info@chandbegum nat
Telephana: +81 11 26861164
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e Threads

<, Textilesin
2. Contemporary Practice

) Connecting

A Dube Siencs Food Widding. 1353 Fom B ooliectoen of Desi A Frusdrton . mage obumssy Dol Bt Boundation.

-
Lurated by Anita Dube Manisha Parekh Rakhi Peswani
Tasneem Zakaria Mehta Anju Dodiya Monali Meher Reena Saini Kallat
& Puja Vaish Archana Hande Milirma Shefkh Shakuntala Kulkarni
Desmond Lazaro Faula Sengupta Sharmila Samant
Lavanya Mani Priva Ravish Mehra shezad Dawood
2 Dec2018-17 Feb 2019 Manish Nal Pushpamala N

Ve r Mot liptal Bhossle Udyan (Rand Baogh, 9108 Dr Batrasaheb Ambedkar Rosd Byoulla (EL Munbm
10 @&t - 530 prn | Closed Wedmesday | T +91 73 1373 12754 | wishw bdlimlseumoong {ﬂ-‘l‘.ll.ﬂmmuru I.Elllbdlrnduunrl @-:bulmmwm



[ TLESTLE]

For articles and updaotes find us on
www.lakeonartmagazine.com
www. facebook.com/takeonart

ONE YEAR (ZIESURS) INDIA= T 8060 UE == 80 UK == £30 Europe ** 438 HE ** §360
TWO TYEAR (4 IRSUES) INDIA Tt 10040 Us == g1oo UK == g80 Europs *= €88 HE == 5§88
] o reperapr——— sEera Gan Crpwpee Clgsgess  apspe s Br e rgtisny m ks Ty Twpresgs Bubsrpnmn Ged chptpes hass ey ot i (e gl g
Date of Bubecription Subacripiion How Eeanswal

SURSCRIFTICON

FIRET NAME LAST NAME :
ADDEESS

CITT/ETATE/ZIP E-MAIL
COUNTREY FHONE

Enslessd |8 my chegue / Bank drall (Rupess anly)

Paeyahis 10; Take on Art Publishing Pvi. Lid

Mlail to: Take on Al Magagine, F 208 First Floo:s. Lado Jarad

Naw Dalki 110030, Feene «@1-11-€0701111

E-mail: taksanartsubscribe{gmail. com / mksenarimagiBgmail com Signansre



A trip to Santiniketan

Sunrise Sarntiniketan 48 % 66" = Ohl on carvas

Sanjay Bhattacharyya stepped on the ground of
Santiniketan for the first time in 1989, From Bolpur
station, traversing across Ratanpalli, beyond Shyambati
on the other end of the canal, he reached Boner Pulkur
Danga.a santhal village. Having been raised in the city,
Sanjay's eyes saw for the first time the mud-huts,the
paddyfields, the lotus-pond and the reflection of the
setting sun in a placid pond. With these memories he
returned to Kolkata and thereafter went to Delhl. After
a few exhibitions with other themes, his heart returned
to Santiniketan. Not once, but many a time, in canvas
after canvas, capturing the green and white lotus pond,
golden green fields extending in to the horizon,
silhouettes of palm trees against the pink sky and the
reflection of the sun's molten gold in the deep blue
water of a pond. Having emerged from the mechanized
life of the city, Sanjay is now a worshiper of the
unbounded earth.

-Arijoy Bhattcharya

This palnting is In collection of Gallery Artistminds



GALLERY ARTISTMINDZ
presents

An artist in the making
Sanjay Bhattacharyya’s
early watercolours.

|ncreasing populanty of
landscape as a category and
watercolours as a medium, we
have artists like Sanjay
Bhattacharyya with
commendable mastery of both
oil and

watercolours.

Krishna Chailanya

April 10, 1988
New Delhi

Deophar 1981-12° X 15”

fayantilal 207X 147
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Kolkara 1981 - 10° X 16"

Sanjay's early watercolours were marked by his
pristine thirst for the fleating light and colours of

the city in a wide range of moods. His watercolours
sing about the magic spell of the City of Calcutta he
comes from. He had been under its spell since the
very

beginning of his student days.

Santo Datta
January 30, 2005 New Delhi

GALLERY A_RTISTMINDZ

Flot P 1064 = 105, lavadey Bihar
Bhubianeiwar 75013, Khurda, Oditha, India
Ted: +91 EF4-2062636 Mobe 0-BOT7200000
Email: aruni@aetistmirdL.oom

infoEaniaimindz. com

The venue and dates are to be anounced these
watercolurs are for the purpose of viewing and not for sale,

Classroom 16" X §°




ART/ndia

THE ART NEWS MAGAZINE OF INDIA

A DYNAMIC INTERNATIONAL WVISUAL ARTS QUARTERLY
specialising in painting, sculpture, installation, design,
architecture, photography, public art and new media. Now In its
twenty-third year of publication, the magazine has established itself
as the leading forum for understanding visual arts in the country.

ART froid i

Art India Publishing Company Pvi. Lid,, Jindal Mansion, 5-A . Dr. . Deshmukh Marg, Mumbai-400026.
Tel: 022-42861061/24337127 | E-Madl: arlindia infoigmail.com | Websile: www.arindiamag.com

Like / Follow ART India on:

[I @artindiomagazine 'l @artindiamogozine @artindiamag

Art India available on Wg 2220



Atul Dodiya
Seven Minutes of Blackmail

January 16 - February 21, 2019

Chemould Prescott Road

CEETPRTANTT A R

Saven Mirutes of Blackmall (detsl) | 2017-18



@ TRUSTED

BY MILLIONS

' SAILTMT
= ' * Earthquaoke Resistant « Also ovaoiloble in High
¢ Corrosion Resistant « Good bonding with Cement
« Life of every construction .
SAIL IYOTI | /

. L - Light weight but strong //

77
SAIL PLATES

= Availoble in thicknesses of 6 to 120 mm from
multi-locotionol manufocturing focilities 4
. = High strength and Durability o
~ * High Formability * High Tensile Strength F
e = Resistant to Atmospheric corrosion
SAIL RAILS
« Supplier to Indion Railways - Rail production copacity of
2 million tonnes per annum

* Capable of producing 130 metre Rails - longest in the world.
« Facility for Welding to produce 260 metre rails.

New eo
Structurals Available
Wide Paroitel Flonged Bemme
wid Wi A zhvzgr fames
STEEL AUTHORITY OF INDIA LIMITED ;
There's a little bit of SAIL in everybody's life
REGIOMNAL OFFICES -
NORTHERR REGION: EASTERN REGION: WESTERN REGION SOUTHERN REGION
17th Hom, North Tawer, Com-1, lspai Bhavan Tin Mstrapaliian Ispail Brawan
SCOPE Minar, Laarm Magar Diatnc) Canne 40 Jawasharlal Nelou Road Bih & Sth Foers, Eandra-Kurls Complae 5 Kndambakkam Hagh Hoad
Dl - 1100 0¥ Kolata -~ fOD DT Bardra [Fasih, Mumba - 400 051 Chennai - GO0 034
Emml 10t rrnrigisail stael. cam Emadl |0 srvar@aml-sieel cam Ermail BJ; mmweri@zail xtoel com Email B0: rmsrBsml-siesl com
Tal. Nox: 01122441825 Tl Nea: 013327888556 Tol. Nos: D22 28671827 Tel Nos: (4428285001
i -Z2421 201 3% FBR20Es 02226571818 . 2285002

Please visit : www.sail.co.in
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¢ BHARANY'S

EXQUISITE JEWELLERY & FINE JAMAWAR SHAWLS

14, Sunder Nagar Market, New Delhi - 110 003 | Contact: +91 11 4351 8755, 2435 3957

Fax: 491 11 2435 3081 | E-mail.: mail @bharanys.com
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india s Most
Preferred

D-C RAFTED PUXURY

Cutch the spotlight 8f every party I.ihum_-pn with statement jew Mayrathan Jewellers®
i m[lu:ﬁuu Featirin : ting designs, think
cr ‘E.-nnliﬁ with your

SIMNCE 1954

NAVRATHAN

bwerylling youw breasure

For more information visit: navrathan.cam

FLAGSHIP STORE: # BT, 15t FLOOR, MG ROAD, BANGALORE — 560007, PHONE: 491 (G801 2558 4346, 491 (080) 40913169
layanagar. # &, 13rd CROSS, &t BLOCK, IAYANAGAR, BANGALDRE — 560017, PHOMNE: +91 (0800 4542 5500, =497 (D80 £9425550
Rajajinagar: # 120, 12th CROSE, Ind S16GE, WEST OF CHORD ROAD, BALUMAGAR, BARGALOSE-5H0080, PHOME: 91 (DB 67217600, <97 (201 1227659
NEW DELHI: Khan Market; & 374, KHAN MARKET MEW DELM — 1710003, PHONE: =97 ¢071) 4912 40895, 91 5314392195

Toll Free Mo: 1800 102 3236 Email - qu@-naumlh.an COm

:fj i navrathanfewelbers _,‘ o Navrathankbowell 'ﬁ_ll@n.rumharﬂ?ﬁl _.E]_ navrathamjewellers

Diamond |  Platinum | Gold | Antique | Silver
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SOUTH ASIAN ART
CLASSICAL, MODERN AND CONTEMPORARY

ONLINE AUCTION
(NO BUYER'S PREMIUM)
APRIL 2019

F.M. Soua La Place: Town Sqisee

A sale of dassical, modern and contemporary paintings and sculptures from the Indian subcontinent

NOW ACCEFTING CONSIGNMENTS

ARTIANA | Somoutomscn

-I-HHEB‘EE!IB:I

www. artiana.com



* FlexiPay scheme for buyers at
our auctions

*= Bespoke solutions for consignors
and collectors

* Fast decisions and quick disbursals
# Flexdbhe tenors and repayment options

» No early exit fees payabie

ARTIANA
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ARTIANA

FINE ART
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WWW.jaipurgems.com
Maobile +91 81080 41000

Mumbai - Chennai - Coimbatore - Dubai.




The New Great Eastern Mills
25-29 Dr. Ambedkar Road
Near Rani Baug

Byculla, Mumbai 400 027

M. +81 9769531626

T. +81 22 65542300

E. ninefishartgallery@gmail.com
www.ninefish.in

-

NINE FISH

Art Gallery



