
 1 

 
 

 

Newsletter        No 68 Early 2022 
 

 

From the Chair 
On behalf of the SSAH Committee, we would like 

to wish our members a happy New Year! We have some 
exciting plans lined up for 2022.   

Since the last edition of the newsletter, we are 
delighted to announce the publication of the latest 
edition of the Journal of the Scottish Society for Art 
History. The Journal features a selection of papers from 
our Study Day on ‘Art, Landscape and Space’ in 2021. 
Many thanks to everyone who made this possible: the 
journal contributors; Dr Karen Mailley-Watt, Journal 
Editor and our team of Sub-editors, Dr Sarah Iepson, 
Matthew Jarron, Lucinda Lax and Alice Strang; and the 
Editorial Board. To celebrate the publication of the 
Journal, we hosted an online launch event on 26 
January.  

The SSAH has some further events lined up for our 
members in the first half of 2022. Preparations are 
underway for our upcoming Scotland and Japan 
Conference, organised in association with the National 
Museum of Japanese History, on 10-11 February. The 
conference will explore cultural connections between 
the visual and material cultures of Scotland and Japan. 
The conference is sponsored by the Anglo-Daiwa 
Foundation, Consulate General of Japan in Edinburgh, 
Japan Society, Lyon and Turnbull and the Sasakawa 
Foundation.  

The SSAH’s Annual General Meeting will take place 
on 2 March via Zoom. It will be accompanied by a 
presentation by the artist and art historian Dr Carla van 
de Puttelaar to accompany the launch of her publication 
Scottish Portraiture 1644-1714: David and John Scougall 
and Their Contemporaries by Brepols Publishers. We 
have also announced a call for papers for a webinar on 
‘Public Sculpture in Britain 1945-1980’ organised in 

association with the Public Statues and Sculpture 
Association, which will take place on 21 May 2022.  

We are pleased to report that we received several 
applications to the SSAH Research Support Grants 
Scheme round for 2021-22. We will provide funding 
support for two research projects this year. We look 
forward to seeing you, in person and digitally, in 2022. 
Thank you for your continuing support. 
 
Claire Robinson 
 

New Committee Members 
 
Tasmin Petrie 

Tasmin graduated from the University of Glasgow 
with a MLitt in History of Art in 2020. She also holds a MA 
in Italian & Spanish from Glasgow University. Since 
graduating, Tasmin has continued to develop her body of 
research on occult practices and ritual as tools of 
resistance within the artistic production of Latin 
American women artists, as well as foster cultural 
connections between Scotland and Latin America. 
Alongside her role as an English teacher in 
Madrid, Tasmin is also Online Editor of Edinburgh-based 
independent arts journal The Debutante, which seeks to 
inject feminist-surrealist discourse and art production 
into the contemporary every day.  
 
Dr Freya Spoor 

Freya is the Assistant Curator for the ‘Celebrating 
Scotland’s Art’: The Scottish National Gallery Project. She 
is working on displays exploring early 20th century art in 
Scotland, the landscape tradition and mid-19th century 
studio practice. 
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Prior to taking up her role at the National Galleries 
of Scotland, Freya worked for the Art UK sculpture 
project helping to digitise public collections of sculpture 
across Central and West Scotland. She attained her PhD 
from Edinburgh College of Art in 2017. The focus of her 
thesis was the revival of the pastel medium in late 19th 
century Britain. Freya has published on aspects of this 
research and has several articles forthcoming.   
 
 

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 2022. Applications must be sent 
electronically to our Grants Officer at 
scottishsocietyforarthistory@gmail.com. 

 
 

SSAH Committee Vacancy:  
Journal Editor 
 

SSAH is seeking a new voluntary Committee 
member to fulfil the role of Editor for the Journal of the 
Scottish Society for Art History. The Journal is published 
on an annual basis and features a selection of papers 

from the Society’s annual conferences and short book 
reviews. The Journal is launched in November-December 
each year. 
 
Key tasks: 

• Work with the Committee to select papers for 
publication in the Journal. Set word and image 
counts for each article by Journal contributors 

• Obtain quotations for graphic design and printing of 
Journal. Prepare a production timeline, informed by 
graphic design and print deadlines  

• Coordinate the submission of draft papers by 
contributors for review by Journal Editor/Sub-
editors. Oversee the implementation of corrections 
and gathering of images and captions to accompany 
papers 

• Work with the Book Review Editor to assemble book 
reviews for publication in the Journal 

• Liaise with the graphic designer to share content 
(papers, images) and prepare layouts and proofs for 
review by sub-editors and contributors. Oversee the 
sign-off of final designs and send to print 

 

If you would like to discuss the role in more detail or 
express interest, please contact Claire Robinson, email: 
cr67@st-andrews.ac.uk . 
 
 

SSAH Upcoming Events 

 
Scotland and Japan Conference, 10-11 February 
National Museums Scotland and online 
 

We are pleased to share the programme for the 
upcoming Scotland and Japan Conference, organised by 
SSAH in partnership with the National Museum of 
Japanese History. The conference will take place in 
person at National Museums Scotland (NMS), Edinburgh, 
and will also be available online via Zoom.  
  This two-day international conference will explore 
cultural connections between the visual and material 
cultures of Scotland and Japan. It will bring together 
academics, independent researchers, curators, archivists 
and artists to share new research in the area, as well as 
to exchange ideas, and engage in lively discussions 
related to the shared art historical legacies of Scotland 
and Japan, past and present. The conference is 
kindly supported by funding from the Anglo-Daiwa 
Foundation, Consulate General of Japan in 
Edinburgh, Japan Society, Lyon and Turnbull, and 
Sasakawa Foundation.  
 

http://www.ssah.org.uk/
mailto:scottishsocietyforarthistory@gmail.com
mailto:cr67@st-andrews.ac.uk
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 Registration for the conference is now open:  

• In-person conference at National Museums 
Scotland: 
https://www.eventbrite.com/e/scotland-and-
japan-conference-tickets-234278803207 

• Online attendance: 
https://www.eventbrite.com/e/scotland-and-
japan-conference-online-attendance-tickets-
253571889347 
 

Thursday 10 February 
09.40 Registration, including refreshments  
10.00-10.05 Start of study day and welcome by Dr 

Chris Breward, Director of NMS 
10.05-10.30 Keynote presentation: Professor Yoshi 

Miki, National Museum of Japanese 
History  

 

Session 1 
Session Chair: Dr Sam Alberti, NMS 
10.30-10.50 Dr Louise Boyd, NMS 

From Edo to Edinburgh: Curating Japan 
at National Museums Scotland 

10.50-11.00 Dr Kaori Hidaka, National Museum of 
Japanese History  
History of Japanese lacquer work 

11.00-11.10 Dr Junichi Okubo, National Museum of 
Japanese History  
Study of Ukiyo-e, landscape in later Edo 
period 

11.10-11.20      Panel discussion  
11.20-11.30 Short break 
 

 
Session 2 
Session Chair: Professor Frances Fowle, University of 
Edinburgh and National Galleries of Scotland 
11.30-11.50 Rachel Peat, Royal Collection Trust  

‘Fit presents from a prince to a prince’ – 
Prince’s Alfred’s Japanese collection in 
Glasgow, 1881 

11.50-12.10 Marjolein de Raat, Victoria and Albert 
Museum  

 The influence of Japanese needlework 
and design on ‘Glasgow Style’ 
embroidery 

12.10-12.20 Cormac Grogan, Skaill House, Orkney  
Henry Scharbau and the Skaill House 
Journals  

12.20-12.30       Panel discussion   
12.30-13.10 Break, with lunch  
 

Session 3 
Session Chair: Dr Antonia Laurence Allen, National 

Trust for Scotland 
13.10-13.20 Marianne Fossaluzza, University of 

Aberdeen  
 Lost in Translation: E. A. Hornel’s 

perceived Japan between photographs 
and painting 

13.20-13.40 Lindsay Leard-Coolidge, Independent 
Art Historian  

 The Influence of Japanese Prints on 
Scottish Printmaking and Gender 
Politics: Katharine Cameron, David 
Young Cameron, Mabel Royds, and 
Frank Morley Fletcher 

13.40-14.00 Helen Smailes, National Galleries of 
Scotland  
Scotland’s unlikeliest pioneer Japoniste? 
Sir William Fettes Douglas PRSA 

14.00-14.10  Dr David Steel, Independent Art 
Historian  
Hideo Furuta (1949-2007), a Japanese 
sculptor in Galloway 

14.10-14.20     Panel discussion  
14.20   End 
 

 
 
Friday 11 February 
09.40 Registration, including refreshments  
10.00-10.05 Start of study day and welcome 
 
Session 1 
Session Chair: Dr Louise Boyd, NMS 
10.05-10.25 Takahiro Kondo, Artist  

The influence of Scotland on my work 
10.25-10.45  Kate Thomson, Artist  

30 years sculpting in Japan 
10.45-11.05 Hironori Katagiri, Artist  

Four decades of Scottish inspiration 
11.05-11.15    Panel discussion  
11.15-11.45  Morning break, with refreshments  
 

 
Session 2 
Session Chair: Dr Catriona McAra, University of St 
Andrews 
11.45-12.10 Susan Christie, Independent Curator and 

Naoko Horiuchi, Arts Initiative Tokyo [AIT] 
Ittarikitari - to+fro  

 
 
 

https://www.eventbrite.com/e/scotland-and-japan-conference-tickets-234278803207
https://www.eventbrite.com/e/scotland-and-japan-conference-tickets-234278803207
https://www.eventbrite.com/e/scotland-and-japan-conference-online-attendance-tickets-253571889347
https://www.eventbrite.com/e/scotland-and-japan-conference-online-attendance-tickets-253571889347
https://www.eventbrite.com/e/scotland-and-japan-conference-online-attendance-tickets-253571889347
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12.10-12.30 Su Grierson, Visual Artist  
 ’On our toes’ grassroots connections 

between Scottish and Japanese visual 
artists 

12.30-12.50 Naoko Mabon, Curator and Ilana 
Halperin, Artist  
International Conglomerate: 
Collaborations of Ilana Halperin and 
Naoko Mabon between Scotland and 
Japan 

12.50-13.00    Panel discussion  
13.00 End 
 

SSAH: www.ssah.org.uk; #SSAH_ScotlandAndJapan 
Rekihaku: https://www.rekihaku.ac.jp  
 
Please note: as registration begins before the National 
Museum of Scotland opens to the public, entry will be via 
the Lothian Street entrance, EH1 1HB. Tickets will be 
allocated on a first-come-first-served basis, numbers are 
limited due to social distancing requirements. The ticket 
price for in person admission on Thursday 10 February 
includes refreshments during registration and lunch. 
Admission on Friday 11 February includes refreshments 
during registration and morning break. If you have any 
queries, please contact Claire Robinson at cr67@st-
andrews.ac.uk.  
 

       
 

      
 

 
 
 
Call for Papers: ‘Public Sculpture in Britain 1945-1980’ 
Webinar on 21 May 2022  

 

SSAH in partnership with the Public Statues and 
Sculpture Association (PSSA) will host a webinar on the 
theme of public sculpture in Britain from 1945 to 1980. 
Following the trauma of WW2, the post-war period was 
a time of change, innovation and creativity that saw the 
emergence of new movements, art forms and new ideas 
about the role of the artist in society. The establishment 
of the Arts Council of Great Britain saw public funding for 

art on a greater scale than ever before. New Towns were 
built to replace bomb-damaged housing and tackle 
housing problems. Public artworks were commissioned 
for new public buildings and civic spaces as symbols of 
culture-led regeneration. Exhibitions and installations, 
including Enterprise Scotland (1947) and the Festival of 
Britain (1951), played an important role in bringing 
sculpture to a wider audience and creating spaces for 
experience and exchange.  

The webinar will share and engage with current 
research and critical debate in the field of modern public 
sculpture. We aim to attract a range of multi-disciplinary 
papers from a variety of speakers including artists, 
academics, curators, archivists and independent 
researchers. We particularly welcome papers focused on 
Scottish artists and artworks but are also keen to bring in 
a global perspective to show international connections in 
public sculpture.  

Topics include (but are not limited to):  
• Public sculpture commissions, urban or rural  
• The influence of the political, cultural and social 

landscape on public sculpture  
• The development of new artistic languages, 

processes, forms and materials  
• The pioneering work of artists in Scotland’s New 

Towns from the 1960s  
• The reception and criticism of public sculpture  
• The development of Sculpture Parks and Trails, 

permanent and temporary  
• Environmental Art and Land Art  
• Community-led sculpture projects  
• The funding of public sculpture  
• Sculptors from the UK who have worked 

internationally  
• Sculptors from other parts of the world who worked 

on public sculpture in the UK  
We welcome proposals for ten-minute online 

presentations for the Zoom webinar. Speakers will be 
expected to provide images to accompany their 
presentation. Proposals should be in the form of 300 - 
500 word abstracts, accompanied by a supporting image. 
The deadline for proposals is 25 February 2022. If you 
would like to discuss the CFP in greater detail or submit 
an abstract, please contact cr67@st-andrews.ac.uk. 

 
 

 
 

http://www.ssah.org.uk/
https://www.rekihaku.ac.jp/
mailto:cr67@st-andrews.ac.uk
mailto:cr67@st-andrews.ac.uk
mailto:cr67@st-andrews.ac.uk
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Feature Articles 
 

Mary Rose Hill Burton (1859-1900) 
By Louise Boreham, independent researcher 
 

In view of the forthcoming SSAH study day on 
Scotland and Japan, I felt that it was appropriate to 
revisit the work of Mary Rose Hill Burton, an Edinburgh 
artist who visited her brother William Kinninmond 
Burton (1856-1899) in Japan in the 1890s.  He went there 
in 1887 to lecture on Sanitary Engineering in the Imperial 
University in Tokyo, became a professor and designed 
sewage systems for Tokyo and other cities. William was 
a highly proficient photographer and documented 
contemporary life in his adopted country. Brother and 
sister toured Japan in 1894 when he took photographs of 
‘Curios’, while she painted watercolours (letter - Mary 
Rose to Patrick Geddes, 7 September 1894, Sapporo; 
Papers of Norah, Lady Mears, née Geddes; NLS: MS 
10526, ff55-58). 
 

 
 

Mary Rose Hill Burton, possibly An Afternoon Caller 

(Private Collection) 

The parents of Mary Rose and William were John 
Hill Burton (1809-1881) and Katherine Innes (1827-
1898), who married in Edinburgh in 1855. John, 
Historiographer Royal for Scotland, had three older 
daughters from his first marriage to Isabella Black Lauder 
(1810-1849). John and Katherine lived at 27 Lauriston 
Place, Edinburgh and had three more children, William, 
Rose and Mary Rose. When she was born on 10 July 
1859, she was registered as Female Child Burton, but an 
entry in the family Bible states that she was baptised as 
Mary Rose Burton (Sir J.B. Cleland, 1878-1971; Papers of 
and about John Hill Burton and family; SLSA: PRG 
5/28/45). Possibly the cause of the initial delay in naming 
her was the infant death of her older sister, Rose Burton, 
born on 27 August 1857, died on 17 September 1858 in 
[South] Queensferry, in Dalmeny Parish. She is buried in 
Dalmeny Kirkyard, where her father, John Hill Burton, 
was also subsequently interred. They are 
commemorated by a Celtic stone cross. Unfortunately, 
many published sources give the date of birth of little 
Rose as that of Mary Rose. 

The Scottish custom of naming children after 
relatives resulted in ‘Mary’ from her father’s sister, Mary 
Burton (1819-1909), a rather forbidding woman, a 
tireless campaigner for the suffrage and education of 
women. ‘Rose’ came from the surname of Isabella, her 
maternal grandmother, married to Cosmo Nelson Innes 
(1798-1874), advocate, historian and early 
photographer, who probably inspired William to take up 
photography. The Rose family seat, between Inverness 
and Nairn, was Kilravock Castle (pronounced Kilrawk, as 
in ‘squawk’). Mary Rose painted three murals for Patrick 
Geddes (1854-1932) in the drawing room of his family 
flat at 14 Ramsay Garden. The Spring one depicts a large 
expanse of yellow, purple and white crocuses in the 
foreground of the castle, while the two flanking murals 
show the countryside around the castle in autumn with 
mountains, and a tangle of rose bushes under a Scots 
Pine. These murals in the NTS property appear to be her 
only works in a public collection. Katherine Burton was 
very friendly with Patrick’s wife, Anna Geddes (1857-
1917) and Mary Rose taught art to classes initiated by 
Patrick. Mary Rose was also involved in decorating the 
wards in the Royal Infirmary, Edinburgh (G. Baldwin 
Brown, Some Recent Efforts in Mural Decoration, 
Scottish Art Review, January 1889, p.228). 

In 1861 the Hill Burton family moved into the 16th 
century Craig House in south west Edinburgh, where 
Cosmo Innes Burton (1862-1890) was born. Katherine 
had long cherished a wish to live there and her husband 
made it come true. Mary Rose’s early artistic talent was 
demonstrated in watercolours including one portraying 
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Craig House (private collection). When the estate was 
sold in 1878, the family had to move out. Fortunately, 
they found 18th century Morton House in south 
Edinburgh, a dwelling well-known to both of them (see 
Katharine (sic) Burton, Memoir of the Author, 1881 in 
John Hill Burton, The Book Hunter, 1882). Between 1881 
and 1882, Mary Rose sent five works depicting local 
subjects for exhibition (RSA catalogue). She appears to 
have added ‘Hill’ to her name around this time, possibly 
to identify herself with her famous father, John who died 
at Morton House on 10 August 1881.  

By May 1883, Katherine had moved into 
Montpelier, Bruntsfield, where she bought numbers 6 
and 7 (Valuation Roll). In number 7 were Katherine, her 
stepdaughter Eliza Paton Burton, wood engraver and 
etcher, 11 years older than Mary Rose, younger son 
Cosmo, analytical chemist, plus Mary Rose, artist 
(Edinburgh PO Directory). The 1891 census has the 
female members of the family at 7 Montpelier: Cosmo 
died the previous year. Mary Rose travelled to Munich 
and then to Paris, where she studied with Gustav 
Courtois and Raphael Collin (Sketch 20.5.1896). The 
Burton women seemed to hanker after the countryside 
and in 1893, together with Jane Bothwell Curry (c.1844-
1929), an English schoolteacher, they were at 
Castleview, near Hawthornden, Midlothian (Will written 
by Katherine, 3 March 1894, plus In the Abbey Culross 
sent by Mary Rose to RSA in 1894). 

Katherine bought Boleskine House [pronounced 
Bol-ES-kin], near Foyers on Loch Ness, in the winter of 
1893-4 and moved in with Eliza and Jane. Although Mary 
Rose went with them, she did not live there until the 
following year. Instead, around April 1894, she set off to 
Japan to visit her brother, William, who had settled 
there. In May 1894, he married Matsu Arakawa, who 
adopted his two-year old daughter, Tamako. Before 
departing on their tour, a number of photographs were 
taken. A colleague of William’s at the university, Charles 
Dickinson West, features in most of them. William and 
Charles lived in a group of official houses provided by the 
Japanese government. The photographs were taken in 
the gardens. William escorted Mary Rose on a tour of 
Japan, during which he took photographs while she 
painted watercolours, mainly of women and children in 
the gardens which fascinated her. She hoped to mount 
an exhibition, possibly in Edinburgh, because ‘London 
seems to have been over-run with Japanese exhibitions’ 
(letter from Sapparo). 

 

 

 
 

W.K. Burton, Group in garden, Japanese servants with 
Mary Rose Hill Burton, Charles West and Matsu, wife of 

W.W. Burton second last on right 
(PRG5_35_30_5 SLSA Cleland Papers) 

 
However, London’s Clifford Galleries were indeed 

the venue for not one, but two exhibitions, for which 
catalogues exist (Japan the Land of Flowers, 1895 and 
Japan, 1896, NAL, V&A 200B.118). Between the two, it is 
possible to map her travels with William from Tokyo 
south to Nagasaki, via Kameida, Kyoto, Kobe and the 
Inland Sea, then north via Mito, Ikao, Nikko to Sapporo, 
travelling by steamers, despite many being 
commandeered for the Sino-Japanese War over Korea 
(letter from Sapparo). They may have used the growing 
network of railways on each island. While in Hokkaido, 
the most northern island, Mary Rose was fascinated by 
the Ainu people, who had long hair. The women had 
facial tattoos as described in the 1895 catalogue as The 
Aino Girl [sic]. She gave brief descriptions of some scenes 
in the 1895 catalogue e.g. ‘Ikao, Evening, A village of inns 
and bathing houses built over rapids of natural hot 
water’. Ikao was the favourite of one reviewer, ‘with its 
high, steep, Clovelly-looking street, lit by lanterns and 
crowded with wayfarers’ (Queen 22.6.1895). The London 
Daily News (9.5.1896) gave an excellent overall 
impression of the later exhibition: 

An artistic sense of colour, the figures being well 
grouped without overcrowding. Being done with a 
bold impressionistic touch, this lady’s work is not 
meant for close inspection – in fact, it is only at a 
fair distance that one catches fully the decorative 
effects, as in the massing of flower blossoms. 
Among the choicest harmonies may be selected 
“Wisteria at Kaneida”, “Dancing Girls”, “Writing a  
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Letter”, “Ladies drinking Mineral Waters”, some 
azalea gardens, a view from a back door showing 
pink lotus flowers contrasting with grey water, a 
sparkling little lantern effect and some marine 
sketches. 

 

 
 
 

Mary Rose Hill Burton, Children in Azalea Gardens  
© Fonsie Mealy Auctions 

 

Another review noted two paintings featuring 
‘wisteria, the fashionable floral fad’, but picked out ‘A 
moon-viewing party’ as giving ‘a weird and elegant idea 
of what night is like in the land of the iris and 
chrysanthemum.’ (Reynolds Newspaper, 3.5.1896). A 
Scot abroad was also the title of one of her father’s 
books, but the Scot is unnamed. One painting depicted a 
Meeting of the Photographic Society at Kyoto. The Army 
& Navy Gazette (30.5.1896) stated that the paintings 
‘portray vividly the land of sunshine and flowers …. They 
are well appreciated to judge by the number sold’, yet 
out of the 120-odd different paintings listed between the 
two catalogues, none ended up in a public gallery and 
only a few have passed through auction houses. 
Japan,1896 includes three paintings of Columbo [Sri 

Lanka]. Some of her paintings may have been based on 
photographs, probably taken by William and later used 
to illustrate her 1898 article in The Studio, ‘Photography 
and Colour-Printing in Japan’, which documented her 
visit to the workshop of Kazumaza Ogawa. He 
collaborated with William on Scenes from Open Air Life 
in Japan (c.1893). Some titles in the 1896 catalogue, such 
as Tea among the Cherry Blossoms, may correlate with 
William’s photographs, e.g., Picnic under the cherry 
blossoms, in the Open Air Life book, possibly indicating 
their use as aides-memoire once home again. Mary Rose 
planned to leave Japan on 6 October aboard the S.S. 
Melbourne, travelling via Aden and Port Said, arriving at 
Marseille on 15 November 1894 (letter from Sapparo).  

Back in Scotland, Katherine hosted an 
’Entertainment at Boleskine’ where local children and 
their parents enjoyed a belated Christmas treat 
(Inverness Courier 22.1.1895). Mary Rose showed many 
interesting Japanese things. On 25 March she and Jane 
Curry attended a meeting in the school. It was held to 
discuss the plan of the British Aluminium Co. to utilise the 
Falls of Foyers for smelting aluminium. When the 
gathering voted overwhelmingly to welcome this, she 
vowed to paint the Falls as much as possible before they 
were despoiled. 

Jane and Eliza stayed on at Boleskine with 
Katherine. Mary Rose was in Edinburgh at 16 Braidburn 
Terrace in 1897 while she was painting more murals, 
featuring the landscape around Boleskine and 
apparently influenced by her visit to Japan, for Patrick 
Geddes in St Giles’ House, University Hall. (Edinburgh 
Evening News, 24.11.1897). Sadly, Katherine died at 
Boleskine on 29 November 1898 and was buried in St 
John’s Catholic Cemetery, Whitebridge. The house was 
advertised to let furnished in the Inverness Courier on 23 
May 1899 but was sold by Mary Rose to the notorious 
Aleister Crowley on 1 March 1900 (see inventory 
accompanying Will of Mary Rose). Mary Rose had moved 
to Comrie Castle, East Grange, Fife and by March 1900, 
she owned Viewforth, Low Valleyfield, near Culross, Fife 
(same inventory). Shortly after, she set off for Italy. 

Her last letter, dated 26 May from Ravello, 
Salerno, to Anna Geddes, described how the rain and 
mist was just like the West Highlands of Scotland. It 
prevented her oil paintings from drying. However, she 
got on very well with the people. She gave Anna her next 
destination in Desio, near Monza, where she intended to 
stay with Contessa Caroline Carcano, but never arrived 
there. As the Contessa explained in her letter of 19 June  
to Anna, Mary Rose collapsed while purchasing a ticket 
in Rome station and was taken to the hospital of San 
Antonio, where she died. The Scotsman (9.6.1900) 

https://southlochnessheritage.co.uk/foyers-the-arrival-of-the-british-aluminium-company-and-the-involvement-of-two-female-artists-by-louise-boreham-hilary-calvert/
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reported that she had no relatives or personal friends 
with her, but the name of ‘an Edinburgh lady’ [Anna 
Geddes] was found among her papers and the British 
Consulate telegraphed her. Mary Rose was buried in the 
Catholic part of the Cemetery in San Lorenzo after 
Contessa Carcano had informed the Consulate that Mary 
Rose was a Catholic (Papers of Norah, Lady Mears, née 
Geddes, NLS: MS10577). Burial records give the location 
of her grave as “Pincetto fila 1, loculo 15”, under the 
name ‘Burton, Rosa’ (Public Relations Office, Cimiteri 
Capitolini, Rome, per Nicholas Stanley Price). Katherine, 
Eliza and Mary Rose had converted to Catholicism in 
1869 and Cosmo in 1870 (Gordon-Gorman, pp 42-43). 

 In her last letter to Anna, Mary Rose had 
written, ‘I shall settle when I am near my friends again’, 
but that was not to be. Her will, drawn up at Comrie 
Castle and signed on 15 March 1900, named Jane Curry 
as executor. The major beneficiaries included another of 
Mary Rose’s half-sisters, Matilda Lauder Burton (1848-
1928) who lived in Australia with her husband William 
Lennox Cleland (1847-1918) and her two sons. Eliza, plus 
Tamako, the daughter of her late brother William, the 
Geddes children (Norah, Alistair and Arthur) and Jane, 
among others, were each left £500. Jane suggested to 
Anna that they should collect together the pictures of 
gardens for the exhibition Mary Rose had planned for 
Spring 1901, but that did not happen (Papers of Norah, 
Lady Mears, née Geddes, NLS: MS10531). 

Years later in 2006 as part of the ceremonies to 
mark the 150th anniversary of the birth of William, an 
exhibition in Tokyo included some of Mary Rose’s 
Japanese paintings, some by his daughter, Tamako and 
some by great granddaughter Sashiko Toriumi (Shoji 
KATOH, Events Commemorating the Scottish Educational 
Advisor W. K. Burton: Advancing Japan-Great Britain 
Relations, Aichu University, 2015, p.19). 

Many thanks to Anne Jones and Helen Taylor of 
Heriot Watt University, to Rob La Nauze, Julia Griffith and 
Penny Paton in Australia, to Masuo Inanaga in Japan and 
to Janice Helland, Elizabeth Cumming, Belinda Thomson 
and Antonia Laurence-Allen. Thanks also to staff at 
libraries for locating, copying and sending me source 
material; Jenny Gallas, SLSA for material in the Collection 
of Cleland family papers, NLS for Norah Geddes’s papers, 
Mitchell Library for newspaper article, University of 
Glasgow Library for Geddes Collection letters and 
National Art Library, V&A for catalogues.   
 

 
 

Mary Rose Hill Burton, White Ducks (1896 catalogue)  
© Fonsie Mealy Auctions 

 
Painting for My Life: The Holocaust artworks of 
Marianne Grant 
Dr Jo Meacock, Curator of British Art, Glasgow Museums 
 

Painting for My Life is a new book examining the 
life and Holocaust artwork of Czech Jewish artist 
Marianne Grant, née Mariana Hermannová (1921–
2007). The survival of her drawings and watercolours, 
produced within Nazi concentration camps in World War 
II, painted in secret, hidden and passed to friends for safe 
keeping, is remarkable. The making of unsanctioned art 
carried the risk of punishment, even death, but Grant 
asserted that it saved her life. Her unique artworks are 
first-hand witness accounts of a life lived in desperate 
fear and immense physical hardship, experiencing 
horrifying cruelty and psychological trauma, and yet, 
despite the suffering, Grant never failed to see beauty 
around her. Her story is one of hope and community, of 
an unbreakable filial bond and of the power of art to 
strengthen resolve, defy atrocity and communicate the 
unspeakable. 

http://archive.org/stream/a583403600gorduoft/a583403600gorduoft_djvu.txt
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Grant was born in Prague on 19 September 1921 
to banker Rudolf Hermann (c.1888–1938) and milliner 
Anna Hermann, née Rosner (1889–1973). Nicknamed 
‘Mausi’, she was no mouse, demonstrating from a young 
age tenacity of character, whether in giving drawings to 
a teacher and her oculist, resulting in her artwork being 
published in a local German paper, or standing her 
ground against the university education her father 
desired, preferring to attend Studio Rotter, a fashionable 
art and design school in Prague from 1937. Although 
prevented from graduating due to the German 
occupation of Czechoslovakia in 1939, she continued to 
make art, arranging various clandestine lessons from a 
local sculptor, ceramic restorer and needleworker, and 
giving lessons herself in fashion design to younger girls 
prohibited from attending formal education due to the 
enactment of the Nuremberg Race Laws in the newly 
formed Protectorate of Bohemia and Moravia. 
Throughout, Grant’s story is one of resilience, creativity 
and fortitude. Grant’s father died in 1938, which only 
strengthened the bond between mother and daughter. 
After they were forcibly moved out of their spacious, 
modern apartment in the fashionable Holešovice 
neighbourhood of Prague, they made unsuccessful 
attempts to apply for visas overseas. Grant’s mother paid 
for her enrolment on a two-year course at Bezalel 
Academy of Art and Design in Jerusalem, but Grant 
refused to abandon her. As Jews they suffered increasing 
restrictions, curfews, segregation and exclusion in their 
daily lives. From September 1941, they were forced to 
wear a yellow star badge to publicly signify their Jewish 
status, facilitating the deportation that was to come.  

In April 1942 Grant and her mother were sent to 
Theresienstadt concentration camp-ghetto, a walled 
fortress town about 39 miles north of Prague. Here and 
in the series of concentration, extermination and slave 
labour camps in which she and her mother were 
interred, Grant showed amazing courage and strength. 
When on 15 December 1943 her mother was selected for 
transport east to Auschwitz-Birkenau, Grant, who had 
managed to get her mother off the transport lists on 
three previous occasions but could not this time, jumped 
on the departing cattle trucks and was taken to 
Auschwitz with her. In the Familienlager (Family Camp) 
she worked as an unofficial teacher in the Children’s 
Block and was also forced to draw for the infamous Nazi 
doctor Josef Mengele. They narrowly escaped mass 
extermination in July 1944, being selected for slave 
labour at Neuengamme concentration camp near 
Hamburg. There they undertook heavy manual work for 
Hamburg’s oil refineries and on building sites in three of 
its female satellite camps, Dessauer Ufer, Neugraben and 

Tiefstack. On 5 April 1945 they were again moved by 
train and on foot, as part of the notorious death marches 
to Bergen-Belsen concentration camp. 

 

 
 

Fig. 1 Marianne Grant, View onto the courtyard  
from Youth Home, 13 October 1943. 

Watercolour on paper, Glasgow Museums, 
PP.2005.38.15. © The family of Marianne Grant. 

 
Grant’s artwork was intrinsic to her survival. 

Many of her drawings are stained or torn, a testament to 
the dangerous circumstances in which they were made 
and difficult journeys they had to endure, and yet they 
demonstrate the consciously optimistic outlook that she 
maintained throughout. Whereas other artists in the 
camps drew in black and white, certainly due to lack of 
materials but sometimes to convey the despair of their 
situation, Grant painted in colour – she managed to bring 
some art supplies with her to Theresienstadt in her 50kg 
luggage allowance, she traded on the black market and 
she appropriated official supplies given her as a 
supervisor of the youth garden. She chose not to depict 
the overcrowding, lack of privacy or squalor in 
Theresienstadt but found beauty in the colours, patterns 
and textures of clothing and belongings in the youth 
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dormitory, bedding hung out to air on the balcony (Fig. 
1), or the hills viewable beyond the ghetto walls. 
 

 
 
Fig. 2 Marianne Grant, Sketch of old German or Austrian 

man in the mock café, 1943. Indian ink on paper from 
notebook, Glasgow Museums, PP.2005.38.7. 

© The family of Marianne Grant. 
 

For Grant, her art provided an all-important link 
with her previous life, before things had been turned 
upside down, and she continued to try to improve her 
life drawing skills – her friend the actor Nava Shean 
(1919–2001) posed nude for her on several occasions – 
Grant thinking of a life, a career, beyond the camps. Such 
images are very rare among Holocaust art because of the 
routine humiliation and degradation of forced 
undressings and the connection with gas chamber 
selection. Through her art she contributed to an all-
important sense of community and support among 
prisoners. She made birthday cards and gifts for fellow 
inmates on special occasions – such acts of kindness 
were a conscious counter to the dehumanization of 
camp life. She not only volunteered to help sick elderly 
German and Austrian prisoners but drew their portraits, 
ensuring they would not be forgotten (Fig. 2) – they were 
headed for the gas chambers if they didn’t die from 
sickness and malnutrition first. At times she was forced 
to work for German officers, asked to make Christmas 

gifts for the family members of an SS guard in Auschwitz, 
paint the officers’ mess hall in the slave labour camp 
Hamburg-Neugraben and most terrifyingly paint the 
family tree of people of restricted growth and twins with 
unusual skin markings for Mengele.  

Grant’s most startling images were those she 
made in Bergen-Belsen, where she arrived with her 
mother ten days before its liberation by the Western 
Allies on 15 April 1945. They were shocked to find bodies 
piled one on top of the other, the dead and the dying 
together. There was no food, nothing to do, and Grant 
said that she just drew the dead bodies. Her aesthetic 
detachment in painting these horrific scenes is 
extraordinary. Still managing to find beauty in this 
terrible environment, she painted a red-headed woman 
whose corpse had caught her eye among the birch trees, 
and in doing so giving her back something of her personal 
identity and humanity (Fig. 3). She was also 
commissioned by Allied soldiers to make drawings of the 
dead so that they would never forget. Unlike the official 
war artists who came to Bergen-Belsen – Lesley Cole, 
Mary Kessell, Eric Taylor and Doris Zinkeisen – Grant’s 
work has the raw immediacy of lived experience, the 
testimony of a survivor. 

 
 

 
 

Fig. 3 Marianne Grant, Dead body of young woman 
with red hair, 1945, watercolour on paper. 

Glasgow Museums, PP.2005.38.36. 
© The family of Marianne Grant. 

 
 

In July 1945 Grant and her mother managed to 
get on a Swedish Red Cross boat to Malmö, initially 
staying in a refugee camp near Gothenburg before 
finding accommodation and design work in the city. In 
1946 she set up her own graphic design business. She 
came to Glasgow in 1951, marrying Jack Grant (1921–
1986), a German refugee who had come to Scotland in 
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1939 as part of the Kindertransport rescue missions. 
They settled first in Battlefield and then Newton Mearns, 
where Jack became the minister in the local synagogue. 
For a short while in the 1950s Grant took evening classes 
at The Glasgow School of Art but had to abandon her art 
studies to focus on the role of wife and mother. Her 
Holocaust artworks were hidden in a truck in the attic, 
her experiences not spoken of.  

Grant’s remarkable collection of artworks only 
came to light in the late 1980s when she lent examples 
to an exhibition in London, Remembering for the Future 
(1988), an exhibition which came to Glasgow in 1990. In 
2002-03 an exhibition of her artwork was held in 
Kelvingrove Art Gallery and Museum and City Art Centre 
in Edinburgh and a slim book published to coincide. 
Grant was granted Freedom of the City (East 
Renfrewshire) in 2003 in recognition of her efforts to 
raise Holocaust awareness and in 2004, thanks to the 
support of the National Lottery Heritage Fund, Art Fund 
and National Fund for Acquisitions, Glasgow Museums 
purchased her art collection for the city. Grant died on 
11 December 2007 at the age of 86.  

The fact that Grant settled in Glasgow where she 
brought up her family, makes her story all the more 
pertinent to the city and her unique artwork remains at 
the centre of Holocaust education in Glasgow Museums 
today, with a permanent display in Kelvingrove Art 
Gallery and Museum. The centenary of Grant’s birth and 
the discovery of unpublished Czech family letters and 
documents provided the opportunity for an expanded 
book on her life and art, with contextual essays by Peter 
Tuka, a specialist in the art and history of former 
Czechoslovakia; Deborah Haase, honorary curator and 
trustee of the Scottish Jewish Archives Centre; Paula 
Cowan, a leader in Holocaust education in Scotland; and 
myself, with an interest in women’s art histories.  

This new publication has been made possible 
due to the enthusiasm and support of Grant’s daughter 
Geraldine Shenkin and the generous funding of the 
Conference on Jewish Material Claims Against Germany 
(Claims Conference) and other kind benefactors. The 
book is dedicated to the 22 members of Grant’s family 
who were murdered in the Holocaust.  
 

 
 
 
 
 
 
 

Scottish Portraiture 1644-1714: David and John Scougall 
and Their Contemporaries 
By Dr Carla van de Puttelaar, Art Historian and Artist 
 

This book is the first comprehensive publication on 
Scottish portraiture from the period 1644 to 1714, with 
an emphasis on the painters David Scougall (1625-1685) 
and his son John Scougall (1657-1737). It is based on in-
depth art-historical and archival research and 
contributes to a thus far little-researched field. Virtually 
nothing was known about the Scougall portraitists, who 
also include the somewhat obscure George Scougall (b. 
1670?, active c. 1690-c. 1737). The most important 
contemporaries of the Scougalls were: 

• the portraitist L. Schüneman (active c. 1655/60-1667 
or slightly later) 

• his successor James Carrudus (active c. 1668-1683 or 
later), whose work is identified for the first time in 
this book 

• David Paton (c. 1650-in or after 1708) 

• Jacob Jacobsz. de Wet (1641/42-1697) 

• Sir John Baptist Medina (1659-1710) 
Substantial information has been gathered about 

more than 600 Scottish portraits painted between c. 
1575 and 1735, with an emphasis on the years 1644 to 
1714. At least 80% of them were traced, inspected first-
hand, and photographed in the course of the past 
decade. As a result, a considerable number of portraits 
that were previously unrecorded have been added to 
those that were known from photographic surveys, 
archives, museums and other known sources. Within this 
body of portraits, a large percentage could be 
distinguished through extensive comparison and study 
as the works of a variety of specific artists, while others 
are (probably) copies after works by others. Numerous 
attributions, in particular to David and John Scougall 
have thus been established or revised. Attributions to 
the Scougalls had been suggested in the past. However, 
in a substantial number of cases, confusion existed 
between David Scougall and John Scougall. Their names 
were often used as ‘dustbins’ for anonymous Scottish 
portraits from the period. In this book, I have given solid 
attributions for many portraits that were previously 
incorrectly assigned, or portraits that had remained 
anonymous, as well as for others that were thus far 
completely unrecorded. However, some paintings are 
distinct in execution, but no archival material – such as 
receipts for payments or registers – has come to light to 
help to attribute them to a specific painter. Neither the 
Scougall painters, nor most of their contemporaries 
signed their works.  

https://www.claimscon.org/
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David Scougall, Lord David Hay of Belton (1656-1726), 
1668, oil on canvas, 91.5 x 76.1 cm. Private Collection - 

Marchmont House, Marchmont Farms Limited 
 
 This research also resulted in the compilation of 
the extant oeuvres of David and John Scougall, of 
Schüneman, Carrudus, Paton, and of portraits done by de 
Wet II in Scotland, on all of which until now no systematic 
research had been undertaken. In-depth research has 
been done particularly on the portraits by L. Schüneman, 
as his work has often been confused with that of the 
Scougall painters, so a clear definition of his work was 
necessary. I have also defined a solid body of work by the 
hitherto virtually unknown artist James Carrudus, whose 
work, until now, had been hiding mainly among paintings 
attributed to L. Schüneman. Carrudus would appear to 
have been trained in the latter artist’s studio and 
continued to work after Schüneman either had died or 
left Scotland. The fact that Schüneman signed in 
monogram or in full and dated several of his works, 
unlike other painters in Scotland, proved to be an 
advantage, certainly because archival material 
concerning him has turned out to be virtually non-
existent, or at least untraceable.  
 A catalogue raisonné of the compiled portraits by 
David Scougall, as much as possible in chronological 
order, forms part of this publication. Catalogues 
raisonnés of the works of John Scougall, L. Schüneman 

and James Carrudus are still in preparation, as well as a 
catalogue of miniatures by David Paton. I intend to 
publish those online in the future. I have researched the 
work of Sir John Baptist Medina and made an inventory 
of the works I came across during my travels, but a full 
catalogue raisonné of his work would be a more 
challenging task. The work of the third painting Scougall 
family member, George Scougall (b. 1670?, active c. 
1690-c. 1737), has turned out to be extremely difficult to 
define, as he mainly appears to have worked in the 
studio of John Scougall and predominantly in the style of 
his master. The book provides an overview of the next 
generation, in which the oeuvres and biographical details 
are highlighted of the principal portrait painters, such as 
William Aikman (1682-1731), Richard Waitt (1684-1733) 
and John Alexander (1686-1767). 
 

 
 

David Scougall, Elizabeth Leslie, Mrs Dick (c. 1651-
1674), c. 1674, oil on canvas, 73 x 61 cm.  

Clan Leslie Charitable Trust, Scotland 
 

 The Scougall painters, as well as most other 
portrait painters working in Scotland in the same period, 
had a fairly limited repertoire and they were not 
inventive artists. Portraits were mostly done in the half-
length format of c. 76.2 x 63.5 cm, (30 x 25 inch). In most 
cases they had a plain background and were placed in a 
painted oval, sometimes with decoration. Less 
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frequently, the portraitists opted for the three-quarter 
length format of c. 127 x 101.6 cm (50 x 40 inch), often 
with a background of a landscape or a battle scene. 
Garments, armour and hair templates are reused time 
and time again and were often copied from celebrated 
London-based masters such as Sir Peter Lely, and in later 
years Sir Godfrey Kneller. However, while David Scougall 
retained his skill in portraying the sitters with a 
convincing vigour and personality, his son John’s ability 
to do so declined in later years, possibly also due to 
studio involvement. L. Schüneman was never very strong 
in that respect, although his early half-length portraits 
are rather striking. 
 
 

 
 

John Scougall, John Erskine, 6th Earl of Mar (1675-
1732), c. 1684, oil on canvas, 145 x 91.5 cm.  

On loan from the Earl of Mar and Kellie to the  
National Trust for Scotland 

 

The quality of the work of Schüneman’s probable 
successor James Carrudus was rather skilled, but not of a 
very impressive quality. The more acclaimed miniaturist, 
David Paton, who worked in plumbago and ink, showed 
considerable talent, but his work declined visibly in later 
years. He produced many copies after work in oils by 
others. Those copies constitute a substantial part of his 
extant oeuvre. 
 Archival research has yielded an enormous 
amount of previously unknown biographical information 
concerning the Scougall painters and their relatives. 
Previously, practically nothing was known about their 
lives. It turned out to be possible to reconstruct the 
biographies of David and John Scougall to a large extent, 
and to establish and confirm their family relationship as 
father and son. 

There is a close connection between David 
Scougall and the Scottish legal profession. While his son 
John called himself limner throughout his active life, 
David Scougall himself was referred to as writer or under-
clerk of H.M. Exchequer in all traced documents, which 
means that he let his legal job prevail, at least in writing. 
The fact that David Scougall pursued two very different 
careers simultaneously, as a writer and (subsequently) 
under-clerk of the Exchequer on the one hand, and as a 
prolific and successful portrait painter on the other, 
marks his unique position in the history of portrait 
painting in Scotland. David Scougall painted many 
portraits, of which more than 120 examples are known 
today, painted in the course of little more than 20 years. 
Undoubtedly, many more have been lost over the 
centuries through fire, poor climatic conditions and 
neglect. This shows that he must have spent a substantial 
part of his time painting, and that he must have met with 
considerable success.  
 A wider circle of the Scougall family was 
reconstructed, which family turned out to have held a 
rather prominent position in Scotland, predominantly in 
legal circles and the clergy and came to greater affluence 
in the 17th century. Members of Parliament and persons 
in other legal jobs especially appear to have played a vital 
role in the lives of the Scougall painters, both in their 
private, as well as in their professional lives.  
 Many portraits remained in the possession of the 
Scottish families they were painted for, and a fairly large 
number of the sitters are still known by name or can be 
identified with a reasonable degree of certainty on 
account of combined evidence. However, several 
identifications of sitters have been lost or confused over 
time, even though – and perhaps because – these 
portraits had no specific value other than as family 
heirlooms. In several cases, even after a few generations, 
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the descendants apparently had lost the knowledge as to 
who the actual sitter was, and several later inscriptions, 
upon further research, proved to be inaccurate.  
 Prior to the research for my dissertation, on which 
this book is based, hardly any technical research had 
been done on paintings by the Scougall painters, or even 
none at all. For the technical research performed within 
the scope of the dissertation all paintings that I inspected 
in the course of my research were examined with the 
naked eye and with Ultraviolet light (UV) and several 
with infrared photography (IR). For more extensive 
technical research the possibilities were limited as only 
two paintings by David Scougall and one by John Scougall 
were available for examination with X-ray fluorescence 
(XRF), Infrared Reflectography (IRR) and Ultraviolet 
photography. All this information combined, and the 
results of the restoration process performed on some 
paintings, have provided a broader understanding of the 
technical characteristics of the portraits by these 
painters. The most significant results were that 
apparently both painters did not use charcoal to make an 
underdrawing. Additionally, it was confirmed that the 
painting techniques of father and son differ substantially. 
The pigments that both painters used, however, fully 
belong to the standard repertoire of painters in that 
period. Due to the fact that many paintings remained in 
the same collections through the centuries, many have 
retained their original frames, which allowed me to pay 
ample attention to those too in the book. 
 Although a substantial number of portraits and 
archival documents have come to light, and a large part 
of this period of Scottish portraiture could be 
reconstructed through this research, more research is 
necessary to try to retrieve other artists from the 
shadows. The life and work of George Scougall, 
apprentice to John Scougall, and working in his studio, 
are still obscure. Also, concerning David’s main 
competitors, L. Schüneman and James Carrudus, no solid 
biographical information has come to light thus far. No 
official documents (such as baptismal records), or pay-
ment receipts have been found concerning Schüneman, 
and for James Carrudus only a limited number of 
payment receipts have surfaced. Schüneman’s output 
was quite substantial in the 1660s, and no work by him 
produced outside of Scotland can be traced, which 
seems to confirm that he predominantly worked and 
lived in Scotland. James Carrudus, who possibly initially 
worked as Schüneman’s assistant, apparently continued 
the latter’s portrait business, and became the main 
supplier of portraits to John Leslie, 1st Duke of Rothes (c. 
1630-1681), but partly because he did not sign his 
paintings and worked largely in the style of Schüneman, 

his name had disappeared (almost) completely from 
Scottish art history and no work could previously be 
attributed to him. On David Paton, more information 
became available. Nevertheless, also in his case, archival 
material appears to be rather limited. On Jacob Jacobsz. 
de Wet more information has been found, and his work 
done in Scotland has been defined and photographed in 
more detail, but also this artist deserves more critical 
research. The work of the prolific and talented painter, 
Sir John Baptist Medina, merits more in-depth and 
serious study in order to give full credit to the artist’s 
substantial abilities. 
 

 
 

L. Schüneman, Possibly Lady Margaret Mackenzie 
(1629-1692), c. 1662, oil on canvas, cut to oval,  

c. 76.2 x 63.5 cm. Private Collection 
 

 The results of this research provide the first 
comprehensive survey of Scottish portraiture from 1644 
to 1714, in which, through in-depth study, the lives of the 
principal portrait painters have been reconstructed and 
the oeuvres have been compiled, photographed and 
analysed, which had never been done before. This study 
is complemented by describing the social and (art) 
historical context in which the portraits were made, 
laying down a solid foundation for future research on this 
fascinating period of Scottish portraiture. 



 15 

 
Article photographs were created by the author. 
Instagram: @carlavandeputtelaar @scottishportraiture 
Websites: www.scottishportraiture.com 
www.womenintheartworld.com. Click here for link to 
book.  
 
 
Joan Eardley: Land and Sea - A Life in Catterline  
By Patrick Elliott, Chief Curator, Modern & Contemporary 
Art, National Galleries of Scotland  
 

In 2016 I organised the exhibition Joan Eardley: 
A Sense of Place at the Scottish National Gallery of 
Modern Art in Edinburgh. It compared the work Eardley 
(1921-63) had done in Glasgow and Catterline, the east-
coast fishing village where she spent much of the last ten 
years of her life. The research threw up a lot of new and 
detailed information about Catterline – far more than 
could be used in the Sense of Place book - and so the idea 
emerged of producing a book specifically about Eardley 
and Catterline and publishing it to coincide with the 
artist’s centenary in May 2021.  

My main guide and source of information was 
Ron Stephen, whom I met by chance in 2016. He had 
been born in Catterline in 1940. His family lived in the 
smallest of the little Coastguard Cottages – it was so 
small that Ron and his siblings slept in a little shed in the 
front garden: you can just see it in one of Eardley’s 
paintings. He had even gone to the local train station 
with his dad – who doubled as a fisherman and taxi driver 
- to pick Eardley up when she first settled in the village in 
1952.  

Ron was a mine of information. I visited the 
village several times in his company, always armed with 
images of the work. He could tell where Eardley must 
have been standing when she painted most of the 
paintings. He knew the names of all the villagers and all 
the fishing boats, what they did, what they ate, where 
they shopped and the names of their extended families. 
You could date the paintings depending on tiny changes 
in the village, particularly houses or sheds being built or 
demolished. One must be circumspect of memories 
recalled 70 years later, but in every case there was 
corroborative evidence. He could locate the spring water 
taps (long since overgrown) used by everyone before the 
arrival of mains services, and even pointed out the 
remains of the midden where Eardley would have 
emptied her loo. We gained entry to the salmon bothy 
on the shore (now owned by a diving club) and among 
the rocks on the beach found masonry that must have 
come from the old fish-smoking house. Somehow, this 

does help one understand and appreciate Eardley’s 
paintings more. 

I conducted a couple of interviews in 2017, with 
Jonathan Stansfeld and James Morrison; both have since 
passed away. Mr Stansfeld had run all the salmon fishing 
stations along the east coast, between Montrose and 
Aberdeen, from the late 1950s onwards. He knew all the 
fishermen in Catterline, knew exactly where, when and 
how they fished, and even how much they were paid (he 
still had his original logbooks). This kind of information is 
more than just passing detail. Salmon fishing was central 
to the economy of the village. Many of Eardley’s 
paintings depict the salmon nets drying on the beach, 
and as Mr Stansfeld noted, they would have been 
painted between the end of February and the end of 
August (the duration of the salmon fishing season), and 
moreover at the weekend, when the nets had to be 
removed from the sea by law.   

James Morrison first visited Catterline in 1955 and 
moved there two years later. He knew Eardley well – at 
least he thought he did. He chanced upon her one day, 
walking hand-in-hand through the fields with the artist 
Lil Neilson and it suddenly occurred to him that she was 
lesbian. It hadn’t occurred to him before. Joe Simpson, 
the headmaster of the local school, was on friendly, 
nodding terms with Eardley for several years, but 
admitted that they had never held a proper 
conversation. It was obvious why Eardley liked the 
village: everyone was kind, hard-working and respectful, 
but they were not intrusive.     

The book was commissioned in 2019 and then, of 
course, Covid-19 struck. Eardley’s sister, Pat Black, had 
given the National Galleries of Scotland a vast archive of 
newspaper cuttings in 1987 and I was able to photocopy 
the whole lot the week before lockdown occurred in 
March 2020.   

In autumn 2020 there was a relaxation in the 
Covid-19 rules on travel and gathering, and it allowed me 
to see two substantial archives, full of unpublished 
letters. One archive concerned Douglas Hall, the former 
Keeper of the Scottish National Gallery of Modern Art, 
who had met Eardley, bought her paintings for the 
Gallery, and started work on a catalogue raisonné. The 
other, in a private collection, was a hoard of 
correspondence between Eardley and her lover Lil 
Neilson, covering a period of about nine months, just 
before Eardley’s death in August 1963. In the letters 
Eardley rarely mentions her art, but instead talks of her 
daily life. We find out what she read (very high brow: 
Proust, Beckett, Pound etc.), what music she liked (Bach, 
Beethoven and Mahler, but also Ella Fitzgerald) and what 
radio programmes she listened to. She writes beautifully 

http://www.scottishportraiture.com/
http://www.womenintheartworld.com/
http://www.brepols.net/Pages/ShowProduct.aspx?prod_id=IS-9782503597270-1
https://www.nationalgalleries.org/shop/books/national-galleries-scotland-books/joan-eardley-land-sea-life-catterline-paperback
https://www.nationalgalleries.org/shop/books/national-galleries-scotland-books/joan-eardley-land-sea-life-catterline-paperback
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of bright, crisp winter mornings, when she would take 
her motor-scooter out for a ride, and of the noisy 
clamour of the migratory birds returning in February, her 
favourite month. She kept a close watch on the weather, 
always hoping for gales and storms which would whip up 
the waves. She acknowledged that it was a lonely 
existence, marked by long winter nights, but said that 
that never bothered her. It is detail of this sort that 
makes Eardley seem simultaneously more normal and 
more remarkable.      

The paperback book, Joan Eardley: Land and Sea - 
A Life in Catterline, has 160pp and 115 colour and black 
& white illustrations. ISBN 9781911054290. 
 
 
Restoring Robert Scott Lauder’s Christ Teacheth 
Humility 
By Freya Spoor, National Galleries of Scotland 
 

 
 
Restoring Robert Scott Lauder, Christ Teacheth Humility, 

oil on canvas, framed: 255.00 x 369.60 x 9.50 cm, 
National Galleries of Scotland.  

Image courtesy of National Galleries of Scotland. 
 

The 1847 painting Christ Teacheth Humility by 
Robert Scott Lauder was one of the first contemporary 
works of Scottish art purchased for a prospective Scottish 
National Gallery. The artist was said to have rejoiced 
‘that a work for which he has put forth his whole 
strength, has found a lasting resting-place in his native 
city.’ This monumental painting (measuring over 3.5m by 
2.5m) was part of the inaugural display when the Scottish 
National Gallery opened its doors in 1859. As the 
collection expanded, however, space to display the 
artworks became more constrained. The eventual 
expansion of the gallery to occupy both the east and 
west sides of the building, together with later extension 

to create an upper floor and a basement wing could not 
offset this challenge.  

When the painting was included in an exhibition 
entitled Master Class: Robert Scott Lauder and his Pupils 
(1982), it had already been in store for several years. 
Rather than see it return to store, curator Lindsay 
Errington arranged for the painting to go on loan to 
Leuchie House, a respite care centre in East Lothian. The 
painting remained on display for over 30 years in the 
dining room where it was much beloved by staff and 
guests. 

When the ‘Celebrating Scotland’s Art: the Scottish 
National Gallery Project’ started work to create a suite of 
spacious, light-filled galleries to proudly display the 
nation’s outstanding collection of Scottish art, Scott 
Lauder’s painting was prioritised for return. After such a 
long period away from public view, it will be a revelation 
for visitors when the galleries open at the end of 2022. 
In order to make the painting and the original frame 
ready to be exhibited again, a programme of 
conservation needed to be carried out. Senior 
Conservator, Lesley Stevenson, had intended to do this 
work live while the painting was installed in the Royal 
Scottish Academy in the summer of 2020. The pandemic 
meant that it was not possible to allow visitors into the 
space. Instead, Lesley worked with her team to carry out 
this essential conservation work while the process was 
documented through blogs, interviews and film. The 
observations made and tests conducted during the 
conservation process have revealed new insight into 
Lauder’s technique and how the painting has changed 
since it was created. Once a layer of surface dirt and the 
old, discoloured varnish was removed it was possible to 
see areas that had been reworked. 

One area where this was most notable was along 
the upper edge of the composition that had been 
extended from a lunette shape to a proscenium arch. 
Paint had been applied to an area of blank canvas that 
had been hidden beneath the frame slip and then pulled 
across so that the transition appeared seamless. Over 
time as the oil paint became more translucent, the 
transition became more visible. It is likely that this 
extension was made by the artist when he and local 
restorer, James Walker, completed some repairs to the 
painting in 1849 when it was noted that the ‘colours had 
fallen in’. 

It was unusual that Scott Lauder would make such 
changes two years after the work was completed. 
However, we have learned that it was part of Scott 
Lauder’s practice to make frequent adjustments as he 
was developing the composition. Though he made 
numerous preparatory works, two of which are in the 

https://www.nationalgalleries.org/shop/books/national-galleries-scotland-books/joan-eardley-land-sea-life-catterline-paperback
https://www.nationalgalleries.org/shop/books/national-galleries-scotland-books/joan-eardley-land-sea-life-catterline-paperback
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collection, infrared images have revealed that his 
underdrawing was not directly transcribed from these 
studies. It is quite freely handled and in places is notably 
different to the finished painting. For example, the 
height, age and position of the head of the water carrier 
in the foreground have been modified several times.  
 

 
 

Infrared image of the painting 
Image courtesy of National Galleries of Scotland 

 
The dynamism of his practice also accounts for 

some small areas of damage. These have been identified 
as drying cracks that form when paint is applied on top 
of another layer of paint that has not fully dried. Thanks 
to a partnership with the University of Glasgow, tests 
carried out using a portable x-ray fluorescence (XRF) 
device confirmed that these had not been caused by 
unstable additives in the paint. This device which 
identifies inorganic elements also showed that Scott 
Lauder was using a mixture of traditional pigments like 
Naples Yellow (lead antimonate) and 19th century 
inventions like Chrome Yellow. The distribution of the 
pigments in localised areas of the composition suggests 
he was using these newer pigments deliberately rather 
than falling victim to an unscrupulous supplier who could 
adulterate paints with cheaper materials. 

These discoveries have been complemented by 
ongoing curatorial research into the history of the 
painting and the artist’s life and career.  This project has 
greatly improved the appearance of the painting and has 
added considerably to our knowledge about it. Once the 
painting goes on display in its restored original frame at 

the end of 2022, visitors will be able see and appreciate 
Lauder’s skill as an artist and learn more about his 
significant contribution to Scottish art. 

If you would like to find out more, please visit 
nationalgalleries.org or our YouTube channel and search 
for Restoring Robert Scott Lauder’s Christ Teacheth 
Humility. 
 

 
Restoration close-up 

Image courtesy of National Galleries of Scotland 
 
 

Exhibitions 
  
New Arrivals: From Salvador Dalí to Jenny Saville 
Scottish National Gallery of Modern Art (Modern One) 
November 2021 - Spring 2023 
By Emma Gillespie, National Galleries of Scotland 
 

This landmark exhibition, celebrating the latest 
modern and contemporary art acquisitions at the 
National Galleries of Scotland (NGS), opened its doors to 
visitors at the Scottish National Gallery of Modern Art 
(Modern One) at the end of November. Featuring over 
100 works of art, many of which are being shown here 
for the first time since they entered the collection, and 
spanning 110 years of art-making, this free exhibition 
takes over the entire ground floor of the gallery.  

Presenting an impressive variety of media and 
subject matter, works on display range from a dreamlike 
Symbolist watercolour depicting a young female nude 
cocooned in a veil of pink bows by one of the celebrated 
Glasgow Four, Frances Macdonald MacNair (Bows, about 
1910), to a dynamic diptych of sinuous figures twisting 
and turning in a riotous waltz of colour by France-Lise 
McGurn (Bachelorette, 2020). Other highlights include 
pieces by historical and contemporary greats: Marc 

https://www.youtube.com/watch?v=eN2NtzDmQVY
https://www.youtube.com/watch?v=eN2NtzDmQVY
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Chagall (the first painting by him to join a public 
collection in Scotland), Damien Hirst, Wangechi Mutu, 
Pablo Picasso, Bridget Riley, Jenny Saville, and Alberta 
Whittle, amongst many others. The show also spotlights 
a number of significant additions to NGS’s world-
renowned Surrealist collection, notably several works by 
female Surrealists, including Leonora Carrington and 
Dorothea Tanning. Individual room displays will be 
updated during the run of the exhibition, to showcase 
and celebrate the new arrivals from the past five or so 
years. The Gallery is currently open daily, and bookings 
to visit can be made via the NGS website. 
 

 
 
Frances Macdonald MacNair, Bows, about 1910, pencil 

and watercolour heightened with touches of 
body-colour and with scratching out on vellum. 

Purchased by NGS in 2019. Reproduced courtesy of 
Patrick Bourne & Co. 

 
New acquisitions allow the national collection to 

reflect the latest artistic developments in Scotland and 
beyond, while reinforcing our existing holdings and 
creating new opportunities for research and public 
engagement. Besides delving into the individual stories 
behind each artwork on display, New Arrivals aims to 
demystify some of the behind-the-scenes processes that 
go into building public art collections, unravelling the 
complex relationships and dialogues across the arts 
sector that inform and shape collecting practises and 

policy. A testament to the generosity of NGS supporters 
from charitable funds to private donors who have made 
most of our new arrivals possible, we are delighted to be 
able to celebrate the immense wealth of new work that 
now has a home in the national collection. 

Alongside the exhibition, NGS is also producing a 
podcast series that will feature NGS curators in 
conversation with a selection of artists featured in the 
exhibition, and individuals closely connected to them, 
teasing out fascinating insights into artists lives, 
practices, and the individual works on display. You can 
now listen to the first episode of the series on the NGS 
website and Soundcloud account, in which Patrick Elliott 
(Chief Curator) speaks with Leonora Carrington’s son, 
Harold Weisz, about his mother’s remarkable life and 
work. Carrington’s striking Portrait of Max Ernst (1939) is 
on display in Gallery 5 at Modern One. New podcast 
episodes will be released throughout the run of the 
show.  
 
Recent Acquisitions 
Tower Foyer Gallery, University of Dundee 
17 January - 1 April 2022, Mon-Fri 9.30am-7pm 
 By Matthew Jarron, University of Dundee 
 

This new exhibition showcases some of the recent 
additions to the University of Dundee Museum 
Collections. Focusing on art and design, it also features 
objects relating to science, medicine and natural history.  
 

 
 

Jurgita Vasiliauskaite, Utopia, digital illustration, 2021 
Arts5811 

https://www.nationalgalleries.org/visit/scottish-national-gallery-modern-art
https://www.nationalgalleries.org/art-and-artists/features/new-arrivals-podcast-portrait-max-ernst-leonora-carrington
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Among the highlights are: 
 

• Artworks acquired from graduating students at Duncan 
of Jordanstone College of Art & Design 
 
 

• A bronze cast of the hands of keyhole surgery pioneer 
Professor Sir Alfred Cuschieri 
 
 

• Graphic design work from a large collection donated by 
Art College alumna Kathleen Mowat 
 
• An early laptop used by flatscreen technology pioneer 
Peter Le Comber 
 
 

• Original comics art including Star Wars and Guardians 
of the Galaxy 
 
 

As part of our commitment to support equality 
and diversity we have also been actively acquiring work 
by notable artists of Colour. The exhibition includes work 
by Sekai Machache, Alberta Whittle, Ade Adesina and 
more. To ensure Covid safety, booking is advised 
via https://www.eventbrite.co.uk/e/recent-
acquisitions-tickets-247343329557.  
  

 
  

Arts5799 –Sekai Machache with Bryndis Blackadder, 
Mashavi no 4, photograph, 2015 (purchased with grant 
aid from the National Fund for Acquisitions). Arts5799. 

 

Both images © the artist, courtesy of University of 
Dundee Museums 
 
 
 
 
 

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 
 

There’s still time to visit the first exhibition 
dedicated to Scottish artist John Henry Lorimer (1856-
1936) at the City Art Centre in Edinburgh. Reflections: 
The Light and Life of John Henry Lorimer shows almost 50 
oil paintings, watercolours, sketches and objects, some 
of which have never been exhibited.  

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 are 
included in the exhibition, along with many from private 
collections. The Flight of the Swallows is displayed with 
one of the mirrors seen in the painting. Similarly, the 
painting Hush, which shows the artist’s nephew 
Christopher Lorimer, is displayed with the cot designed 
for Christopher by his father Sir Robert Lorimer. A letter, 
written by Robert, that includes a sketch of the cot is also 
displayed. Further highlights include The Eleventh Hour, 
a painting that received a gold medal when displayed in 
Paris in 1900. 

The exhibition includes a short film about the 
Lorimer family as a whole and their restoration of Kellie 
Castle in Fife. The script for the film was written around 
50 years ago by Esther Chalmers, the great niece of John 
Henry Lorimer. It was discovered in an archive at the 
National Library of Scotland. The film has been produced 
by Beetle Campbell and sponsored by Charles Stanley.  

Visitors can download an audioguide for their 
smartphones. The audioguide is presented and produced 
by the exhibition co-curator, Charlotte Lorimer, the great 
great niece of John Henry Lorimer. It includes dramatised 
readings of family letters and memoirs, performed by 
Clive Russell, George Lorimer, Ed Wade, Natasha Jobst 
and Sarah Haynes. It also includes twelve original poems 
by Christine de Luca, each inspired by a different painting 
by John Henry Lorimer.  

There is an extensive programme of supporting 
events including a series of in gallery and digital lectures, 
tours, fashion shows and art workshops. Visit their 
website for further insights into the exhibition and 
accompanying events. 

   
 
 
 

https://www.eventbrite.co.uk/e/recent-acquisitions-tickets-247343329557
https://www.eventbrite.co.uk/e/recent-acquisitions-tickets-247343329557
https://www.edinburghmuseums.org.uk/whats-on/reflections-light-and-life-john-henry-lorimer-1856-1936
https://www.edinburghmuseums.org.uk/whats-on/reflections-light-and-life-john-henry-lorimer-1856-1936
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