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Newsletter        No 67 Autumn 2021 
 

 

From the Chair 
 

The SSAH Committee is looking forward to 
seeing you at the events that we have lined up for the 
rest of 2021 and beyond. 

Since the last edition of the newsletter, the 
Committee hosted the event ‘Felt Events: Ilana Halperin 
In Conversation with Catriona McAra and Contributors’ 
on 20 September, in association with the Museums of 
the University of St Andrews as part of the programme 
for the Association for Art History’s first annual Art 
History Festival. The event celebrated the forthcoming 
launch of the publication Felt Events (The MIT Press and 
Strange Attractor, 2021) which explores the multifaceted 
conceptual practice of the artist Ilana Halperin. 

Upcoming events include an online ‘Best Laid 
Schemes’ event on 30 September that celebrates the 
reopening of museums and galleries in Scotland, and an 
online talk about Robin Philipson on 23 November. ‘Best 
Laid Schemes’ will feature presentations about the 
challenges of redevelopment and exhibition planning 
amidst a pandemic. Further information about these 
events is provided later in this newsletter.  

Work is underway for the publication of several 
papers from our study day for 2021 on ‘Art, Landscape 
and Space’ in the Journal of the Scottish Society for Art 
History, which will be launched in November. We are also 
busy organising our 2022 conference on Scotland and 
Japan and we will announce details about it later this 
year. 

Thank you for your continuing support and we 
look forward to seeing you online soon. 
 
Claire Robinson 
 

SSAH Research Grants 

 

SSAH promotes scholarship in the history of 
Scottish art and art located in Scotland. To facilitate this, 
we offer research support grants of up to £400 to assist 
with research costs such as fees for the provision and 
licensing of images, and travel and accommodation 
expenses. We do not fund attendance at conferences, 
hire or purchase of equipment, or subsistence. 
Applicants must be working at a post-graduate level or 
above and should either be resident in Scotland or doing 
research that necessitates travel to Scotland. 

Recipients will be given a one-year free 
membership of the SSAH and will be asked to write a 
report for the SSAH newsletter, explaining how the grant 
was used. 

Please download the guidance notes for more 
information. A link to these notes can be found in the 
grants section of our http://www.ssah.org.uk website. 
Successful applicants should submit a completed claims 
form with their receipts. 
 
To apply please send via email: 

• a cover letter 

• current curriculum vitae 

• a brief project description (300-500 words) 
specifying how the grant will be used and how it 
relates to a broader research agenda 

• a budget 

• the name and e-mail address of one reference 

Please note that the deadline for grant applications 
is 31 October 2021. Applications must be sent 
electronically to our Grants Officer at 
scottishsocietyforarthistory@gmail.com. 

http://www.ssah.org.uk/
mailto:scottishsocietyforarthistory@gmail.com
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SSAH Upcoming Events 

 
Best Laid Schemes 
Online talk by museum curators and other professionals 
from Scottish museums and galleries 
30 September 2021, 6:00 – 7:15 pm 
 

Across the country, museums and galleries 
were forced to close during the pandemic. Many had 
exciting plans for redevelopment which had to be 
put on hold. Others planned to re-open with major 
exhibitions whose dates have had to keep changing. 
In this special online event, we will hear from 
curators and other professionals from four of 
Scotland’s leading museums and galleries, who will 
share their plans for the future and the challenges 
that the pandemic has brought in trying to realise 
them. Our four speakers are: 

• Patricia Allerston, National Galleries Scotland – 
on the Celebrating Scotland’s Art project at the 
Scottish National Gallery 

• JP Reid, Culture Perth & Kinross – on the plans for 
the new museum in Perth City Hall  

• Shona Elliott, Aberdeen Archives, Gallery & 
Museums – on the redevelopment of Aberdeen 
Art Gallery 

• Neil Bristow, Renfrewshire Leisure – on the 
redevelopment of Paisley Museum 

The event will be chaired by Matthew Jarron, 
University of Dundee Museums and it will take place 
on Zoom. Participants will be sent a link beforehand. 
Places must be booked in advance via 
https://www.eventbrite.com/e/best-laid-schemes-
tickets-172905433807 
 
 
A ‘magician of the brush’: the many lives of Robin 
Philipson 
Online talk by Elizabeth Cumming 
23 November 2021, 6:30 – 7:30 pm 
 

As painter, art schoolteacher, and the President 
of the Royal Scottish Academy for two decades Sir Robin 
Philipson (1916-92) played a central role in the 
development of the Edinburgh School. In this online talk, 
Elizabeth Cumming will discuss the range of his 
achievements and ask if he may be regarded as a 
modernist.  

This event is for SSAH members and it is a chance 
for us to get together on-line in the more friendly 'zoom 

meeting' format. Questions and discussion are welcome. 
To register, please visit the following site: 
https://www.eventbrite.com/e/a-magician-of-the-
brush-the-many-lives-of-robin-philipson-tickets-
170179434269. Booking will close at 6.30 pm on 22 
November 2021. Thereafter members are welcome to 
email Alice Strang on alicecurator@gmail.com to receive 
the link to attend. 
 

 
 

Robin Philipson, Brenda: Spring Portrait, 1951  
Oil on canvas. Photo © Antonia Reeve.  
Private collection. © The artist’s estate. 

 
Elizabeth Cumming is an Honorary Professor in 

the history of art at Edinburgh University. She got to 
know Sir Robin as curator of the Edinburgh City Art 
Centre in the 1980s, and her monograph on him was 
published by Sansom in 2018.  

 

https://www.eventbrite.com/e/best-laid-schemes-tickets-172905433807
https://www.eventbrite.com/e/best-laid-schemes-tickets-172905433807
https://www.eventbrite.com/e/a-magician-of-the-brush-the-many-lives-of-robin-philipson-tickets-170179434269
https://www.eventbrite.com/e/a-magician-of-the-brush-the-many-lives-of-robin-philipson-tickets-170179434269
https://www.eventbrite.com/e/a-magician-of-the-brush-the-many-lives-of-robin-philipson-tickets-170179434269
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Robin Philipson in his studio c.1990 
Photo © Antonia Reeve. Private collection. 

© The artist’s estate 
 
 

Feature Articles 
 
Phoebe Anna Traquair’s Children’s Chapel  
By Elizabeth Cumming, independent art historian and 
curator 
 

Following the review by Julia Alexandra Mee of the 
online event ‘ Prelude to Inspiring Women Artists’ (SSAH 
Newsletter issue 66) this article offers a more detailed 
history of the children’s hospital chapel decorated by 
Phoebe Anna Traquair (1852-1936). It is a remarkable 
one whose history straddles a decade and two buildings.  
In April 1885 Traquair had been approached by the 
Edinburgh Social Union (ESU) to decorate a disused coal 
store at the Edinburgh Hospital for Sick Children, then 
located at Meadowside House in Lauriston Lane (a site 
now occupied by Quartermile) to serve as a chapel of 

rest. The store was small and dark, with the gloom 
relieved only by a roof light. Nonetheless, the hospital 
ladies’ committee hoped that it could become ‘a suitable 
place where the bodies can be left reverently and 
lovingly for the parents before the burials’. Herself a 
mother of three, Traquair gladly accept the commission. 
The first of over twenty murals the ESU commissioned 
for hospital wards, schools and children’s shelters, it 
would be also the only one given to a woman artist. It is 
also the sole survivor of all the ESU decorations. 
 The room would have been prepared in 
accordance with her wishes, its walls freshly plastered 
and painted light and dado panelling installed. Traquair 
imagined her new chapel as an immersive space. It was 
made to comfort parents, wrapping them in uplifting 
Christian ideas expressed through art; not for her the 
simple decoration of a single wall although a surviving 
photograph of Motherhood, which filled the north wall, 
indicates this may have been her first impulse as a 
contained, contemplative focus for the entire space. 
Motherhood was soon joined by individual panels on the 
other three walls, The Cup of Life on the west wall, a 
small Crucifixion on the east, and Three Angel Powers 
next to the entrance door on the south, plus a few other 
small panels. We know she painted these first as several 
were photographed with their plain plaster surrounds 
clearly visible (collections of the National Library of 
Scotland and Marchmont House, Marchmont Farms 
Limited). 
 

 
 
Crucifixion (1885-6) painted on the east wall 

of the first chapel 
Photograph © the author. Collection of Marchmont 

House, Marchmont Farms Limited. 
 



 4 

These first (1885 and early 1886) paintings 
indicate Traquair’s wide and lasting cultural interests. 
She had obviously studied reproductions of Byzantine art 
and Renaissance painting, and by then was copying 
medieval manuscripts both to learn technique and to 
assess how past minds had interpreted the Bible. In 
sourcing these she was largely helped by Gerard Baldwin 
Brown, the first Watson Gordon Professor of Fine Art at 
Edinburgh University, a man who became much involved 
in the ESU. It is little wonder, then, that he would review 
her chapel in The Scottish Art Review in 1889 and refer 
to the murals as ‘a piece of illumination enlarged’. This 
phrase hints at her working process as much as her style. 
At this date she had started her long-term illumination of 
the Psalms of David (National Galleries of Scotland and 
private collections), and a rescaling of her illumination of 
Psalm 34 framed Motherhood to left and right. It was 
presented essentially as a maestà, the Virgin and Child 
seated ‘in majesty’ with attendant angels. It seems likely 
that she took her own illuminated vellum sheets into the 
chapel to copy on to the wall. To either side of the central 
section, angels support grieving mothers or receive child 
souls. 

Other panels show her passion for a decorative 
Pre-Raphaelite approach. In Three Angel Powers she also 
introduced the idea of the journey of the soul or spirit 
which would become a key subject in a long career. Her 
‘Powers’ hold globes which contain miniature scenes of 
life’s trials, while the beautiful angel of The Cup of Life 
(see SSAH Newsletter issue 66, page 6) provides the key 
to everlasting life – the pair of figures to the left yearn to 
drink of life while those on the right, having drunk fall 
dead – but in body only, according to Traquair notes 
given to the hospital. Never fainthearted in her ideas, she 
framed her panel in a decorative border of the worms of 
death and decay.  

Traquair worked always with a text to mind, and 
Motherhood and The Cup of Life both have biblical texts 
written below in gold edged in black and set against red, 
thus contributing to her early ‘manuscript’ style of 
working. But she also brought her imagery into the 
present day: her ‘Powers’ are edged to the right by 
portrait heads representing fifteen great men from 
writers Carlyle and Ruskin to artists Blake, Rossetti and 
David Scott, all presented in the lunette manner of 
manuscript illumination. It was an idea which appealed 
to her and predates the tiny portraits on the frame of The 
Awakening (1887, Aberdeen Archives, Gallery & 
Museums) and the many portraits filling her murals at 
the Song School of St Mary’s Episcopal Cathedral in 
Edinburgh (1888-92). 

Modern Edinburgh life was also introduced in two 
sections. One tiny panel above the entrance door 
focused on the hospital itself with a sick child guarded by 
angels and a line of miniature portraits of the hospital 
directors. Tucked at the south end of the east wall she 
included a scene inscribed ‘For so He giveth His Beloved 
Sleep’ which may be interpreted as a narrative of death 
or sleep. Showing an exhausted embroiderer at her 
frame, supported by an angel, it is a translation of 
Rossetti’s published image of St Cecilia. It is also a 
personal image, for through the window beyond was 
seen the Borders landscape with the Leaderfoot viaduct 
making it first appearance in her art. Given this setting 
(the Traquairs sometimes holidayed in Melrose) and 
relatively low-key prominence, the embroiderer is as 
likely a self-portrait as much as a symbol of mothers’ 
home art. 

The remaining west and east wall spaces were 
occupied by two pairs of white-robed angels each set 
within an arch canopy. Immediately above the dado a 
painted border united the entire decoration. It contained 
a ‘serpent of death’ border motif running anticlockwise 
round the room, interwoven with tiny ‘comet’ souls 
inspired by Rossetti’s poem The Blessed Damozel where 
he wrote of ‘souls mounting up to God like thin flames’. 
Released into life by the hands of God at the west edge 
of Motherhood the souls were single-headed, becoming 
double-headed as they gained in wisdom before 
returning to God. The two pairs of God’s hands were tiny 
but even such minute detail had deep meaning.  

Following a typhoid outbreak in 1890 the Sick 
Children’s Hospital closed, and, after a period in 
Morningside, in 1894 moved to a new site and building 
designed by George Washington Browne in the Sciennes 
district of south Edinburgh. The old hospital was 
demolished and the Royal Infirmary expanded west. 
However, thanks to a petition supported by Traquair 
herself, the abandoned chapel was saved for several 
years, standing isolated like a small shed containing 
hidden art. Finally, in the winter of 1895-6, the task of 
removing and transporting the murals round the 
Meadows to a new chapel began. There were significant 
logistical and technical difficulties; some of the panels 
with their old building bricks still attached were 
successfully moved by horse and cart and installed, while 
others disintegrated. Removing murals nowadays goes 
against conservators’ professional code of conduct in all 
but extreme cases (such as following an earthquake), but 
the 1890s was a different age.  

It seems likely that Traquair discussed the new 
room with its architect in some detail as she wished the  
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transferred panels to be placed in accord with their 
earlier positions. The exception to this was the ‘Beloved 
Sleep’ panel which she had retained (National Galleries 
of Scotland). Today these older panels can be spotted 
quite easily as over time there has been some movement 
with cracks and also some paint loss at their edges shows 
them clearly. However, as the new mortuary was both 
larger, there was also the opportunity to modernise the 
decoration. Her art had moved on. Reconsidering her 
imagery, she took her ‘Beloved Sleep’ panel into the 
chapel and copied it below the embedded Crucifixion 
which she had had raised on the new east wall. Above 
both she provided a new decorative Tree of Life of 
pomegranates and carnation. As the room had both 
higher and longer walls, she also sensitively softened the 
setting for her Motherhood panel, adding Italianate putti 
and child souls at play and, as a central motif, an angel 
tenderly welcoming a little child soul to heaven. 

 

 
 

East wall of second chapel painted 1897-8 
Photograph © Diane Holdsworth 

CC BY-SA 4.0, Wikimedia Commons 
 

This 1890s chapel was also modernised with a new 
subject: the Six Days of Creation. Its narrative from 
Genesis is told twice over, using six red-winged Blakean 
seraphim whose feet dip into lunettes describing the 
stages of Creation; their background is a horizontal 
layering of the days. Fish swim, birds fly, sheep and a 
tiger step out. Mankind is represented by portraits of Dr 
Ramsay Traquair, the artist’s husband, and their teenage 
daughter Hilda. All are presented in a colourful, simpler 
and more childlike style. After all, this chapel of rest is a 
memorial of children – and with its wonderful menagerie 
it could also now comfort families. In addition, a verse 
from Psalm 23 now circled the top of the walls. This 

reincarnated chapel, including Traquair’s restoration of 
transferred panels, was completed during 1898. 

The little chapel continued in use until quite 
recently but it has had a chequered history in the last half 
century. In the 1970s the hospital proposed to paint out 
the murals as some visitors found them distressing. The 
religious themes they provided were not always 
considered appropriate although of course this ran 
against their original intention. Thanks to the 
intervention of Edinburgh art historian Giles Robertson, 
curtains were instead fitted to protect the murals. 
Awareness of Traquair’s art grew, and in 2015 Historic 
Environment Scotland raised the chapel’s listed status 
from Category ‘B’ to Category ‘A’. The room was known 
latterly in the hospital as ‘the Traquair room’. 

Since this spring Edinburgh has had a new 
children’s hospital at Little France, next to the Royal 
Infirmary. The entire hospital site at Sciennes has been 
sold to the Downing Group developer. Consideration 
now needs to be given to future uses for the mortuary 
building, and to ownership options. Talks between 
various heritage bodies and the local community have 
been underway for some time, and tight controlling 
conditions set for the demolition of any buildings close 
to the mortuary set by Edinburgh Council. The latest 
twist in this story is that Downing is currently offering the 
hospital site for sale – apparently minus the mortuary 
building which they have said they intend to conserve. 
However, discussions regarding longer-term use and 
ownership continue and only time will tell what the 
future will be for this small jewel of an Arts and Crafts 
interior.  

 

 
 
North wall of second chapel detail showing transferred 

Motherhood panel (1885) and putti with child souls 
(1897-8). Photograph © Diane Holdsworth 

CC BY-SA 4.0, Wikimedia Commons 

https://creativecommons.org/licenses/by-sa/4.0/
https://commons.wikimedia.org/wiki/File:Royal_Hospital_for_Sick_Children,_Mortuary_Chapel_Murals,_Edinburgh_15.jpg
https://creativecommons.org/licenses/by-sa/4.0/
https://commons.wikimedia.org/wiki/File:Royal_Hospital_for_Sick_Children,_Mortuary_Chapel_Murals,_Edinburgh_14.jpg
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Escaping the Everyday: Kellie Castle and the work of 
John Henry Lorimer 
By Antonia Laurence-Allen, National Trust for Scotland 
 

In anticipation of the exhibition Reflections: The 
Light and Life of John Henry Lorimer 1856-1936 at 
Edinburgh’s City Art Centre - opening in November 2021 
– the following article takes a brief look at the influence 
of Kellie Castle on the work of this Scottish painter. 
 

 
 

J.H. Lorimer, Any Port in a Storm, 1893 
 National Trust for Scotland, Kellie Castle 

 
John Henry Lorimer built a career as a portrait 

painter and was renowned by the 1890s for his romantic 
genre scenes, composed using the interiors and exteriors 
of Kellie Castle. As illustrated in his painting Any Port in a 
Storm, Kellie was a haven from the whirlwinds of urban 
living. In 1899 a critic suggested that, because Lorimer 
was born in ‘romantic Edinburgh and living for many 
years in an exquisitely tasteful and delightfully empty old 
Scotch castle, his eye seems to have acquired from 
childhood the sentiment of artistic proportion and 

harmonious colouring…’ (S.C. de Soissons, ‘John Henry 
Lorimer and His Art’, The Artist, Vol. 25, No. 235, August 
1899, page 113). Despite the stereotyped overtones of 
this assertion, it does tell us how significantly Kellie (the 
Scotch Castle) contributed to both the success and 
limitations of his work. Kellie provided him with a gentle 
sentimental subject matter that pleased consumers and 
critics, but it also catered to his default desire to retreat. 
As he gained success, his sister Louise commented in a 
letter to her mother, ‘I do think he [JHL] has greatness 
thrust on him in spite of his persistent burrowing’ 
(Lorimer Letters: Louise to Hannah im Thurn, 25 July 
1899, University of Edinburgh Special Collections.) 

A few miles inland from the fishing village of 
Pittenweem, Kellie was leased by John Henry’s parents in 
1878. It was a secondary estate owned by the Earls of 
Mar and Kellie. In 1878, John Henry was just turning 22 
and training as a professional artist in Edinburgh at the 
Royal Scottish Academy, having already travelled to 
France, Spain, and Portugal the previous year. He wrote 
to his elder sister Hannah while in Paris, musing, ‘I think 
the influence of surroundings is a good deal in art 
practice. With the Louvre I am delighted and mean to 
make that my headquarters!’ (Lorimer Letters: John 
Henry in Paris to Lorrie [Hannah], 8 March 1877). He 
would go back to study in Paris in 1882 and always 
remained popular with critics there.  

He secured a studio in London in 1890 but had less 
success achieving respect at the Royal Academy. Kellie – 
and ‘The Gyles’, a harbour house he restored in 
Pittenweem later in life – was a place of comfort. In the 
early days Kellie was filled with family. His sister Janet 
Alice (known affectionately as Polly) had six children, all 
of whom feature in John Henry’s paintings, as do the 
locals. However, latterly – especially after his mother 
died in 1916 – Kellie became a lonely place, its rooms 
emptied of the laughter of younger children and home 
only to John Henry, who took on the lease. This transition 
runs parallel to the meteoric early rise and slow decline 
of John Henry’s career, which was in active ascendance 
in 1878, when he arrived at Kellie for the family’s first 
summer and had plateaued by 1917.  

The oil paintings featuring Kellie span roughly 40 
years from 1879, after which he focused on watercolours 
and contemplative studies of both the landscape and the 
building; including the deeply introspective self-portrait 
he titled Le Peintre des Fleurs (rather than a painter of 
portraits). It is in this period that he became a member 
of the Royal Society of Watercolourists but his 
professional standing in the art world had faded. 
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J.H. Lorimer, Le Peintre des Fleurs [Self Portrait], 1923 
National Trust for Scotland, Kellie Castle 

 

In the beginning, John Henry viewed himself as an 
academic painter at odds with both London and 
Edinburgh Academies. He had learnt the importance of 
painting for the Salon in 1886, when he studied briefly 
under Charles Auguste Emile Durand - Carolus-Duran - in 
Paris. Duran’s art catered to John Henry’s escapist 
tendencies, being an illustrative mixture of poetry and 
reality, but John Henry had always felt uncomfortable in 
the public eye of the atelier process and pictured himself 
as an independent: ‘… in my opinion,’ he told a reporter 
some years later, ‘it is best for a painter to work chiefly 
by himself, otherwise he is in danger of unconsciously 
echoing the style of another artist’ (Anon, ‘An Interview 
with Mr. J.H. Lorimer’, Today, 22 Sept. 1894, page 199).  

He simply loved to work alone and found the 
ribald nature of collaborative working too intense. When 
he was first in Paris in 1877, he wrote to his sister saying, 
‘on no account will I go into Duran’s place…’ as he 
thought it a ‘vicious’ and competitive atmosphere 
(Lorimer Letters: John Henry in Paris to Lorrie [Hannah], 
8 March 1877). And, when he finally did go to work at 
Duran’s in 1886, he notes with anxiety that he had 
‘misgivings’, and was simply giving it a try as John Singer 
Sargent (1856-1925)  - whom he admired - had claimed 
Duran’s was ‘the best painting atelier in Paris’. He 
concludes: ‘[I] Felt very lonely and wretched but must 
stick to this for 2 months’ (diary of JHL, Paris, 30 March 
1886.) 

Despite this reticence to be part of the 
establishment, Lorimer cared deeply about the reception 
to his work. His paintings were well received at the turn 
of the 20th century. Hush (a painting of his brother 
Robert’s wife Violet and first-born son Christopher) was 
purchased at the 1905 Royal Academy Private view for 
£300 by Walter Scott, an industrialist based in Rochdale 
near Newcastle. Scott presented the work to the 
Corporation Gallery (now Rochdale Art Gallery) to mark 
the Jubilee anniversary of his local newspaper.  Scott told 
Lorimer that Hush was regarded by all as an example of 
excellence and donated to ensure ‘a work of outstanding 
merit’ could ‘set the pace’ and encourage others to give 
to the new municipal art gallery. ‘… my wife and family 
were exceedingly loath to let it go’ Scott remarked, 
continuing: ‘I was at the private view of the Royal 
Academy on Friday and was much interested in your two 
works there – both very well placed’ (NLS Acc 8695/128, 
Esther Chalmers Papers, (iii) Letters to J.H. Lorimer 1918-
1933: letter of 6 May 1907 from Walter Scott to John 
Henry). These two paintings were The Flight of the 
Swallows and Our Lady, Star of the Sea both of which 
received high praise from a writer for the Athenaeum’s 
review, who suggested Lorimer was one very few artists 
whose ‘calm breadth of vision’ and use of an ‘entirely 
modern colour scheme’ created work of ‘unfaltering 
perfection’ (Athenaeum, No.4152, 25 May 1907). The 
Flight of the Swallows was one of the first works acquired 
by the new Scottish Modern Arts Association and 
remains part of Edinburgh’s city collections today. 

The most resonant and successful of John 
Henry’s paintings reveal a considerable feminine 
influence. His mother, Hannah, filled their home with art 
and music, encouraging her children to draw, sew, paint, 
and play musical instruments. She saw the artistic 
potential in her eldest daughter (Hannah) and in John 
Henry, giving them both studio spaces in their Edinburgh 
home to explore their skills at an early age. It is telling 

https://artuk.org/discover/artworks/the-flight-of-the-swallows-93502
https://artuk.org/discover/artworks/the-flight-of-the-swallows-93502
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that John Henry’s portrait career starts with a small 
painting of his mother and then extends to his sisters, 
local friends and female cousins. Jeannie Grey, finished 
for and featured in the 1880 Royal Scottish Academy 
exhibition, includes his sister and cousin Harriet posing 
for a scene inspired by the Scottish ballad ‘Glenlogie’ or 
‘Bonnie Jeannie’. He completed a more formal portrait of 
Harriet (affectionately known as Harry) in 1882. 
 

 
 

J.H. Lorimer, detail of Harriet Palmer Lorimer 
[daughter of Tom Lorimer, John Henry’s paternal uncle], 
1882. Private collection. Image Antonia Laurence Allen 

with permission from owner. 
 

When illustrating his mother and sisters he is 
most especially loving. In 2015, the National Trust for 
Scotland was gifted an exceptional portrait of Janet Alice, 
which had passed down the generations to end up in an 
Edinburgh tenement flat owned by her great 
granddaughter. In the portrait, Janet Alice gazes down at 
her boy who is perched on a table by her side. She is 
wearing a satin and chiffon cream gown; her hair is swept 
up and softly frames her face. She is pictured as a 'Lady' 
of society, with subdued simple necklace of pearls and 
light chain bracelet. Her loving devotion to her son is 
captured with her gentle gaze and the reassuring way 

she holds his small hand. This is a sensitive portrayal of a 
sister and blends the English tradition of using 
portraiture to emphasise status and style with the Scots 
preference for informality. In these terms it could be said 
to be a truly British portrait.  
 

 
 

J.H. Lorimer, Janet Alice Lorimer with child, 1890 
National Trust for Scotland, Kellie Castle 

 

John Henry acquired a preference for working 
the canvas with smooth brushstrokes and softly blended 
colour to create atmosphere and movement. It is a style 
crafted from his years as a student under George Paul 
Chalmers (1833-1878) - who in turn was influenced by 
Dutch painters and earned the nickname ‘the Angus 
Rembrandt’ - and William McTaggart (1835-1911) - 
whose work tended towards the nostalgic landscapes of 
John Constable and the Romantic visions of William 
Turner. The 1890 portrait of his sister Janet has a 
romantic luminosity and rounded realism that tells us a 
great deal about the calm maternal force of the sitter; 
John Henry drawing skilfully with paint to achieve this. It 
is a style that recalls the portraits of women painted by 
Pre-Raphaelite artists John Henry admired like John 
Everett Millais and Holman Hunt - see Duncan 
Macmillan, ‘Light’ in Elizabeth Cumming (ed.), 
Reflections: The Light and Life of John Henry Lorimer 
1856-1936, Sansom 2021, pages 34-47.  
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If these artists helped John Henry craft a style, it 
was Kellie that furnished the imaginative settings for his 
subject matter. As well as the light that falls with grace 
along the plaster ceilings, shutters, and wooden floors, 
Kellie has layers of history that go back to the 15th 
century. John Henry gained intimate knowledge of 
Kellie’s interiors when his family started restoring the 
property in 1878. He helped recreate lost 18th century 
panels in the dining room, for example. Consequently, he 
often mixed and matched elements from various rooms 
when composing a painting. Paintings set in the dining 
room include Grandmother’s Birthday – in which John 
Henry has added the elaborate plaster ceiling found in 
the bedroom above - and Pot Pourri (1889) – in which he 
has suggested a turret stair can be seen from a side door, 
which it cannot. 

Pot Pourri suggests a family scene: John Henry’s 
mother (seated), Janet Alice kneeling (with the same hair 
style and gown seen in her formal portrait mentioned 
above) and another sister (either Hannah or Louise) 
standing with a tray of rose petals tucked under her left 
arm. Yet John Henry’s diary records this painting being 
completed over several years, using numerous models. 
In the summer of 1886 he starts the picture, then takes 
it to London in May 1887. Here, a young girl - Maud 
Bannister – models for the painting and a Miss Hayman 
stands in for one of the ladies. When he returns to Kellie, 
he asks a Miss Thomson from Anstruther to step in as a 
model (diary of JHL, Paris, 1 November 1888). The 
painting is finally finished in 1889, the year Janet Alice is 
at Kellie with her children.  

 

 
 

J.H. Lorimer, detail of Pot Pourri, 1889. Private 
collection. Image with permission from owner. 

 

Pot Pourri captures Kellie in its heyday as the 
Lorimers’ summer home, surrounded by 17th and 18th 
century plaster and panelled interiors that inspired their 
creativity and making. To encourage John Henry to come, 
stay and relax, his mother organised a studio space for 
him at the top of the north west tower. This had been re-
roofed, a skylight inserted, and a pulley added to a new 
west facing window to aid the removal and entry of large 
canvases. The studio was readied for his 23rd birthday 
and he wrote to his sister happily declaring: ‘It is a great 
success ...’ (Lorimer Letters: John Henry at Kellie to JAC 
[Janet Alice Chalmers] in British Guiana [Guyana], 31 
August 1879.) 

Many years later, he painted a late portrait of his 
mother in this studio. Commissioned by his older sister 
Hannah, it seems Mrs Lorimer was uncomfortable, 
suffering from the cold that seeped into her weary joints 
exacerbated by rheumatism. She was not inclined to sit 
for her portrait in the garden, or at the piano in the 
drawing room. John Henry then thought a ‘simple 
portrait’ in the studio would be ideal, and wrote to his 
sister Hannah: 

‘I thought then, what a long time it was since I had 
tried a simple portrait of her. We got arranged up 
in the studio, she with that long white muslin thing 
she wears, and her silver ornaments…I thought it 
a fine definite simple arrangement - sitting in that 
nice chair…leaning back, hands both resting on the 
arms of chair wh. [which] shows them well, book 
on lap (Morris chapter for the Stones of Venice) 
with white cover and pink ties hanging down, 
shagreen spectacle case and spectacles out on 
book wh. [which] is open, head leaning a little 
forward, so the colour is black and white with grey 
background, the spectacle case and pink ties being 
touches of colour, figure sitting to side nearly 
profile.’ (Lorimer Letters: John Henry in Edinburgh 
to Hannah im Thurn in Ceylon [Sri Lanka], 09 
November 1902). 

This is a fair description of the final composition, which 
has a bold presence with its sombre tones, 
uncompromising focus on ageing hands and face, and a 
highly controlled use of paint; flecks of white illuminating 
her jewellery and the special chair.  

What is fascinating is the response this painting 
earned from John Henry’s siblings, Robert being notably 
silent and the youngest sister Louise (who spent most 
time with her mother) voicing her disappointment at 
John Henry’s choice not to indulge in some artistic 
licence and capture their mother’s multi-faceted 
personality.  
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J.H. Lorimer, Portrait of Mrs Lorimer, 1902 
Private collection, on loan to Kellie Castle.  

Image with permission from owner. 
 

Louise praised ‘the simple manner’ of the portrait, 
recognising her mother’s ‘self-conscious’ nature and her 
"pensive" face; the ‘look’ that meant someone was in 
trouble! Yet, she continued in a letter to her sister 
Hannah, ‘surely, a painter ought to be able to generalize 
a little.’ What Caroline might be experiencing is 
disappointment, in seeing their mother diminished, or 
‘shrunken’ as she puts it in the letter. However, instead, 
she accuses her brother of being unable to capture a 
‘skilful map’ of their mother’s face.  ‘I think’, she 
concludes, that ‘this is really why J. [John Henry] is more 
successful with men than women, because men are on 
the whole less journaliere and variable in appearance 
than women so that a skilful map of them at any 
particular moment is more likely to be a success…’ 
(Lorimer Letters: Caroline Louise Lorimer in Edinburgh to 
Hannah im Thurn in Ceylon, 6 December 1902). This is an 
intriguingly sexist argument that holds little merit and 
perhaps comes from the grief of a child seeing the stark 
reality of her mother’s age. The comment, however, 
does reinforce the strong feminine influence in John 

Henry’s life; his sisters and his mother playing their part 
as confidents, critics, models, and patrons. It also 
underlines the lure of Kellie. It is true that the women 
that fill his genre scenes do not have journaliere, or the 
depth of the everyday about them, because Kellie for 
John Henry was a place where imaginary scenes could be 
played out. Even today Kellie is a place where you can 
forget the quotidian world and imagine yourself living a 
rather exceptional life.  

 

 
SSAH 2021 ‘Acts of Defiance: Exploring Protest Art’ 
webinar talks 
 
The following short articles provide insights into several 
papers presented during our webinar on Protest Art that 
took place on 15 May 2021. The event was run in 
partnership with the Public Statues and Sculptures 
Association. It explored the relationship between art and 
protest, and the role of art in confronting political, social, 
cultural and environmental issues.  
 
IMAGE LIBERATION FORCE: Curating young people’s 
protest in the National Galleries of  
Scotland’s Ruined exhibition, Scottish National Portrait 
Gallery, 12 June 2021– 9 January 2022 
By Robin Baillie, National Galleries of Scotland 
 

Ruined asks whether a National Galleries of 
Scotland outreach project can offer a platform for young 
Scots to resist the imposition of the past and thus 
reshape their historical inheritance. The Image 
Liberation Force outreach project (2016 – 2021) 
connected young people to the Scottish national art 
collection by inviting them to protest, by ‘taking over’ the 
artworks themselves. The unemployed participants 
‘detourned’ 19th century Scottish history paintings by 
reinterpreting them, revoicing them via greenscreen, 
and collaging them with their own artworks. They 
responded to persistent themes - including violence, 
borders, colonialism, inequality and riot - by staging 
demonstrations, picketing statues and trespassing on 
Scotland’s heritage. Above all, they wanted to take 
control of the historical narrative. This was a ruin which 
they could add their graffiti to with impunity.  

We asked the young people whether what they 
saw in our historical artworks was actually ‘their’ history. 
Here’s how Shannon answered – 

‘The RUINED project allowed young artists to think 
more about Scottish history. It opened a door for 
us to make changes and create our own result. We 
want to make today just as important as the great 
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historical events. We want to control the narrative 
and do things our way. RUINED helped show us 
how that could be possible.’ 
    Walter Scott’s fictive re-encapsulation of two 

centuries of Scottish history, in a set of manipulated 
spectacles and performances - which themselves were 
present-day ‘actualities’ - betrays the fact that history 
can be seen as primarily a product of the present, with 
no separate existence beyond its bounds. It can be 
understood as a ‘virtuality’. Ruined itself is a constructive 
historical performance which resists the closure of a 
‘national’ past. The young artists’ actions contest the 
orthodoxy of romantic historiography. This romance 
rewriting of the past offered readers/viewers a 
subjective ‘adventure’ into what purported to be a 
unified ‘national’ past, but, in effect, was a consciously 
theatrical reconstruction.  
 

 
 

Photograph: Wheelie in Ruined Cathedral 
Ruined Exhibition, Scottish National Portrait Gallery, 

2021. © National Galleries of Scotland, 2021. 
 

The young people’s messy, improvised 
interventions expose the ideological implications of this 
type of historical production. Their protest is their art, 

and their art is a form of protest, particularly as they 
consciously use the ‘vernacular’ to empower their voices 
against a cultural form that seems to hold itself above 
them. This is exemplified in the videos’ visceral 
soundtracks - created to narrate the young people’s 
views - by young Scots’ rapper/producer Mercurius MC. 

These artists use ‘bricolage’ and humour to 
escape classification. They said: ‘you let us be ourselves 
and speak in our own language’. So, their art employs 
‘vernacular’ ‘inappropriateness’ to empower their voices 
against a cultural form and a hierarchical world that looks 
down on them. As a co-produced exhibition, Ruined 
attempts to democratise interpretative and critical 
agency, questioning art/historical literacy and which 
‘knowledges’ are privileged in art galleries. 

Given license to play with time and context - 
liberating the past as a malleable part of the present - 
these young artists have countered the dead weight of 
historical figures and events seemingly beyond their 
control. In doing so, they have proved the veracity of the 
Deleuzian concept of the ‘simultaneity’ of history - that 
it is a dynamic ‘event’ of the present (see Lampert, Jay, 
Deleuze and Guattari’s Philosophy of History, London and 
New York, 2006).  

For further details and access to exhibition films, 
visit https://www.nationalgalleries.org/art-and-
artists/features/ruined-reinventing-scottish-history 
 
 
How Moire ro Naomh nan Eilean (Ban-Tighearna nan 
Eilean), Uibist a Deas, Our Lady of the Isles, South Uist, 
became a symbol of resistance: Father John Morrison, 
the Ministry of Defence, and Hew Lorimer 
By Katharine Eustace FSA, Historian of Sculpture and 
Museum Curator (retired) 
 

How ‘The Statue’, described by Martin Kemp as 
the ‘greatest piece of Scottish sculpture in the twentieth 
century’, came to be requires explanation. ‘To keep us 
safe from the rockets’, Miranda Forrest was told when 
she began her pioneering work on Hew Lorimer’s Our 
Lady of the Isles, and I am grateful for her help and 
support in what follows.  

South Uist is a unique part of the British Isles, the 
Gaeltacht. It suffered absentee landlordism and 
clearances: from 1849 to 1851, 2,000 people were 
transported to Quebec. That it is predominantly Catholic 
is part of its historic identity, kept alive by mission 
priests, who, as farmer, doctor, midwife, and vet, 
identified with the people. Representing them politically, 
some were threatened with eviction, and removed. 

https://www.nationalgalleries.org/art-and-artists/features/ruined-reinventing-scottish-history
https://www.nationalgalleries.org/art-and-artists/features/ruined-reinventing-scottish-history
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Lorimer Archive, National Trust for Scotland 
 

In 1953, preceding the Roman Catholic Marian 
year 1954, Father John Morrison, parish priest of 
ArdKenneth, met Hew Lorimer (1907-1993), then 
teaching at Glasgow School of Art, and invited him to visit 
the island in late 1953. Lorimer returned the following 
summer with a foot-high maquette (Oban Times, 
14.08.54) and Father Morrison drove sculptor and model 
round the community, who spoke their minds in Gaelic. 
A symbol of devotion was about to become a symbol of 
resistance. 

The Minister of Defence, Selwyn Lloyd MP, 
announced in Parliament on 27 July 1955 that the Uists 
had been chosen for a British/NATO guided missile 
testing range. If the Ministry thought this would be 
‘reasonably well received’ (Hansard, 13.03.57), it was 
wrong. North Uist District Committee at Stornoway, and 
Inverness County Council, landowners, and the local MP 
had been consulted, but the islanders had not. The core 
of the community’s resistance was the threat of 
evacuation, another word for ‘clearance’, a trigger word 
in the context. Questions in the House of Commons, and 
newspaper articles headed ‘Mass Emigration From Uist 
Threat’ are evidence of deep-seated anxiety (OT, 
23.03.57). The militarisation of the island would mean 
thousands of construction workers, military personnel 
and families in a purpose-built township, making, it was 
claimed in Parliament, the island a certainty for nuclear 
attack. At the first protest meeting on 24 August 1955, 
Morrison went into action in Gaelic in defence of his 
island’s way of life, translated thus: ‘This is a gigantic 
Colossus which will absorb us and Uist will disappear’, 
and again later ‘there is no way in which local traditions 
can survive this invasion’ (OT, 27.08.55). 

Morrison, ‘Father Rocket’, pursued Lord 
Carrington as Parliamentary Secretary to the Ministry of 
Defence, on an official visit in February 1956. Morrison 
‘seems to be the special correspondent of the entire 
Daily Press of the United Kingdom’, Carrington wrote to 

his Minister. That summer, the Queen and Prince Philip 
met Morrison and Lorimer under a further scale-model 
erected at ArdKenneth (OT, 8.09.56). The campaign 
became world news, Time magazine reporting on 
‘Religion: Rage on the Range’ (1.04.57).  When a 
government White Paper required a reduction in military 
expenditure in December 1957, Duncan Sandys MP, now 
Minister of Defence, reported to Parliament there would 
be a scaled-down firing range, but no removal of people 
and no new town.  

Later, Lorimer remarked on the faith placed in 
him by the commissioners, by which he meant the 
people of South Uist, whose contributions to Sundays’ 
plate, and monthly 2/6d house collections paid for it. The 
commission fitted the sculptor’s philosophy, who, 
engaging with the Catholicism of the Western Isles, 
affirmed his own beliefs. It agreed too, with national 
identity as expressed by Lorimer’s friend, the writer 
George Scott Moncrieff. In the Gael, as Father Michael 
Macdonald later explained, there is ‘no Boundary 
between the world of faith and the secular world’. This 
resonated with Lorimer, who, in a lecture ‘The Art of 
Carving - For Whom’, expressed the view that an 
essential of creation was the making of art for others, 
and a responsibility on ‘that mysterious person’, the 
patron. On South Uist the sculptor found his patron in 
the people.  

Our Lady of the Isles is due to Father Morrison’s 
vision. In his novel Rockets Galore (1957), Compton 
Mackenzie lampoons the politicians and mandarins of 
Westminster and Whitehall. Characters are identifiable, 
among them Father Morrison, ‘larger than life’. In 
George Mackay Brown’s Greenvoe (1972), what the 
fictive island of Hellya lacks is a leader, such as South Uist 
found in Father Morrison. Morrison’s activities 
contributed to the sense of community that led, in 2006, 
to the biggest land buy-out in Scotland. ‘The Statue’ 
stands sentinel in the landscape, a monument to the 
evictions, a symbol of faith, resistance, and protest. 
 
 

An artwork formed in the inter communication of 
participants: The Participation Art Event, Edinburgh 
College of Art, December 3-7, 1973 
By Lynn MacRitchie, artist and writer  
  
 The Participation Art Event held at Edinburgh 
College of Art in 1973 was a student-led initiative in 
which invited artists presented works based on the 
concept of participation, breaking down the separation 
between artist and audience by requiring the active 
involvement of both in their creation. It followed the 

http://www.lynnmacritchie.com/
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Three Day Event: Art and Society conference, also held at 
the college that year. Supported by the Students 
Representative Council, I was an organiser of the first 
and the instigator and curator of the second.     
 As a Fine Art student attending Edinburgh 
University and Edinburgh College of Art, I was frustrated 
by the narrowness of the academically based teaching at 
the art college. In response, the Three Day Event and the 
Participation Art Event attempted to situate art making 
within a wider social context. Having read about the 
People’s Participation Pavilion presented by David 
Medalla and John Dugger at Documenta 5 in 1972, I 
invited them to speak at the Three Day Event. I then 
initiated the Participation Art Event, largely as an 
opportunity to work with them.   
 On the recommendation of Richard Demarco, I 
also invited Alastair Park, Roger Wilson, Paul Neagu and 
Tim Jones. While they and Dugger (who brought his 
People Weave a House project) made interesting 
contributions, the main focus of the event became the 
two works by Medalla – A Stitch in Time and Porcelain 
Wedding.  
 

 
 

A Stitch in Time, Edinburgh College of Art, 1973  

Photo © John Dugger 
 
 For five days, A Stitch in Time, a strip of cloth 
suspended from ropes festooned with bobbins of 
coloured thread, hung stretched across the Sculpture 
Court, lined with students busily sewing.  And, on the 
stage, the naked bodies of the male and female models 
united in the Porcelain Wedding ceremony were slowly 
covered with clay. Cut away into small rectangles, the 
clay was fired, to be reconstructed as their wedding 
garments. Each day, the artists worked with the 
students, stitching the cloth or pressing clay on to the 
models’ patient bodies, all equally involved in the 
creative act.    

 Responses to the event varied: some staff and 
students were enthusiastic, others indifferent or even 
hostile. In particular, the then head of Drawing and 
Painting summoned me to his private studio where he 
berated me for initiating such an assault both on the 
ethos of the college and his personal authority.  Thus, 
while not intended as an act of defiance as such, by 
working openly in its central space and welcoming all, 
Medalla and Dugger had challenged college orthodoxy 
by demonstrating that art could be not just an individual 
studio practice but a participative process, offering 
another way of thinking about the world.    
 Porcelain Wedding took place only once more, in 
London in July 1974, but A Stitch in Time continues to be 
presented around the world.  Now recognised as one of 
the most significant examples of Participation Art, it was 
included in the Venice Biennale in 2017. Coming upon it 
there unexpectedly, I could not help but recall how that 
early iteration of this now revered work had challenged 
the institution of Edinburgh College of Art so profoundly 
some 44 years before.       
 
 
Artivism and Resistance: Rethinking the art praxis 
during the Chilean student movement of 2011-2012 
By Rosa Santibáñez Núñez, Theory-based Art PhD 
candidate at The University of Edinburgh 
 

Between 2011 and 2012, Chilean students from 
both secondary and higher educational levels led the 
largest student protests since the return to democracy in 
1989. During this period, the students occupied schools 
and universities in a series of sit-ins for about seven 
months. They also took part in several demonstrations 
nationwide under the slogan ‘free, public, and quality 
education’. Since the beginning of the protests, art 
students played a highly visible role in creating artworks 
and carrying out art interventions in public spaces to 
convey their demands and criticise the neoliberal 
economic system and profit imbued within the 
educational agenda. The art production responded to 
the revolt across different art schools, and art students 
created more than 1000 multi-disciplinary interventions, 
including sculptures, performances, installations, 
paintings, quick actions, and posters as a form of protest.  

The paper that I gave during SSAH’s May 2021 
webinar explored the various strategies that art students 
utilised in response to the government repression that 
took place in the public demonstrations during the 
Chilean student movement of 2011 and 2012. One of 
these strategies was the collaborative practice and the 
new relationships art students developed with the staff 
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and technicians from the art schools and faculties. In this 
sense, both the staff and technicians provided the 
students with continuous support within all the art-
making processes of the artworks through their guidance 
and knowledge. Another element that characterises 
these artworks is the scale and massiveness, which 
became a strategy for the students to draw the attention 
of the citizenry and the media. Creating the artworks on 
larger scales provided them with a visual hierarchy in the 
spaces where they were displayed, making it easier to 
identify them within public demonstrations as they stood 
out amongst the students marching. Art students used 
the student movement as a platform to organise 
themselves, create art collectives and artworks, and 
recognise themselves as key actors who could contribute 
to social change through revolutionary processes.  

The analysis of these artworks provides a coherent 
narrative on the cultural, socio-political, and economic 
phenomenon that informed the collaborative art 
practices developed during the student movement by 
understanding the conditions of production of these 
interventions and the different technologies and 
economies that art students used to create them. My 
presentation provided essential information on how the 
students critically re-evaluated the role of art as a tool 
for social critique challenging the authorities and the 
local government with concrete actions. It informed 
about the influences of popular culture on the art 
students’ imagery and the impact of these interventions 
on the media and the citizenry. It finally outlined the 
effects of the collective action by appropriating public 
spaces for political exercise and how this changed the art 
scene for the art institutions in this specific context. 
 

 
 

Arte guiando al Pueblo (Art leading the People) 
Digital collage created by the Chilean Art Students 

Assembly in 2011 
© Asamblea de Estudiantes de Arte  

Obedience and Defiance: Paula Rego and the 
Legalisation of Abortion in Portugal 
By Alice Strang, Curator and Art Historian 
 

Trigger Warning: this feature discusses abortion and is 
accompanied by an image which address that topic 
 

Paula Rego was born in Lisbon in 1935 and is one 
of Europe’s most influential figurative artists. She trained 
at the Slade School of Fine Art in London and has been 
based in the English capital since the 1970s. Rego is 
admired for her courageous exploration of moral 
challenges to humanity. A number of her works 
addressing the topic of abortion were included in the 
2019-21 Paula Rego: Obedience and Defiance exhibition, 
which was curated by Catherine Lampert, organised by 
MK Gallery, Milton Keynes and toured to the Scottish 
National Gallery of Modern Art and IMMA, Dublin. 

After the failure of the 1998 referendum to 
legalize abortion in Portugal, Rego felt compelled to 
create a series of works addressing the subject of unsafe, 
illegal abortions. She remembered women appearing at 
her childhood home, begging for money so that they 
could pay for a clandestine procedure. During a period 
before contraception was widely available and in a 
country where its use was considered morally 
unacceptable, Rego has said that pregnancy was 
‘inevitable’ and that ‘the men didn’t care’. Rego also 
brought personal experience to the issue, having had 
more than one abortion herself whilst a student.  

Working with her model, Lila Nunes, Rego began 
by creating drawings using pencil on paper. She then 
developed a series of large-scale pastels on paper, such 
as Untitled No. 4 of 1998 (illustrated). Each abortion work 
focuses on a single female, depicted alone but 
uncomplaining, in a comfortless, closely cropped 
environment. Rego’s approach is neither melodramatic, 
nor explicit.  She explained: ‘I tried to do it full frontal, 
but I didn’t want to show blood, gore or anything to 
sicken, because people wouldn’t look at it then. And 
what you want to do is make people look, make pretty 
colours and make it agreeable, and in that way make 
people look at life.’ 

Key to the image is the sitter’s facial expression, 
as in her abortion works Rego wished to draw attention 
to the effect of the procedure on the women undergoing 
it.  In Untitled No. 4 Rego tackles the fact that young 
women of school age are sexually active and therefore, 
inevitably, undergo abortions. Rego then made a series 
of abortion etchings, in order that the images could be 
more widely disseminated.  
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Paula Rego, Untitled No. 4, 1998 
Pastel on paper, Private Collection, @ The Artist 

 

A second referendum about legalising abortion 
was held in Portugal in 2007. During the campaign, 
Rego’s abortion works were published in some 
Portuguese newspapers. Indeed, this series was 
recognised by Jorge Sampaio, the country’s former 
president, as a significant influence on public discussion. 
This second referendum was successful and abortion 
became legal in Portugal in 2007.  
 Without sensationalism and with personal 
experience as their starting point, Rego’s abortion works 
defy the religious and gender-political imperatives which 
consider abortion to be morally and legally 
unacceptable, but which put women’s lives at risk and 
attack the very heart of women’s rights. Their role in the 
legalisation of abortion in Portugal has been widely 
acknowledged, proving the power which Protest Art can 
have. This feature is indebted to the research of 
Catherine Lampert. 
 
 

Exhibitions 
  
Charles H. Mackie: Colour and Light 
City Art Centre, Edinburgh 
On display until 10 October 2021, admission free 
 

This summer the City Art Centre in Edinburgh 
finally opened Charles H. Mackie: Colour and Light, a 
major exhibition that had been in development for the 

last five or six years.  Originally the retrospective was 
planned for 2020, intended to mark 100 years since the 
artist’s death. The pandemic saw the project pushed 
back by a year, as part of the inevitable rescheduling of 
the City Art Centre’s exhibitions and events programme. 
Fortunately, despite this postponement, key lenders 
were still willing to contribute their artworks, and 
exhibition partners were all very supportive. With the 
help of the independent researcher and writer Pat Clark, 
the exhibition was able to go ahead.  

Charles H. Mackie: Colour and Light is the most 
comprehensive survey of the artist’s work in a century. It 
traces the story of his life and career, charting his 
creative development from the Scottish landscapes of his 
youth to his experimentation with French Symbolism and 
involvement in the Celtic Revival movement. The show 
covers his subsequent work in Yorkshire, Spain and 
France, culminating in his spectacular late Venetian 
scenes. It features over 50 artworks drawn from public 
and private collections, including the National Galleries 
of Scotland, Perth Museum and Art Gallery, and the 
Royal Scottish Academy.  

Charles Hodge Mackie (1862-1920) was one of 
the most versatile artists of his generation. Born in 
Aldershot and brought up in Edinburgh, he trained at the 
Trustees Academy School of Art. Although he remained 
based in Edinburgh throughout his career, he travelled 
regularly and embraced an international outlook. He 
drew inspiration from French Symbolism, Japanese art 
and the landscapes encountered on his journeys around 
Europe. He also worked across an impressive range of 
media, producing oil paintings, watercolours, murals, 
woodcut prints, book illustrations and even sculpture.  

Mackie was well-connected and respected in 
contemporary artistic circles. He was close friends with 
E.A. Hornel and other members of the Glasgow Boys, and 
he met Paul Gauguin, Édouard Vuillard and the Nabis 
while touring through France. In the 1890s he was 
commissioned by Patrick Geddes to create murals for 
Ramsay Garden in Edinburgh’s Old Town, followed by 
illustrations for the pioneering journal The Evergreen. In 
later years, Mackie spent time in Yorkshire, where he 
joined local artists groups and provided tuition to the 
young Laura Knight. He was a founding member and 
Chairman of the Society of Scottish Artists and was 
elected to the Royal Scottish Academy in 1917. He 
exhibited widely, both in Scotland and further afield. 
However, in spite of his many achievements, he has 
always been treated as a peripheral figure in the history 
of Scottish art. The exhibition at the City Art Centre 
shines a light on this neglected artist, re-evaluating his 
significance and contribution. Highlights of the display 
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include rare early compositions, original copies of The 
Evergreen, exquisitely crafted woodcuts and 
atmospheric paintings of Venice. A number of finished 
paintings and prints have also been reunited with their 
preparatory studies, offering new insights into the 
artist’s working methods. Showcasing the breadth of 
Mackie’s creative vision and talents, Colour and Light is a 
unique opportunity to discover his art afresh. For more 
information about the exhibition, see: 
https://www.edinburghmuseums.org.uk/whats-
on/charles-h-mackie-colour-and-light. 
 

 
 

Charles H. Mackie, La Danse du Village, c.1918 
Oil on canvas. The Royal Scottish Academy of Art and 

Architecture. 
 
Reflections: The Light and Life of John Henry Lorimer  
City Art Centre, Edinburgh 
6 November 2021 to 20 March 2022 
Mon-Sun: 10-5, admission free 
 

The first exhibition dedicated to Scottish artist 
John Henry Lorimer (1856-1936) opens at the City Art 
Centre in Edinburgh on 6 November 2021. Reflections: 
The Light and Life of John Henry Lorimer sees almost 50 
oil paintings, watercolours, sketches and objects come 
together in celebration of the artist’s skill and creativity.  
Over the years, the Scottish public has shown a lot of 
support for Lorimer, voting Spring Moonlight at the 
Kirkcaldy Galleries and The Flight of the Swallows at the 
City Art Centre as among their favourite paintings in the 
galleries’ permanent collections. Both paintings will be 
included in the exhibition, along with many from private 
collections, some of which have not been on public 
display for several decades. Further highlights include 
the Tate Galleries’ portrait of the artist’s younger brother 
Sir Robert Lorimer, A.R.A., as a Boy and the Musée 

d’Orsay’s painting Grandmother’s Birthday, also known 
as Bénédicité. Grandmother’s Birthday, the first painting 
by a Scottish artist to be bought by the French 
Government, is displayed with one of the chairs that 
features in the painting, designed by architect and 
furniture designer Sir Robert Lorimer. The painting was 
last exhibited at the Musée d’Orsay in 1989, alongside 
paintings by Millet, Whistler and Morisot. Co-curator 
Charlotte Lorimer says:  

‘While artists such as Claude Monet and Edgar 
Degas pushed the boundaries of painting and were 
rejected by traditional galleries and the Paris 
Salon, Lorimer developed a more classical style 
and won medals from the Salon and praise from 
critics. History tends to remember the rebels. But 
there’s also a place for the quiet craftsmanship of 
artists such as Lorimer.’ 

The exhibition will explore Lorimer’s art through 
five themes: light, identity, family, femininity and home. 
It has been jointly organised with The Lorimer Society 
(incorporating The Hew Lorimer Trust), a registered 
charity in Scotland, no. SC027135. A new book on John 
Henry Lorimer is being published by Sansom to coincide 
with the exhibition. It includes a series of essays covering 
the themes in the exhibition and is edited by art historian 
and Trustee of the Lorimer Society, Dr Elizabeth 
Cumming. Further details here. 

A varied programme of events, ranging from 
lectures, workshops, to public tours and a fashion show 
has been organised alongside the exhibition. Former 
Edinburgh Makar Christine de Luca has also written a 
series of new poems about individual works in the 
exhibition and will be reading them as a series of 
Facebook events.  
 
 

Joan Eardley 
Perth Museum and Art Gallery  
27 November 2021 – 28 February 2022, admission free 
 

To complement Eardley’s paintings from the 
permanent collection held in Perth, this exhibition will 
bring together some of Joan Eardley’s most iconic works 
from the National Galleries of Scotland, the Royal 
Scottish Academy, City Art Centre, the Fleming Collection 
and the University of Dundee. The exhibition will offer 
visitors the opportunity to see some of Eardley’s most 
significant works, including her bold atmospheric 
paintings of the sea and her iconic paintings and sketches 
of children in the Townhead area of Glasgow. The 
Museum is open Thursday – Monday from 10am until 
5pm, with the exception of Thursday, when it is open 
from 10am until 7pm.   

https://www.edinburghmuseums.org.uk/whats-on/charles-h-mackie-colour-and-light
https://www.edinburghmuseums.org.uk/whats-on/charles-h-mackie-colour-and-light
https://sansomandcompany.co.uk/product/reflections-the-light-and-life-of-john-henry-lorimer/
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Conservation 

Examining the materials and methods of Joan Eardley in 
Glasgow and Catterline 
By Natalie Lawler, Hunterian Affiliate, Kelvin Centre for 
Conservation and Cultural Heritage Research 

 

In two distinct studios – a run-down tenement in 
Glasgow and a gutted shack on the isolated coast of 
Catterline – British painter Joan Eardley (1921-1963) 
wrestled a language of abstraction through gestural 
speed, figuration and aggressive colour. In symbiosis 
with her environments, she appropriated candy 
wrappers, newspapers, grasses as she painted; her 
industrial hardboards battled sea spray and gale force 
winds. Eardley’s brief career displayed intense material 
exploration and physical rigor, yet her resourceful or 
reckless methods also raise concern regarding the 
preservation – and in turn, visibility – of her work. This 
autumn, in affiliation with the Hunterian and the Kelvin 
Centre for Conservation and Cultural Heritage Research, 
I am conducting a technical study of four Eardley 
paintings in The Hunterian collection to help illuminate 
the artist’s experimentation with materials and process.  

Many accounts of Eardley’s life and work 
emphasize how her creative practice emerged out of a 
close bond to specific places – she was a creature of habit 
and rooted tenacity. In a 1963 BBC interview, she spoke 
of her approach to subject matter: ‘I do feel the more you 
know of something, the more you can get out of it, the 
more it gives to you.’ This give-and-take relationship 
speaks not only to her internal motivations, but also the 
physicality of her artistic process: how Eardley’s 
environment both defined and was defined by her; the 
traditional materials she knew as a painter and the 
materials she gained from her immediate surroundings. 
Contemporary letters and photographs affirm that she 
thrived in well-worn, chaotic, or downright primitive 
studios, and the evidence of collaged scraps from these 
spaces is clearly visible on the surface of several 
paintings. In this way, her works become almost a 
capsule of coordinates signalling where, when, and how 
she painted.  

However, the extent to which she may have 
experimented with paint itself – working beyond the 
usual oil-based artist’s paints – is less clear. Eardley’s 
practice coincides with a global shift in artistic materials: 
from the early 20th century, previously dominant oils 
began to share attention with modern binding media for 
paints, primarily alkyds, acrylics, and polyvinyl acetates. 
These technologies were all refined and popularized 

around the time Eardley’s career bloomed. And as a 
painter in post-war Scotland, Eardley’s economy with 
supplies, such as frequently re-using canvases, and her 
interest in non-traditional or alternative tools can at least 
partially signal a response to material rationing of the 
time. She was keenly attuned to current artistic 
dialogues and innovations by her contemporaries, many 
of whom were beginning to use industrial paints or 
coatings like housepaint. All these options greatly 
expanded not only an artist’s palette but also the 
textures, sheen, viscosities and movement that could be 
manipulated from each colour. Eardley is often credited 
with using house paints or boat paint, especially in 
remote Catterline. At the same time, turning toward a 
much more traditional and somewhat outdated practice, 
several photographs seem to depict Eardley grinding her 
own pigments. Yet these potential characteristics of her 
paintings are not immediately discernible to the naked 
eye. To this end, the scientific analysis methodology of 
technical art history is well-suited to begin 
understanding Eardley’s palette: what can the paintings 
themselves tell us? 

Over the next few months, four of The 
Hunterian’s paintings will be analysed using a variety of 
digital imaging techniques and microscopic testing to 
seek painting underlayers and structure, and the 
chemical composition of pigments and binding media. 
This includes ultraviolet and visible light imaging, 
infrared reflectography, Fourier-transform infrared 
spectroscopy, and portable X-ray fluorescence. These 
methods will collectively provide a multi-faceted view of 
each painting and its composite materials. The selected 
works represent a few of Eardley’s usual painting 
locations within Glasgow and Catterline – a street view 
from Townhead, fields and haystacks in Catterline, and 
the shore itself – to help determine if distinctions might 
be present between these sites. Ultimately, this research 
aims to better understand the technical scope of 
Eardley’s work, the give-take between traditional 
painting practice and improvised invention.  

Results and findings from the project will form 
part of the second instalment of The Hunterian’s current 
exhibition, Celebrating Joan Eardley. By viewing Eardley 
through an interdisciplinary lens, I hope to invite new 
contextualization of her work, address conservation 
concerns regarding her unstable surfaces, and create 
long-overdue space for understanding modern female 
artists as rigorous technical innovators. This research is 
kindly supported by the Johnstone Sisters Fund and the 
Association for Art History. 
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Restoring Christ Teacheth Humility by Robert Scott 
Lauder  
By National Galleries of Scotland staff 
 

Robert Scott Lauder’s painting Restoring Christ 
Teacheth Humility is one of the founding pictures in the 
Scottish National Gallery collection. Conservators Lesley 
Stevenson, postgraduate intern Clara and frame 
conservators Keith Morrison and Emma John worked on 
the painting and historic frame at the Royal Scottish 
Academy while following all Covid restrictions during 
lockdown. Lesley has detailed the process in three blogs 
and a film will soon be available on the National Galleries 
of Scotland YouTube channel. The part one blog can be 
seen here: https://www.nationalgalleries.org/art-and-
artists/features/restoring-christ-teacheth-humility-
robert-scott-lauder-part-one.  

Links to the other two parts are available at the 
bottom of part one. Further information about the 
conservation and research project will be provided in the 
next SSAH newsletter.  

 
 
Acquisition 
 
New acquisition for The McManus: Dundee’s Art 
Gallery and Museum - Katherine Read (1723-1778), 
portrait of Willielma Campbell, Lady Glenorchy, 1762 
By Anna Robertson, Fine and Applied Art Manager  
 

On the exterior wall of The McManus is a small 
blue plaque proclaiming the name Katherine Read, 
Artist, 1723-1778. How many visitors know of the 
existence of this trailblazing Dundee-born artist?  Thanks 
to the pioneering work of the Dundee Women’s trail 
(https://www.dundeewomenstrail.org.uk), this Dundee 
artist was rediscovered, and The McManus has now 
acquired one of Read's finest paintings to celebrate her 
remarkable career.  

It is believed that Katherine Read was the first 
Scottish woman to receive training as an artist. As a 
woman, she could not undertake the professional 
training a male artist would expect and she was never 
able to study life drawing. Despite this significant 
drawback, she became a successful professional artist 
equal to any of her male peers. A contemporary of 
Gainsborough, for a time, she was perhaps the most 
fashionable portrait painter of her day with a 
contemporary commentator noting ‘All the fine ladies 
have made it as much the fashion to sit to Miss Read, as 

to take air in the park.’ Yet, today, in common with so 
many women artists, she has been almost completely 
forgotten. 

Katherine Read was born in Logie, near Dundee, 
into a well-to-do family. Little is known of her early life, 
but it is assumed that she received schooling at home 
before her talents as an artist were recognised.  She went 
on to study under artists in Edinburgh, Paris and Rome 
where it was believed ‘she’ll equal at least if not excel the 
most celebrated of her profession in Great Britain.’  

Katherine was confident of her talents, writing to 
her brother ‘You’ll see I’ll top it with the best of them.’ 
By the 1750s she had established her studio in London 
and her career took off in 1761 when she was 
commissioned to paint Queen Charlotte and her 
children.  The McManus is delighted to have acquired a 
significant ¾ length portrait in oils created in 1762 when 
Read was at the height of her powers. The Portrait of 
Willielma, Lady Glenorchy, is one of Read’s finest 
achievements, a sensitive portrait of an ‘agreeable, 
polite, elegant and dignified’ young woman enjoying her 
first year of marriage. 

There were a number of professional women 
artists working in London during this period.  Mary Moser 
and Angelica Kauffman are the best-known, being 
founder members of the Royal Academy in 1768. Read 
would produce over 300 portraits during her lifetime – 
why then is she not better known?  There are a number 
of reasons but perhaps the most compelling is that the 
majority of her portraits were of women and children 
and they remain in the families which originally 
commissioned them. As a result, little of her best work 
can be seen in public collections and her work rarely 
comes up for auction. Many portraits were created in 
pastel a much marginalised medium – perhaps because 
of its early adoption by women artists. Though she 
exhibited often in London, her last years were spent 
working in India and she was never to return to the UK. 
She died at sea in 1778, eight weeks into her journey 
back to London. Despite being feted during the height of 
her career - able to command the same or higher prices 
than her male peers – after her death her finest work was 
often ascribed to Reynolds, Ramsay and Gainsborough. 

There are many spellings of her name. The artist 
signed her name ‘Kath. Read’ on receipts but prints of 
her most famous paintings – including The Duchess of 
Argyll, née Elizabeth Gunning, painted c.1769 - are 
credited to ‘Cath. Read’. She is also referred to in some 
public collections including the National Portrait Gallery 
as ‘Katharine Read’. 

In her portrait of Willielma Campbell (née 
Maxwell), Lady Glenorchy, Read was to capture another 

https://www.nationalgalleries.org/art-and-artists/features/restoring-christ-teacheth-humility-robert-scott-lauder-part-one
https://www.nationalgalleries.org/art-and-artists/features/restoring-christ-teacheth-humility-robert-scott-lauder-part-one
https://www.nationalgalleries.org/art-and-artists/features/restoring-christ-teacheth-humility-robert-scott-lauder-part-one
https://www.dundeewomenstrail.org.uk/


 19 

highly unusual woman. Willielma (1741-1786) was 
painted in 1762, shortly after her marriage to John 
Campbell, Lord Glenorchy. She was known for her beauty 
and her skills as a musician. She enjoyed all of the 
pastimes available to a wealthy young woman – dancing, 
travel, theatre, cards – and was a popular and engaging 
hostess.  As was the fashion at the time, husband and 
wife commissioned portraits – though unusually from 
different artists. While Willielma was painted in London 
by Katherine Read, her husband sat for Thomas 
Gainsborough in Bath.  It is likely that he was taking the 
waters for his health, early intimations of his premature 
death aged 33 in 1771.  His entire estate was inherited 
by Willielma, who had already renounced her ‘life of 
thoughtless gaiety’ and turned to God. Now widowed 
and with private means, she was able to live as an 
independent woman. She spent the rest of her life - and 
considerable wealth - supporting Christian education 
and the establishment of chapels in Exmouth, Bristol, 
Carlisle and Workington.  The Lady Glenorchy Church at 
the top of Leith Walk in Edinburgh survives as a 
magnificent frontage to the Omni Centre. 
 

 
 

Katherine Read, Willielma Campbell, Lady Glenorchy, 
1762. Courtesy the McManus Collection. 

 

This magnificent acquisition has been made 
possible as a result of support from National Fund for 
Acquisitions and The Art Fund. The McManus: Dundee’s 
Art Gallery and Museum is currently the Scottish Thistle 
Awards Visitor Attraction of the Year.  

 
Website 
 
Hermann Gross: sculptor, artist, and stained-glass 
maker 
By Robin Jackson, independent researcher 
 

In 2020 a website was created – 
www.hermanngross.com  - which describes the life and 
work of Hermann Gross, a German Expressionist artist 
who spent the final two decades of his life – possibly his 
most productive – in the north of Scotland.   The website 
seeks to highlight not only the existence of this multi-
gifted German Expressionist artist but the unique 
character and contemporary relevance of much of his 
work.    

Gross was born in Germany in 1904 and had a 
succession of very distinguished teachers drawn from a 
wide range of disciplines: Rudolf Yelin, church painter 
and stained-glass maker; Paul Haustein, gold and 
silversmith; Waldemar Raemisch and Robert Wlérick, 
sculptors; and Pablo Picasso.   

During the early part of WW2 Gross acted as a 
press draughtsman in a Luftwaffe Propaganda Company.  
It was whilst acting in this capacity that he undertook a 
series of sketches of The Atlantic Wall, some of which 
appear to have a strongly subversive nature.  Gross was 
later transferred to the Russian front which had a 
severely traumatic and long-lasting effect upon him. 

After the War Gross emigrated with his artist 
wife Hildegard Rath to the USA.  Whilst there two major 
exhibitions of his work were held at the Macbeth Gallery 
in New York which were accorded widespread critical 
acclaim.  The majority of his exhibited work was of a 
highly religious nature expressed in strongly 
monochromatic tones.  But Gross never truly settled in 
the USA and eventually returned home to Germany, 
where he appears to have led a relatively quiet and 
uneventful life. 

However, in 1963 Gross decided to leave 
Germany and move to Aberdeen.  He had been invited 
there by Dr Karl König, co-founder of the Camphill 
Movement which sought to provide education and 
residential care for children and young people with 
special needs. Initially, Gross’s principal task was to 

http://www.hermanngross.com/
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create a series of stained-glass windows and metal 
sculptures for the newly constructed Camphill Hall which 
König saw as the spiritual heart of the Camphill 
Movement. 
 

 
 

Hermann Gross in studio 
@ Hermann Gross Archives 

 
As an artist-in-residence at Camphill Gross 

sought to show how art could provide a powerful way of 
communicating profound insights about the nature of 
childhood to those charged with the onerous 
responsibility of caring for the children and young 
people.  Not only did Gross take children as his main 
subjects, but he went one step further and encouraged 
viewers to reflect upon the transient nature of childhood 
and all the vulnerabilities inherent in it.  One distinctive 
feature of his work is that he never gave titles to his work 
as he believed that attributing titles served as a 
distraction.  His aim was for viewers to arrive at their own 
interpretation and not be side-tracked by titles.   

Hermann Gross died in 1988 and his grave, 
located in Maryculter Churchyard, overlooks the Dee 
Valley in which Camphill is located. A biography of Gross 
– Hermann Gross: Art and Soul – was published by Floris 
Books in 2008 but sadly is now out of print.  The 
Foreword to the book was written by Jennifer Melville 
who at that time was Keeper of Fine Art at Aberdeen Art 
Gallery. The new website www.hermanngross.com 
provides examples of his war sketches, paintings, 
sculptures, and stained-glass work.   
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