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David Allan's career falls naturally, and conveniently, into two major 

periods. He spent about a decade in Italy and rather longer, from his 

return in 1779 until his death in 1796, in his native Scotland. The 

pictures - paintings, prints and drawings - which he executed 

during the second period provide the foundation of this thesis. One 

chapter, that dealing with a set of illustrations for the pastoral 

drama The Gentle Sbepberd, has been developed from a dissertation 

submitted in 1984 for the degree of Master of Arts in the University 

of Glasgow. The present study, like the original dissertation, has been 

prepared under the supervision of Professor Tait of the Department of 

History of Art, who suggested the subject of the earlier work and 

urged the completion of the later, In addition, he has contributed 

advice both on the general form taken by the thesis, and on some 

aspects which might usefully be emphasised. University fees were 

paid and additional financial support was provided by the Scottish 

Education Department, and a grant from the Whistler fund of the 
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University of Glasgow contributed significantly towards the expense 

of obtaining photographs of Allan's pictures. 

Vhile most of Allan's works still known are in public galleries, 

an appreciable number - more than one hundred, about half of these 

being portraits - remain in private collections. Thanks are 

therefore due to all those who have, with great courtesy and 

hospitality, allowed access to their collections for the purposes of 

seeing, measuring and making photographs of pictures. Particular 

acknowledgment must be made of Mr. David Black's assistance, both in 

this way and in his having transported a number of drawings that 

they might be the more easily recorded. 

Among the public galleries, the principal collections of Allan's 

works are to be f ound in Edinburgh, where the National Gallery of 

Scotland houses just under half of those known. Allan's portraits, 

not surprisingly, are well represented in the Scottish National 

Portrait Gallery, which also has an invaluable photographic record 

of works in private collections. Some of the portraits hung in this 

gallery are on loan from the Royal Scottish Academy, which contains 

the largest single group of Allan's illustrations to Scottish 

songs. Ten more drawings of this kind belong to the National 

Library of Scotland, which also holds - as does Edinburgh Central 

Library nearby -a set of etched proofs made by Allan af ter his own 

designs. A few more works are distributed among other public 

collections in Edinburgh, including the University, the West Register 

Of f ice and Huntly House Museum. 

Only slightly smaller than the group of song illustrations in the 

Royal Scottish Academy is that in the Rare Books and Manuscripts 

Department of the Mitchell Library, Glasgow, where Allan's f irst 
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series of Ossianic pictures is also to be f ound, while an important 

set of preparatory studies f or later literary illustrations is held in 

the Special Collections department of Glasgow University Library. Some 

f ine watercolours by Allan, both early and late, are in Glasgow Art 

Gallery and Museum, which also houses one of his most ambitious His- 

torical paintings. Examples of Allan's prints are to be found in all 

these collections, in the Hunterian Gallery of the University of 

Glasgow, and in the Print Room of the British Museum. The British 

Museum, in addition to one of Allan's most impressive portraits, also 

has a few of his drawings and watercolours, and a complete set of 

Paul Sandby's prints of his "Roman Carnival" series, the original 

drawings for which are in the Royal Library at Vindsor. 

More than twenty of Allan's letters are recorded, of which ten 

have already been published with varying degrees of accuracy, chief ly 

in the late Reverend Thomas Crouther Gordon's biography, David Allan 

of Alloa. Not all of those still extant are available f or inspection. 

Eleven of the most characteristic and relevant are here included in 

full, five in the text itself and the remainder in appendices, 

transcribed from the originals where possible and presented without 

emendation of spelling or punctuation. Where a few characters are 

missing because a letter has been torn, square brackets either 

indicate this loss or contain a likely restoration. The names of 

recipients and the dates of dispatch are added in square brackets or 

indicated in footnotes, except, of course, where the original dir- 

ection has survived. Allan's abbreviations and repetitions have been 

retained, words which he underlined are emphasised by the same means 

rather than by their being italicised, his deletions are cancelled 

with a single line and his few interlineations or additions are given 

in smaller characters, raised above the main text and supplied with 
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carets in square brackets, except where such a mark or its equivalent 

is in the original. His use of long 'Is" has, however, been silently 

changed to the modern usage, both in quoting from letters and in 

following holograph titles and inscriptions an pictures. + 

As in the case of his drawings and paintings, the principal public 

collections of manuscripts either written by Allan or related to his 

work are in Edinburgh, in the National Library of Scotland, the 

National Museum of Antiquities, the Royal 
. 

Scottish Academy, the 

Scottish National Portrait Gallery, the Laing manuscripts (in Edin- 

burgh University Library), and both the East Register Office and the 

West, where items from the Hopetoun archive may also be consulted. A 

letter from Allan to Lord Hopetoun's lawyer is in the Mitchell Lib- 

rary in Glasgow, part of the Cowie Collection which includes two more 

of Allan's letters as well as the illustrations of Scottish songs and 

Ossianic episodes mentioned above. 

To members of staff in all these places, thanks are extended for 

their assistance and unfailing courtesy. Vithout such co-operation, 

and without the provision of facilities - both in the Mitchell 

Library and in the Special Collections department of Glasgow 

University Library -f or prolonged study of historical materials, 

t In the List of Illustrations as in their descriptive labels, titles of pictures 
are given in one of three ways. First, the title inscribed on a work or that printed 
in a contemporary catalogue has been given in inverted commas and in the original 
spelling, e, g, "Napolitan Dance", *Low down in the Broom" and "Lace Woman Ed! 17848, 

Secondly, when a picture is untitled but the subject is obvious, an identification 
has been supplied in square brackets, e,; J7he Foulis Academy], [Lapith and Centaur] 
and EJohn Knox before the Privy Council, 15633; if a version of an untitled pic- 
ture is listed in a contemporary source then it is that title which has been 
supplied, thus: VBeale reading to Queen Mary the Warrant for her Execution'], 

Thirdly, in a few cases where a picture, either left untitled or differently 
described by Allan himself, has long been known by a particular title, this title 
is given in italics, a, g,, The Highland Dance, the Connoisseurs and The Origin of 
Painting, with Allan's own title, where appropriate, being separately noted, In 
the text, however, all picture-titles are given in the same way, thus: "The 
Highland Dance", *Gilderoy' and 'Presbyterian Penance", 
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the interest of research and discovery would have been attended by 

much practical difficulty and inconvenience. Without the granting of 

permission to make photographs in the Royal Scottish Academy, in the 

Scottish National Portrait Gallery, in Edinburgh Central Library and in 

the National Gallery of Scotland, the selection of illustrations would 

have entailed much greater expense. 

While this thesis was in preparation, several of Allan's works have 

passed from one collection to another, generally, but not ex- 

clusively, from private hands to public galleries. For advising of 

future sales, for providing photographs, and for allowing works to be 

studied thoroughly, sometimes (in the case of albums) at considerable 

length, thanks must be offered to Christiels, Sotheby's, Phillips and 

Daniel Shackleton, Edinburgh. 

Because of the nature of their interests and research, the 

scholarship and friendly advice of two amateuz-s of Allan's work has 

been uncommonly helpful and falls to be particularly mentioned. In 

addition to the general usefulness of his published works, Basil 

Skinner's personal assistance in the matter of visiting collections 

containing pictures by Allan, and his sharing his knowledge of the 

artist and his times, has been of particular benefit, and is gratefully 

acknowledged. So too is the equally generous help of James Brown, 

whose interest in Allan's work is but one aspect of his enthusiasm for 

Scottish painting, poetry, music and song. During the preparation of 

his own dissertation, The Scottisb Song- Illustrations of David Allan, 

submitted in 1984 for the degree of Master of Arts (with Honours) in 

the University of Edinburgh, Jim carried out much necessary work in the 

School of Scottish Studies, and made an. interesting and valuable 
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discovery among the holdings of Edinburgh Central Library; in addition 

to his passing an this information with alacrity, he also made his own 

typescript of his dissertation readily available. 

Because of their frequent assistance and continued interest, several 

more people must be specially distinguished among those included in the 

subjoined general list: Helen Smailes and Helen Watson of the Scottish 

National Portrait Gallery, Edinburgh; Margaret Robertson of the National 

Gallery of Scotland, Edinburgh; Meta Viles, Librarian of the Royal 

Scottish Academy, Edinburgh; Elizabeth Watson and David Weston of the 

Special Collections Department, Glasgow University Library; Marion 

Lawson, Librarian of the Department of History of Art, University of 

Glasgow; and Hamish Whyte, the Mitchell Library, Glasgow. 

The help and advice, and the encouragement, of many others is also 

gratefully remembered: 

The Earl and Countess of Annandale and Hartf ell; Joseph Beagley; David 
Black; Dr. Iain Gordon Brown and Alaister Cherry, National Library of 
Scotland; Jim Brown; Norman Bruce; Dr. Patsy Campbell and Annette Hope, 
Department of History of Art, University of Edinburgh; Dr. Tristram 
Clarke, Assistant Registrar, National Register of Archives (Scotland); 
Nadia and Brian Cohen; Jacqueline Irene Darby; Joseph Fisher, Glasgow 
Room, The Mitchell Library; Trevor Graham, Photographic Unit, University 
of Glasgow; Marion Lawson and Professor Alan A. Tait, Department of 
History of Art, University of Glasgow; Sheila Lithgow and Joe Rack, 
Photographic Department, University of Edinburgh; Anne McPherson, 
Hazel Wright and Hamish Whyte, Rare Books and Manuscripts, The Kitchell 
Library; Dorothy Marsh and Robin Hill, City of Edinburgh District 
Council; Rosalind Marshall, Helen Smailes, Helen Watson and 
Dr. Duncan Thomson, Scottish National Portrait Gallery; Hazel Miller and 
John Eaglesham., Language and Literature Department, The Mitchell Lib- 
rary; Rhona J. Mitchell; Brian lodes, Blair Castle; Charles Nugent, 
Christie's (London); Margaret Robertson, Duncan Bull and Hugh MacAndrew, 
National Gallery of Scotland; Daniel Shackleton; Basil C. Skinner, 
Extramural Department, University of Edinburgh; Sheenah Smith and 
Hugh Stevenson, Glasgow Art Gallery and Museum; Margaret Stewart; 
Alexander J. Stoddart; Meta Viles; Elizabeth Watson, David Weston and 
Nigel Thorp, Special Collections, Glasgow University Library. 

In one of his last letters, Robert Burns - who numbered Allan among 

his "best friends on earth" - wrote to James Johnson about his own 
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part in that great collection of Scottish song, The Scats Musical 

Museum: 

"Many a merry meeting this Publication has given us ... now that it is 

near finished, I see if we were to begin again, two or three things that 

might be mended", t 

In acknowledging the help given by others throughout the preparation of 

this thesis, enjoyable meetings and conversations are likewise, and 

inevitably, recalled. It is a pleasant duty to acknowledge con- 

tributions, both generally and, in several footnotes, specifically. For 

the form in which this work has finally been presented, of course, one 

person alone is wholly responsible. 

Glasgw, G. R. Gordon, 
hitch 3r& 1990, 

t The Letters of Robert Burns, ed. J, De Lancey Ferguson, 2 vols, Clarendon Press, 1931, Vol, 11, 
p. 322, no. 696; second edn, ed, 6, Ross Roy, 1985, Vol. 11, pp. 381-82 (June, 1796), Cf. also a letter 
of November 191h, 1794, to George Thomson: le I tops, Yo LII, p. 278 (second edn, , p. 330), no. 647, 
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David A11arL (1744-1796): [self -portrait3, c. IM. 
Etching and Aquatint Sýx 3. British Museum, Print Room. 
I 

Illustrations in colour. 

Plates I- XII. 

I Me Highland Dance, signed and dated . 1780, 
Oil on canvas 401ex0k, National Galleries 
of Scotland, on loan from Dunimarle, 

I 
I. 1 Self-Portrait, signed b dated1770, Oil on can- 

vas 49% x 38k, Scottish Nat ional Portrait Gal I- 
ery, on loan from the Roya]Scottish Academy, 

VE Portrait of Anne Forbes Ldated 1781. Oil 
on canvas 10 x 124, Scottish National Por- 
trait 6allery; 

. 
VII E The ErskineýFamily 3, signed 4 dated 1783. 

Oil on canvas 60 x 84, Scottish National 
Portrait Gallery. 

IX rho Connoisseurs.. 
canvas 34 x 3ft, 
Scotland, 

c, 1780/1790, Oil on 
National Galleries of 

XI 'Attend to the Tale of Ossian... I c, 1780, 
Pen and watercolours %x 5ý, Cowie Coll- 
ection, The Mitchell Library, Glasgow, 

Plates XIII - XXIV. 

XIII 'Queen Mary, making her escape from Loch- 
leven Castle', 1789, Oil on canvas 47 x 61L 
Private collection, 

XV E Song illustration 3, c, 1790196. Pen and 
watercolours over pencil 3N x 5% (oval). 
Royal Scottish Academy. 

XVII [ Song illustration 3, c. 1794/96, Pen and 
watercolours over pencil 3h x Sk (oval), 
Royal Scottish Academy, 

XIX E Song illustration 3, c, 1790/96, Pen and 
watercolours over pencil 3% x 54 (oval). 
Royal Scottish Academy. 

xxi I Song illustration 3, c. 1790196, inscribed 
by Allan, Pen and watercolours, over pencil 
31 x Sk. Royal Scottish Academy. 

... Iaal frontispiece, 

Between pages 139 - 140. 

IA Highland Wedding 3, c. 1780. Pen & water- 
colou? s 13 x Ift., National Galleries of 
Scotland, Department of Prints and Drawings, 

IV rho Origin of Paintingsigned & dated 1775. 
Oil on wood 15 x 12 (oval). National Gall- 
eries of Scotland, 

VI I Portrait of William Inglis 3, dated 1787 
Oil on canvas 51 x 41, Scottish National 
Portrait Gallery, 

VIII 'Edinburgh Watercarrier -1793,1 c. 1785/90, 
inscribed in alaterhand. Pen h watercolours 
over pencil 6% x 6%, Private tollection, 

X 'Fish wife', c. 1783, Pen and watercolours 
over pencil 9k XA, National Galleries of 
Scotland, Department of Prints and Drawings, 

XII I Scene from The Oentle Shaphord 3,1787/88. 
Watercolours over etched outline 9x 7# the 
platemark IN x 8, Private collection, 

Between pages 234 - 235 

XIV [ Weighing ingots at the Earl of Hopetourts 
lead works, Leadhills 3, r, 1780185. Oil on 
canvas 15 x 22, Private collection, 

XVI I Song illustration 3, c, 1794/96, Pen"and 
watercolours over pencil Mx 6% (oval). 
Royal Scottish Academy, 

XYIII I Song illustration 3, c. 1790/96, Pen and 
watercolours over pencil 3h x 5% (oval), 
Royal Scottish Academy. 

XXE Song illustration 3, c. 1790/96, Pen-and 
watercolours over pencil Rx 5% (oval), 
National Library of Scotland, 

XXII I Song illustration 3, r. 1790/96. Pen and 
watercolours over pencil 3h x 5% (oval), 
Royal Scottish Academy, 

XXIII Preshyierian Panancesigned and dated 179& XXIV E View or the High Street, Edinburgh), c. 1790. 
Pon b watercolours 134x M. National Gall- Pen & watercolours 14kx 21-. National Gall- 
eries of Scotland, Prints and Drawings, eries of-Scotland, Prints and Drawings. 



Illustmtions in Black and Vhite. 

Measurements are given in inches, height before width, 
Unless otherwise indicated, works are by David Allan, 
and are located facing the pages shown, 

1. C The Foulis Academy 1, c, 1760, Engraving 
94 x 11, The Mitchell Library, Glasgow, 
(Glasgow Room, GC V. 10). (page 6.1 

2. E The first Foulis Exhibition, 1761 3 En-- 
graving 94 x1l. The Mitchell LibraryGlas- 
gow (Glasgow Room, SC V. 10). I page? 7.3 

3. (Portrait of George Langlands], signed and 
dited 1765, Oil on wood, 14% X Ilk. Royal 
Scottish Academy. Epagg? 8.3 

A. "Arianna Abandonata da Tesio', c, 1770, Pen- 
cil an paper 9x9, Copied from MichitJ 
di ftcolano, 'Pitture, Tomo 11, Tavola XV, 
'Arianna abbandonata da Teseo sul lido-di 
Nasso". From Allan's"Memorandums & Scetches 
of the Antient Pictures of Herculanium', 
National Galleries of Scatland, Prints and 
Drawings; photograph Christie's, Ipage 9.3 

5, E Danc ing Bac chante 1, c. 1770/76, Penc iI on 
paper, the figure about four inches high, 
( Sketchbook in the National Galleries of 
Scotland, Department of Prints and Draw- 
ings, 05088, f, 4 racto ), (page 9.3 

6. C Lapith and Centaur 3, c. 1770, Pencil on 
paper 8% x 1214, Copied from ýniichita di 
&colano, 'Pitture', Tomo 1, Tavola 11. From 
Allan's 'Memorandums ý Scetches ofthe an- 
tient Pictures of Herculanium', National 
Galleries ofScotland, Prints and Drawings; 
photograph Christie's, [page 10.1 

7.1 Apollo Kitharoidos 3, c, 1770/75, Pencil 
on piper 5xM Sketchbook in a private 
collection (OCS), f. 4 yerso, [page 10.3 

8. GAVIN HAMILTON: (Aphrodite bringing Helen 
to Paris, Prince of Troy], c. 1774, Oil on 
canvas lMxllI1. Museo diRoma, Rome (from 
the Villa Berghese, Rome). [page 10.3 

9.1 Calabrian Shepherds I, c, 1770175, Pencil 
on paper 7A X7ý, The British MuseumPrint 
Room, 1865-6-10-1321. . [page IIJ 

10.1 Italian mother and child 1, c, 1770/76, 
Pen and brown wash over pencilthe figure 
about four inches high, the page 84 x 54, 
(Sketchbook in the National Galleries of 
Scatland, Departient Prints and Drawings 
05088, f. 7 ractol [between pages 11-12.1 

11. 'Neapolitan Fimily", 1776. Pen and water- 
colours over pencil 9J, ',, x 74, Aberdeen Art 
Gallery: 'A Collection of Dresses by Da, 
Allan mostly from Nature 1776"(photograph 
Christiels), (b0tyeen pages 11-12.3 

12, "Napolitan Dance", & 1770/75, Etching 8hx6h 
(platemark 11% X 70, Inscribed '0. Allan 
iW & etcW, Epage 12.3 

13, 'Evening Amusements at Rome. ' dated 1769, 
Pen and watercolours IWO8. Glasgow Art 
Gallery and Museum, [page 12.3 

14. 'Italian Fishermen, C', , of eaeta"3 1776 
Pen and watercolours over pencil, 104x74. 
Aberdeen Art Gallery: 'A Collection of 
Dresses by Da, Allan mostly from Nature 
1776"(photograph Christie's), [page 13.1 

15, E The game of Morra 3, c, 1770/75, Pen and 
watercolours over pencil 5% x NBM Print 
Room, 1865-6-10-1320, [page 13.3 

16, 'Chesnut Gatherers of Loiana, 1776, Pen ý 
watercolours over pencil 9% x 74. Aberdeen 
Art Gallery: 'A Collection of Dresses by 
Da, Allan mostly from Nature 1776" (photo- 
graph Christie's), [page 14.1 

17, 'Lace Vaman Edr 1784'. Pen & watercolours 
over pencil 8x 54, the figure 44 high, Nat- 
ional Galleries of Scotlaný Department of 
Prints and Drawings, 0 403. [page 14,3 

I$, PAUL SANDBY after David Allan: "The Open- 
ing of the Carnival at Rome The Obelisk 
near the Porta del Popolo, ' Etching and 
aquatint 131 x 191,1780-81 (the original 
drawing 1775), [page 15.3 

19, EThe Parting ofHectorand Andromachel, 1773. 
Oil on canvas 29x 39, Accademia Nazionale 
di San Luca, Rome, Epage 17.3 

20. 'Battle of Otterburn', c. 1790. Pen and wash 
oyerpencil 5x 6R (oval), The Mitchell Lib- 
rary, Glasgow, Department of Rare Books and 
Manuscripts, The Cowie Collectionj SR 241 
308864; 'Baby Allan her book Dalmeny 
June 29 18011, f. 23 recto. (page 20,3 

21.1 Design with Pompeian motifs 3,1786196, 
Pen and vatercolours over pencil 8% x Ilk 
National Galleries of Scotland, Department 
Vrints and Drawings, D 439, Epage 23.3 

22. A, STEVENSON after David Allan: Eillus- 
tration to 'Fingal*], Engraving, 5x3. For 
Iforison's Editio, 7 of the Poems of Ossian, 
The Son ofFinqal rranslated by lamas Ifac- 
pherson, Perth, 1795 (Volume 1, facing the 
title page of "Fingal", Book 11). [page 253 

23, 'Wawking of the fauld', c 1795196, Etching 
3% x5 (oval; trimmed), Edinburgh Central 
Library, RBR X PR 8510. [page 25.3 
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24, 'Merchant of Venice% c, 1780/85, Pen and 
wish over pencil 7% x 9%, National Gall- 
eries of Scotland, Department of Prints 
and Dravings, D 4602, Epags, 26.1 

26, ESketch of two men]: ? 'Reading the News', 
1795, Penc i1 8% x III, British huseuk Print 
Room, c. 105 III Bu 522. [page 26.1 

26, 'A Penny Wedding", signed and dated 179S. 
Pen and vatercolours over pencil 134 x 17k 
the frame 13% x 184, National 6alleries 
of Scotland, Department of Prints and 
Drawings, 0 (NG) 613. [page 27,1 

27, 'Nuirlind Willie, c. 1790/96, Pen and wish 
Six 7 (oval). National Galleries of Scotlan4 
Prints and Drawing% 0 430, [page 27.1 

28, WILLIAM HOGARTH-, 'The Industrious Prentice 
out of his Time i Married to his Master's 
Daughter$, 1747 ( Industry and Idleness 6 ), 
Engraving IOW x 13h, [page 33,3 

29, WILLIAM HOGARTH: 'The Idle Prentice exec- 
uted it Tyburn', 1747 (Industry and Idle- 
ness 11). Engraving 10%x 131, 

.I 
page 33,3 

30, ANON: E The Pleasure Gardens it Vauxhall 1 
Engraving published in The 6antlenan's 
Ragazing, Augusk 1765; f roe 6. M, Trevelyin, 
Illustrated English SocialHistory, Vol, 11; 
London, 1951, Plate 40, Epage 36,1 

31, ALEXANDER RUNCIMAN: EThe finding ofConbin- 
cirgli by Fingal, Cath-W4 Duan 1.3,1772/74 
Etching "x 9% if terhis own painting, Hall 
of Ossian, Penicuik House, Ipage 39,3 

32, HENRY FUSELI: ESketch for part of a cycle 
of frescoes based on the works of Shake- 
speare; Cing Lear], c, 1777/78, Pen and 
brown wish 10% x 7%, British Museus, Print 
Room, 1885-3-14-258, (page 39.3 

33, BENJAMIN WEST: 'Edward the Black Prince 
receiving John, King of France, prisoner, 
after the battle of Poictiers. Piinted for 
His Majesty's Audience Chamber in Windsor 
Castle', exh. Royil Academy, 1794, Oil on can- 
vis 113x 177, Royal Collection, [page 39.1 

34, FRANCIS HAYMAN: EPIzy scene from flailefl, 
1740s, Oil on canvas 25 x 30, formerly at 
Yauxhall, Epage 41.3 

35, FRANCIS HAYMAN: EThe Finding ofhosesl, 1746, 
Oil on canvas 684 x 801, The Thomas Corse 
Foundation forChildre% London, Epage 41.1 

36. WILLIAM HOGARTH: [Moses broughtto Pharaohl 
Daughter; 1746. Oil on Canvas 63 x 82. Coram 
Foundation, London, Epage 41.1 

37, SIR JOSHUA REYNOLDS: EPortriit of DcSasuel 
Johnson], c. 1770, Oil an canvas 29% x 24%, 
Harvard University, [page 44,1 

38. WILLIAM HOGARTH: E Portrait of David 
Garrick in King Richard 1111, c, 174S. 
Oil on canvas 7S x 981, The Walker Art 
Gallery, Liverpool, (page 49,1 

39. JOHANN ZOFFANY: E Scene f roe Love in a 
Village 1,1767, Oil on canvai 40 x 50, 
Institute of Arts, Detroit, Epage 49.1 

40. JOHN DOWNMAN: 'The Return of Orestes vids 
Electra of Sophocles, exh, Royal Academy 
1782, Oil on panel 191 x 25, Epage 51.3 

41, GAYIN HAMILION: EThe Parting of Hector and 
Andromache], c, 1776. Oil on canvas 126xl64 
University of Glasgow, Epage 52.3 

42. DOMENICO CUNEGO afterfiavin Hasilton-. EAch- 
illes lamenting the death of Patroclus], 
1764, Engraving 151 x 24, Epage 62.1 

43, DOMENICO CUNE60 after6ivin Hasilton: 'Ach- 
illes vents his rage on Hectorl, 1766, 
Engraving 15h x 24, 

, 
Epage $3.1 

44, JAMES BARRY-"The educitionof Achilles', &Yt 
Royal Acadesy, 1772, Oil on canvas 401x50%, 
Yale Center, New Haven, Epage 63,1 

45, JOHN HOWES: ECeladon and Amelia; from The 
Seasons], signed and dated 179S, Oil on 
canvas 20% x 151. [page 65.3 

46, VENDRAMINI after Francis Wheatley: 'Straw- 
berrys Scarlet Stravberrys' 1796, Stipple 
engraving 16% x 13, Epage 66.3 

47, HENRY WALTON: 'The Market 6irI1, #xA Royal 
Academy, 1777, Oil oncinvis 49kx 394,1p, 56.1 

48. WILLIAM REDMORE BIGG! 'A Cottage Girlshel- 
ling peas', exh. Royal Academy, 1782 (signed 
and dated 1782). Oil an canvas 3Ox25. Ply- 
south Museum and Art Gallery, Epage 56,1 

49, CHARLES BROOKING: IShipping in a breeze', 
c, 1750, Oil on canvas 194x 294, Epage 57,1 

50, FRANCIS HOLMAN: "British aen-o'-vir in a 
tough sea', signed and dated 1778. Oil on 
canvas 231 x 341, Epage 67,1 

$1, EDWARD PENNY: 'The Marquis of Granby 
relieving a distressed soldier and his 
family', signed and dated 1764, exh. Society 
of Artists, 1765, Oil on canvas 40 x 60, 
Ashiolein Museum, Oxford, Epap 58,1 

52, BENJAMIN WEST: The Death of 60neral Volfe, 
exh. Royal Academy, 1771, Oil oncinvas $91 x8k 
NationilGallery of Canada, Epage 58,2 

53, J. COLLYER after Francis Wheatley: 'The 
Yolunteers of the City and County of Dub- 
lin is they met on College Green ... 1779', 
1784, Engraving 194 x 261, Epage 62.1 

54, JOHN TRUMBULL: 'The Death cf6ener&I Warren 
at the Battle of Bunker's Hill, 1175', 1786. 
Oil on canvas 24 x 36, Epage 62.3 

65, JOHN SINGLETON COPLEY: The Defeat of the 
floating batteries off fibralgarSepteaber 
1782,1783-91, Oil on canvas 62 x 74 (the 
Guildhall. painting 214 x 297), Epage 64,3 

56,1 PARKER after Henry Fuseli: EPuck, from A 
Nidsussep #ight Is Dream, Act I I, sc. il. For 
the Boydell Gallery, E page 65.1 

57, HENRY FUSELI EFilstaff and Dollfros King 
henry IV, Part i, i, Act 1; sc. iv]. Inscribed 
'Roma 71', Pen and wash 10% x 8%, Zurich, 
Kunsthius, 1940161, Epage 65,1 

$8. W. SKELTON after James Northcate: 'Burying 
the Royal Childrenl ( Richard III ). For 
the Boydell Gallery, [page 66.3 
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59, F, LEGAT after James Barry: 'Lear, with 
Cordelia dead; Edgar, Albany and Kent, Re- 
gan, Goneril, and Edmund, dead', For the 
Boydell Gallery, [boliveen pages 65-66.3 

60, W, SHARPE after Benjamin West: 'Lear, Kent, 
Fool, Edgar, disguised as a Madman, and 
Gloster, with a Torch'. For the Boydell 
Gallery, I be treen pages 65-66,1 

61, A. SMITH after William Hamilton: [Miranda 
and Ferdinand, from rho reaposiJ For the 
Boydell Gallery, (page 66 .3 62, J. NEAGLE afterFrancis Wheatley CThe ship- 
wreck offailia from rho Cosedy of Errors] 
For the Boydell Gallery. (page 66.1 

63, JAMES GILLRAY: "Shakespeare Sacrificed; - 
or- The Offering to Avarice' 1789. Etch- 
ing and aquatint 20% x 1511, (page 67.3 

64, I. TAYLOR after Henry Howard: [Timon quits 
Athens; riaon of 0hens, Act IV, sc. i 3. For 
the Boydell Gallery, [page. 67,1 

65, JAMES BARRY 'Orpheus Instructing a Savage 
People inTheology & the Arts ofSocialLifý 
1792, Etching and engraving 16%x 194, af ter 
his own painting in the Great Room of the 
Society of Arts, London, [page 68.3 

66, JOSEPH HIeHMORE 'Pamela shows ft Williams 
her hiding place for letters", c. 1745, Oil 
on canvas 23% x 294, Fitzwilliam Museum, 
Cambridge, [page 76,3 

67, "The Vestals ittending the Sacred Fire", 
signed and dated 'Da, Allan pinxt. 1772, ", 
Oil on canvas 5811 x 681, Exhibited Royal 
Academy 1779, Glasgow Art Gallery and 
Museum. (page 100,3 

68, HENRY FUSELI: rho ýrtisf. in Cospair over 
the Nagnitude, dgntiqu# Fragvents, c, 1780. 
Red chalk and sepia wash 181 x 6%, Zurich 
Kunsthaus, 1938/668, (page 102.1 

69. JOHANN ZGFFANY: [Group portrait of John, 
Third Duke ofAtholl and his family on the 
banks of the Tay at Ounkeld] 1765-67, exA 
Society of Artists 1769 (the landscape by 
Charles Steuart), Oil on canvas 36 x 63, 
Private collection, Duke of Atholl, Blair 
Castle. (page 112.1 

70. [The Atholl Family Group] 1780, Oilon can- 
vis 36 x 40. Private collection, Duke of 
Athollf Blair Castle, (page 113.3 

71, (The Watson Family Group], 1782. Inscribed 
KO, Allan pxt, 1782. Chas, Watson 17630 on 
verso of lining, Oil on canvas 40% x 51, 
Dundee City Art Gallery (paye 116,3 

72. [Diploma of membership for The Honourable 
Company of Golfers of Edinburghl, c, 1785, 
(The vignette c, 2x 3). (page 116.3 

73. ALEXANDER NASMYTH: I Portrait of Ougald 
Stewart and his family 3, c. 1790, Private 
collection, [pige 117,3 

74, ALEXANDER NASMYTH: I 3rd. Earl of Rosebery 
and his family at Dalmeny House 1, c. 1790 
Private collection, (page 117.1 

7S, 12reaking the are at the Earl of Hopetourfs 
lead mines, Leadhillsl, c, 1785, Pen h wash 
614. x9t; private collection, (page 118.1 

76, C Breiking ore at Leadhills 1, c, 1785, Oil 
on canvas iS x 22 (part of a set of four% 
Private collection QHB), (page 118,3 

77, [Celebration held by theEarl of Hopetoun's 
colliers3, c 1780/85. Pen and wash 11 x 144, 
Hopetoun House, [page 119.3 

78,1 Portrait of David Allan, father of the 
artist 3, c, 1760165, Pen and ink 8x6, 
National Galleries of ScotlanqDepartment 
of Prints and Drawings, I page 119,3 

79, JOHN THOMAS SETON; I William Fullarton of 
Carstiirs anc. Captain Lowis 1,1773, Oil 
on canvas 2A X 24ý National Galleries of 
Scotland, [page 120,3 

80, [Portrait ofSir James Grant of Grant with 
his wifel, 1780, Cil on canvas 42x52, priv- 
ate collection, [between pages 121-122.1 

81, [Portrait ofSir William Hamilton with his 
first wifeýdated 1770, Qqon capper]Wt 
Private collection, [betweenpp. 121-122,1 

82. [Portrait ofSir James Grant; variation on 
Fig. 803, c. 1785. Oilon canvas MxSO, priv- 
ate collection, [between pages 121-122.3 

83,1 Portrait of Sir James Grant of Grant I 
c, 1780, Oil on canvas 30k x 25, Private 
collection (S), I page 122.3 

84, ALLAN RAMSAY: E Portrait of David Hume 3, 
1766. Oil on canvas 30x 25, National Gall- 
eries of Scotland, [page 122,1 

85. ALLAN RAMSAY: E Portrait of Jean-Jacques 
Rousseau 3,1766, Oil on canvas 29%x24%, 
National Galleries of Scotland, [page 122.3 

86, [Portrait of Sir William Hamiltonlsigned 
and dated 1775, Oil on canvas 89x 71, The 
British Museum, (page 123,1 

87, ANNE FORBES: E Portrait of David Allan 1 
1781. Oil on canvas 15 x 12 (formerly in 
an oval frame). Scottish National Portrait 
Gallery, [page 123.1 

88, [Portrait of James Tassieý c, 1780181, Oil 

on canvas 30 x 25, Scottish National Par- 
trait Gallery, Cbetween pages 123-124,3 

89, JAMES TASSIE: C Portrait of David Allan 3, 
inscribed signature and date, 1781, Paste 
Medallion 4x3 (apprM. Scattish National 
Portrait Gallery. C be I ween pp, 123-1 '44,3 

90, "Prize of the Silver Golf. at Edr, ' 1787'. 
Pen and watercolours over pencil "x 64, 
National Galleries of ScotlandDepartment 
of Prints and Drawings, O '387, (page 124.1 

91.1 A Millie 1,1780, Pencil on prepared 
paper 94x Sh, the figure 7ý high, National 
Galleries of Scotland, Oepartment of'Prints 
and Drawings, D 4613, (page 125.3 

92. [Sketch of a Highland marriage custom], c. 
1780, Pen and ink over pencil 4x 61, The 
Mitchell LibraryGlasgowCovie Collection 
SR 241,308864, f. 14 recto, E Page 126,3 
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93. rho Yighland Oance, signed and dated 178a 
Etching and aquatint 13x20. (pay# 127.3 

94. EA Highland Dance 1, c. 1780190, Pen and 
vatercolours Ilk x Ift, (page 127.3 

95, ANON 0PARKER) after David Allan: [High- 
land Dancing scenel. Engraying 2x 34, for 
Joseph Ritson, Published in Scotish Sag 
(1794), Volute 11, (page 127,3 

96, SIR HENRY RAEBURN: EPortrait of Niel Bowl, 
c. 179a Oil on canvas 48 x 39, Scottish Nat- 
ional Portrait Gallery, [page 127.3 

97. (A Highland Weddingl, signed h dated 179a 
Pen and watercolours 13*x 18.0undee City 
Art Gallery. (page 128,3 

98. 'Highland Family', c, 1780/90. Pen ý water- 
colours over pencil 161 x 22 ( approx,; 
badly torn ), Dunimarle album (f. 52), on 
loan to the National Galleries of Scot- 
land (Prints & Cravings), (page 137.3 

99, RICHARD COOPER: [Title-page vignette for 
rho 6entle Shepherd, 1729 (Sixth edition 
1734), Engraving 2% xM [page 150.3 

100. SIR JAMES THORNHILL: [Allegorical repre- 
sentition of Apollo as patron ofthe Arts 
and Sc iences 1, r. 169011720. Penc 11, pen and 
sepia wash, S' diameter, With Christiels, 
Landon, July, 1988, (page 150.3 

101, PAUL SANDBY: EThe Draw well at Broughton], 
signed and dated 17S], Pen and water- 
colours 61 x 9, British Museum, Print 
Room, I be twoon pages I so- 15 1.1 

102. PAUL SANDBY: [Illustration to The 6entle 
Shophard, signed and dated 1758, Etching 
104 x 7ý, (betwoon pages ISO-151.1 

103, PAUL SANDBY: (Illustration to The 6ontle 
Shapher4 1758, Etching 101 x 7%; part of 
a set of five, [between pages 150-151,3 

104. ANON,: [Illustration to The 6antle Shop- 
herd, 1758, Engraving SW x 34, The second 
in a set of five, Epago 151.1 

105, TERRY: [Frontispiece to The Sontle Shep- 
herd, 1779, for Morison of Perth, reprinted 
1780, Engraving 34 x H, Epago 151 .1 106, ANON, : ElIlustration to The 6onilo Shep- 
herd, 1780, forMorison of Perth, reprinted 
1781, Engraving Hx 1%. Epage 152.1 

107. JOHN BEUGO: [Illustration -to rho 6ontle 
Shaphard, 1788, for Morison of Perth, En- 
graving, 2k diameter, (page 152.3 

108, EIllustration to The 6enilo Shepherd], c, 
1787. Watercolour over etched outline, 
911 x 74, National Galleries of Scotland, 
Prints and Drawings, D 2306, Epage 155.3 

109, JAMES STEVENSON: "Monk's Burn and Glaud's 
House from the South-East" c 1808. Water- 
colour 13; c]9. Private coll, r; *jgo 160.3 

110. ROBERT SCOTT after Alexander Carse: 'The 
Harbour Craig near the Craigy Bield from 
the East', C, 1808, Engraving 44. x: 64, 
For Robert Brown's edition of rho 6entle 
Shepherd, Edinburgh, 1808, [page 160,3 

Ill, E Illustration to The 6entle Shepherd], 
1788, revorked (anonysously) 1796, Etching 
and aquatint, with subsequent engraving, 
91tx7k (platemark 10101), [page 161 ,1 

112, [A craigy bield near Newhall House, Car- 
lops], 1984, (photograph fros the Harlaw 
Muir, facing north-eastwards), [page 166.3 

113. [Sketch of an ingleneuk and some houses; 
c. 1786. Pencil on paper 10%x7% (appror, 
yerso of Fig. 135). Glasgow University Lib- 
rary, Special Collections, [page 167,1 

114, (After ALLAN RAMSAYN Portrait of Allan 
Ramsay senior 3, signed and dated 1788, 
Frontispiece to Allan's edition of The 
Oenfle Shepherd, Foulis Press, Glasgow, 
1788. Etching and aquatint 94x 7 (plate- 
mark 104x8), [page 168,1 

Myuros 115-126 ara? botbreen pp, 168-169). 

115. 'Gentle Shepherd Act I Scene 1". Plate I 
signed and dated 1788, Etching and aqua- 
tint e, 26 x7 (platemark 1H x 8), 

116, "Gentle Shepherd Act I Scene 1111, Plate 2 
signed and dated 178e, Etching and aqua- 
tint 8N x 64 (plitemark IN x 8), 

117, 'Gentle Shepherd Act II Scene I', Plate 3 
signed and dated 1788, Etching and aqua- 
tint 9x7 (platemark 104 x e), 

118. 'Gentle Shepherd Act 11 Scene III', Pl, 4 
signed and dated 1788, Etching and'aqua- 
tint 81 x7 (platemark 10k x 9), 

119. 'Gentle Shepherd Act 11 Scene IV'. Plate S 

. 
signed and dated 1788, Etching and aqua- 
tint Sh x 6% (plitemirk 10k 7h). 

120, 'Gentle Shepherd Act III Scene V. Plate 6 

, 
signed and dated 1788, Etching and aqua- 
Aint 9k x 74 (plitemark Ift x 8), 

121. 'Gentle Shepherd Act 3 Scene 3". Plate 7 
signed and dated 178e, Etching and aqua- 
tint 9x 74 (platemark IN x 8), 

122, 'Gentle Shepherd Act 4 Scene 1, Plate 8 
signed and dated 1788, Etching and aqua- 
tint 94 x7 (platemark 10kx M. 

123, 'Gentle Shepherd Act IV Scene 11". Plate 9 
signed and dated 1788, Etching and aqua- 
tint 94 x 74 (platemirk IN x 8). 

124, 'Gentle Shepherd Act Y Scene 11, Plate 10 
signed and dated 1788, Etching and aqua- 
tint 94 x 74 (plitemirk IN 74), 

125. 'Gentle Shepherd Act V Scene 11'. Plate 11 
signed and dated 1788, Etching and aqua- 
tint 94 x 74 (platemirk 10k 7h), 

126. 'Gentle Shepherd Act Y Scene 111? late 12 
signed and dated 1788, Etching and aqua- 
tint 9x 74 (platemirk 104 7h). 

127. [Sir Willias, Symon and Bauldyl. Pencil on 
paper INx 8. Study forPlate 10 (Fig. 1241 
Glasgow University LibripySpecial Coll- 
ections, Wylie Collection, [page 171 J 
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128, EGIaud and Symon], c 17e6/88 Witercolours 
over pencil on paper 9-,, x 6-, t Yale Center 
for British Art, New Haven. Epage 173.3 

129. ANON: "Auld Roudes! Filthy fallow I shall 
auld ye'/ 'and what wad Roger say, if he 
coud speak, r, 1800. Engravings 4% x3 
and 2% x 2. Edition of The Oantl# Shop- 
hordpublished by James Steell, filisgow, 
its frontispiece and title-page derived 
from Allan's editionPlates VIII and VII 
(Figures 122 and 121), (page 173.3 

130, C Patio ], Pencil on paper 10%x7%, Study 
for Plate 6 (Fig-120). Glasgov University 
Library, Special Collections, Wylie Coll- 
ection, 1138-1921 Bh. 14-x, 13. (page 176,3 

131. (Peggy and Jennyl Pencil on paper ION x 814. 
Study for Plate 11 (Figure 12S). Glasgow 
University Library, Special Collections, 
Wylie Collection, - Epago 177.3 

132. E Peggy, Patio, Sir William and Symon 3, 
Penc iI on pipe r 10 x8( qppror, verso af 
Fig. 140), Study for Plate 12 (Fig. 126). 
Glasgow University LibrarySpecial Coll- 
ections, Wylie Collection, [page 178,3 

133, EGIaud and two other characters], Pencil 
on paper ION x 84 (appro. r. verso of Fig- 
ure 131), Study for Plate 12 (Figure 126) 
Glasgow University LibrarySpecial Coll- 
ections, Wylie Collection, [page 178,3 

134, [Glaud and SymonlPencil on paper Ilzix 8 
Study for Plate 3 (Figure 117), Glasgow 
University Library, Special Collections, 
Wylie Collection, [page 179.1 

135. ESymon], Pencil on prepared paper 104, 'x Ni 
Study for Plate 3 (Figure 117), Glasgow 
University Library, Special Collections, 
Wylie Collection, (page 179,3 

136, ROBERT SCOTT after "J. R' QJohn Burnet): 
I Slaud and Symon I,. c, 1804, Engraving 
311 x 21, with a decorative frame and two 
lines of verse, In editions of rho Senile 
Shepherd published by Oliver and Boyd of 
Edinburgh, , Epage 180,3 

137, ANON: [Patie a Roger, and Patio & Peggy] 
c, 1810. Engravings 31t x 21 and 24 x 2%, 
Edition of rho Senile Shepherd published 
by Oliverand Boyd ofEdinburghits title- 
page vignette derived from Ritson's 
Stogish Song, London 1794, (page 180,3 

138, ROBERT SCOTT after David Allan: $Auld 
Roudes: filthy fallow I shall auld yel, 
E Mause, Madge and Bauldy 1, c. 1804, En- 
graving 31o x 2-, t,, with a decorative frame 
and a line of verse, In editions of rho 
Senile Shepherd published by Oliver and 
Boyd of Edinburgh, [page 180.1 

139. ( Roger and Jenny 3, Pencil on paper 
103 x 8%, Study for Plate 7 (Figure 121). 
Glasgow University Library, Special Coll- 
ections, IbOtV#017 pages 180-8*1 j 

140, [Rogerl. Pencil on piper Wx8, Study for 
Plate 7 (Figure 121), Glasgow University 
Library, Special Collections, Wylie Coll- 
ection, [between pages 180-81 .3 

141, E Patie and Roger, and a drapery study I. 
Pencil on prepared piper 7% x 10%, Study 
for Plate I (Fig. 115) National Galleries 
ofScotland Department ofPrints and Draw- 
ings (0,4614), [be I reen pages 180- 81 ,I W, E Patio 3. Pencil on paper 13ýx SW, Study 
for Plate I (Figure 115). Glasgow Uni- 
versity Library, SpecialCollections, Vylie 
Collection, (page 181 .3 143, C Patio 3, Pencil on paper 9% xK Study 
for Plate I (Figure 115), Glasgow Uni- 
versity Library SpecialCollections, Yylie 
Collection, [page 181 .3 144. [Patie and Peggy], Pencil on paper 10001 
Study forPlates 5 and 9 (Figures 119 and 
123). Glasgow University LibrarySpecial 
Collections, E between pages 182-83.3 

145, [Patie and Peggyl, Pencil on paper 104x 7%. 
Study forPlites 5 and 9 (Figures 119 and 
123), Glasgow University Library Special 
Collections, E between pages 182-83,1 

146, (Patio and Peggy]. Pencil on paper 10ix7l- 
Study forPlates 5 and 9 (Figures 119 and 
123), Glasgow University Library Special 
Collections. [page 183,1 

147. ANON Mirker) after David Allan: 1790s, 
the original drawing c, 1788, Engraving 
24x 2%, vignette in Ritson's Scolish Song, 
Landon, 1794, Epage 184,1 

lie, EPitie and Peggy], Penciland red chalk on 
paper 10hx8z, Study forPlate 9 (Fig. 123). 
Glasgow University LibrarySpecial Coll- 
ections, Wylie Collection, Epage 185.1 

149, 'The Silken Snooded Lissiel, c, 1790/96, 
Pen and wash 54 x 61 ( oval ), National 
Galleries ofScotland Department ofPrints 
and Drawings (0,4493), [page 186.1 

iso, 'The childe of Elle', c. 1790196, Pen and 
wash over pencil. 3h x 6% (oval), Royal 
Scottish Academy, (page 186.3 

151. ANON ? after Nikias: EPerseus liberating 
Andromeda], Museo NazionaleNaples; wall- 
painting from. Pospeii. [page 187.3 

152, JEAHAPTISTE GREUZE: "LlAccordie do 
Village", Oil on canvas 351 x 46t, Musie 
du Louvre, Paris, 

. 
1page 191 .1 153, SIR ROBERT STRANGE after Isaac Oliver: 

, Mary, Queen of Scots. ' CircularEngraving 
published in Tobias Smollett's History 
of irngland, 1757. Epage 199,3 

154. HOUBRAKEN after Isaac Oliver and Bernard 
Picart: 'MaryQueen of Scots', Engraving, 
with decorative frame and vignette, the 
whole 8xS, Published in Thomas Birch's 
rhe 110ads of Illustrious Persons, (1738; 
two vols. in one, 1743). [page 199.1 
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155, JOHN OPIE: 'The assassination of David 
Riccio", exh. Royal Academy. 1787, British 
Institution, 1817. Oil on canvas 94ýx 1134 
(cut down from 107 x 144), Guildhall Art 
Gallery, City of Lonoon. (page 200.3 

166, ANTO110 ZECCHIN after J-F Rigaud: "Marie 
Reine D'Ecosse dans son Gratoireu,, r. 1793, 
Original picture e. 0, Royal Academy, 1792, 
Stipple engraving 74 x 9ý (pige 200,3 

157, GAVIN HAMILTON: 'Mary Queen of Scots re- 
signing her crown", 1765-73, tvh, Royal 
Academy. 1776. Oil on canvas 69 x 631o (cut 
down an both sides), Hunterian Art-Gall- 
ery, University of Glasgow, (page 201.3 

158. ALEXANDER RUNCIMAN: E'Mary Queen of Scots 
signing the papers in Loch Leven Castle 
by which she resigned the crown'], 1782. 
Sketch forthe painting -, Yh. Royal Academy 
1782, Pen h wish 74 x91. NationalGalleries 
of8cotland, Department orPrints 3nd Draw- 
ings, D 316 ( inscribed'; Rinv, "). (page 202.3 

159, ALEXANDER RUNCIMAN: ldeath of Oscar", 1772. 
Pen and wash over pencil Inx 19ý, Nat- 
ianal Galleries of Scotland, Department 
of Prints and Drawings, 0 316 (inscribed 
"/Runciman inv: ' and '4 feet high 5 feet 
vide'l the dimensions of the painting at 
Penicuik House), (page 202.1 

160, ILI Darnley, ' c. 1789. Pen over pencil on 
paper 914 x 5%, the figure 6 high, Scot- 
tish National Portrait Gallery, PG 2461, 
SPD 621 (inscribed with details of feat- 
ures, costume, and location in Holyrood 
house), Ipjq1? 205.1 

161. IQ, Mary at AlloaN, c, 1789, Pen over pen- 
cilon paper fix 514, the pencil frame 4 x3 
approx, Scottish National Portrait Gall- 
ery P6 2461, SPD 623 (inscribed with de- 
tails oFcostume & location), [page 206.3 

162. R. SHEPPARD after Isaac Oliver,. "Mary. Queen 
of Scots', Engraving from a miniature in 
the Mead collection, (page 206.3 

163, ANON.: The Morion portraii of Nary, ýuavn 
vfScols, Oil on canvas 46x29, Glasgow Art 
Gallery and Museum, (page 206.3 

164, IQ. Mary Arrives at Leith h Conducted to 
Holyrood house", c. 1789/90, Pen and wash 
over pencil 7ý. x 10k, National Galleries 
of Scotland, Department of Prints and 
Drawings 04597), (page 207.1 

165. 'Queen Mary Forces the Castle of Inver- 
ness to Surrender', c, 1789/90, Pen and 
wash over pencil 5k xW National Gill- 
eries of Scotland, Department of Prints 
and Drawings (04593), lpqqi? 209.1 

166, EJohn Knox before the Privy CounciLIS633 
c. 1789/90. Pen I wash over pencil fi4x84 
(triaqed; cancelled with red chalk), Nat- 
ional Galleries of Scotland, Department of 
Prints and Drawings (046121 (page 211 

.1 

167, 'John Knox, called before the Privy 
counill and aq4itted, but advizes the 
Queen to Purge her hart frae Papistrie", 
a 1789/90. Pen S wish over penc i1 8% X 154 
(sheet 101 x 15h, inscribed with a refer- 
ence to 'Knoxes History of Reformation' 
and a numbered key), Dunimarle Album, f. 25, 
on loan to the National Gallery of Scot- 
land, Prints and Drawings, Epaye 212.3 

16a. JOHN SINELETON COPLEY: "Charles I de- 
manding in the House of Commons the five 
impeached members', 1782-9S, exh, Spring 
6ardens, 1795, British Institution, 1807, 
Oil on canvas 92 x 123, Public Library, 
Boston, Massachusetts, [page 213,1 

169. 'Rizzio Forced from q. Marys presence by 
L! Ruthven and Barbarously Murdred", c, 
1789/90, Pen and wash over pencil 74 x 9, 
National Galleries ofScotland Department 
Orints A Drawings (04591). [page 214.1 

170, "Death of David Rizzio" I "The Assassin- 
ation of David Rizzio, C. 1790, Oil on 
canvas 04UM; ? exh. Society ofArtists 
1791. With Robinson and Fisherl925; photo- 
graph Witt Archive, E page 2 IS. 3 

171. "Queen Mary Surrenders at Pinkie & cirr- 
ied to Edinbro, c, 1789/90, Pen and wash 
over pencil Sý x 8, National Galleries 
of Scotland, Department of Prints and 
Drawings (04592), (page 216,1 

172. "Queen Mary's Resignation of the Crown', 
signed and dated an verso, 1791, Oil on 
wood 18 x 24; 7exh, Society of Artists 
1791, Sold in Edinburgh, 1797. Private 
Collection (WS), [page 2 18,1 

U3, "Lord Ruthven and Lindsay force Q. Mary 
to resign the Governeent', 1789, Pen and 
wash over pencil 60. x 8. National Gall- 
eries of Scotland, Department of Prints 
and Drawings 04596). [page 219.1 

174.4 Marys Escape from Lochleyen Castle', 
1789, Pen and wash 7% x 11ý, National 
Galleries of Scotland, Department of Prints 
and Drawings (04S94), (page 221,3 

175. ['Beale reading to Queen Mary theWarrant 
for her Execution2l, c, 1789190, Pen and 
wash over pencil 54 x 8%. National Gall- 
eries of Scotland, Department of Prints 
and Drawings (04599), (page 2 23.3 

176. T, RANSON after Thomas Stothard, from a 
drawing by David Allan: "Ettrick Banks", 
1823# the original drawing c, 1794 (Figs. 
206 and 224). Engraving 3kxS%, published 
in Thomson's Select Collection, 8vo. edn., 
Vol-VI (1825). (page 239,1 

177. ANON. Marker) after David Allan: [shep- 
herd], 1794, the original drawing c. 1788 
(Fig. 1811 Engraving Ux 31o. ETitle-page 
vigneffe for Ritson's Scotish Song, Lon- 
don (1794). (page 239,3 
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178, 

179, 

180, 

181. 

182. 

183. 

184. 

'Tail piece IV' and "Head piece V "; EA 185, "Hardy-knute', "King of Norse fills' and 
Highland Dance I and 'Killikrinky 16894, 'Batle of Otterburn', c 1788. The first 
c. 1788, Pen and wash over pencil ftx 9, two pen & wash 4x 6,4 x5 respectively, 
6X9( approx), the lower drawing in- the list pen I wish over pencil 4xX 
scribed with a reference to Granger's Inscribed verses and two page references 
8iographical History, The Mitchell Lib- to Herd's Ancient and Ifodern Scottish 
rary, Glasgow: Cowie Collection SR 241 Songs, #aroic Rallads Jc, (1776) printed 
308864 ( 'Baby Allan her Book Dalmeny by John Wotherspoon. The Mitchell Library, 
June 29 1801' ), f. 9 Varso, I Pa;, ' 40.3 Glasgow: Cowie Collection SR 241 308864 
1 Scene f Poo Trathal 1, c, 1780, Pen and ('Baby Allan her Book Dalmeny June 29 
wish over pencil 540 (image,, the paper 1801'), f, 18 recto, (balwasnpa247-48,3 
5% x 70, The Mitchell Library, Glasgow-, 186. 'Hardyknute", c, 1788, Three-pictures from 
Cowie Collection SR 243 308888, A Coll- Lady Wardlaw's ballad; top, pen and wash 
ection of Ancient Poans, Translated froR over pencil 3xU; centre, pen and wash 
the 6alic, - sof Ull in, Ossian, Orrin V By over pencil 4x 2%; bottom, pen and wash 
John Smith, Ministerat Kilbrandon, Argyle- 3x2, Inscribed with many lines of verse, 
shire, 1780"('N? 7"), EbelvauvpA243-44.1 one page reference to Herd's Ancient and 
'The Bush aboon Traqair' & 'Sae merry as Ifodern Scottish Songs, 114roic Sallads Jc, 
we have been, c, 1794, Pen and wash, each and 'Alexander King ofScot! Hawquin king 
oval 5x 6a, the additional figure - pen of Norway- 1263", The Mitchell Library, 
outline-4 long (approx), Inscribed with Glasgow: Cowie Collection SR 241 308864 
lines of verse and two pagereferences to ('Baby Allan her Book Dalzeny June 29 
Ritson's Scotish Soýq, 1794, The Mitchell 18011), f, 8 Varso, between pp. 247-48,3 
Library, 61asgov: Cowie Collection, SR 241 187. "Lord Thomas i fairAnnet', 'Cruel Knight, 
308864 Maby Allan herBook Dalmeny June 'Gill Morice' and "Patie', c, 1788-, pen 
29 1801"), f. I varso, E between pp, 243-44,3 and wash over pencil UU and 2xll,, pen 
'No. 1', 'headpiece - 114, 'No. III' and a and wash 3x4; pen and wash over pencil 
sketch of a cottage; [shepherd playing a 4x 41; pen and wash over pencil 4R x 4, 
stock and horn], [shepherd and milkmaid] Inscribed verses A three page references 
and 'Gaberlunzieman', c, 1788, Pen and to Herd's Ancient and Nodern Scottish 
wash overpencil 4x4,4 x4 and 5x 6R, Songs, 114poic Sallads Jc, (1776) printed 
the cottage 2% long (approx. ). The Mit- by John Watherspoon: some writing in red 
chell Library, Glasgow: Cowie Collection crayon, The Mitchell Library, Glasgow: 
SR 241 308864 ('Baby Allan her Book Oal- Cowie Collection SR 241 308864 ( 'Baby 
seny June 291801't 1.17 recto, Ep. 244.3 Allan her Book Dalieny June 29 18019 
'Batle of Preston-pans 17451, and 'Johny f. 8, facto, (page 248,1 
Coup', c, 1790/96, Pen and watercolours 188, "The Bush aboon Traquire', c. 1795196 (the 
over pencil 5x 61 (each oval). The original sketch c. 1794 Fig 180), Pen out- 
Mitchell Library, Glasgow: Cowie Coll- , line over pencil 6xU, the sheet 00% 
ection SR 241 308864 ( "Baby Allan her Royal Scottish Academy, [pig# 249,1 
Book Dalmeny June 29 18011 ), f. 21, 189. JA OELATTRE after Angelica Kauffmann: 
recto, I between pages 245-46,3 'Moulinesl, 1782 [Illustrationto Sterne's 
'gir Cillicrankie' ElIlustration to the 9 SeniiaentalJournayl. Stipple engraving 
song ITrinent Muir', by Adam Skirvenl c, 144 x Ili, [between pages 249-50.3 
1795/96. Etching 34 x5 (oval; platemark 190. GRIGNION after Wheatley: 'Love in a Vill- 
Alox6k), Inscribed with fourlines orverse age/ 1791, Engraving 6h x 0, decorative 
and 'O. Allan delt et fecit". Published in frame, [between pages 249-50.3 
Alexander Campbell's An Introduction to 191, ANON: 'Robin Hood and Little John" 1791 
the ffistory of Poetry in Scotland, Edin- , Engraving 2ý x 4, Published by C. Sheppard, 
burgh, 1798 (facing page 188, Class Third, Landon, 1791, The Bodleian LibraryQxfor4 
Sang Seventh). [between pages Z45-46.3 Douce FF 71, theireen pages 249-50,3 
'Air Johny Cope FY to the 11ills in the 192. ANON: 'Robin Hood and the Tanner' 1791, 
Norning', c. 179S/96, Etching 34x 5 (oval; , Engraving 2ý x 4. Published-by C. Sheppar4 
trimmed). Inscribed vithfourlines of verse, London, 1791, The Bodleian LibraryOxford, 
Proof, neverpublished; Edinburgh Central Douce FF 71, E between pages 249-50,3 
Library, Scottish Room, RBR X PR 8510, a 193. D. B. PYET after Walter Weir: 'The Bonny 
grangerised copy of Campbell's An Ingro- Lass of Branksome' 1790, Engraving Sx3, 
durtiOn 10 the YiStory of Poetry in decorative frame (21 diameter), Published 
Scotland, 1798,1 between pp. 245-46,1 by Morison of Perth, 1790, Epage 250.3 
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194. 

195. 

196, 

197. 

198. 

199. 

200, 

201. 

202, 

203, 

204, 

205. 

206. 

Title-page, with anonymous vignette, of 
rho Scots #usical Nusaui, Volume 1, Edin- 
burgh, 1787.121! 11 in half-sheets, engraved 
throughout (preface-"To the True Layers 
of Caledonian Music and Song' - by James 
Johnson, dated May 22,1787), (page 250.3 
ANON: [Portrait ofa Scottish Clergyman or 
Divine], c. 1800, Engraving 2x2, repro- 
duced in a number of chapbooks published 
in Glasgow. I between pages 250-61,3 
ANON after Rubens: 00aniel cast into the 
den of lions" 

, c. 1800, Woodcut lAx2, often 
reproduced in cheap, illustrated Bibles 
and tracts, [bet wean pages 250-51,3 
ANON: E Portrait of Henry II of England 3, 
early nineteenth century, Engraving 
li x 1w, [between pages 250-51.3 
ANON: *MoII of the Woodl. Broadside ballad 
Islip', 12ý x 34 (appror, trimmed), Late 
eighteenth century, [page 25IJ 
J. M, WRIGHT after J, Rogers: "Highland 
Maryl, c, 1835. Steel engraving 5U44, seem- 
inglyinfluenced by Allan's work (cf. Fig- 
ures 206 A 230), From rho Complate Yorfs 
of Robert Burns, 2 vols,, ed. Allan Cunn- 
ingham, Edinburgh En, d, 3, (page 251.3 
Title-page, with anonymous vignette, of 
Ancient and Nodern Scottish Songs, Aferoic 
Ballads, etc,, collected by David Herd and 
publishedin Edinburgh, 1776, Epage 251.3 
W. H, BVNBURY: 'Auld Robin Gray', 1783, 
Stipple engraving ft x St (oval), in- 
scribed 'W, H. Bunbury Esqr Delint", Pub], 
Dickinson, Landon, [between pp-251-62,3 
WH BUNBURY 'Lady Ann Bothwell's Lament' 
1784, Stipple engraving At x SA (oval), 
inscribed "W. H. Bunbury Esqr Delint" Publ, 
Oickinson, London, [between pp. 251-52,1 
'Lady Anne Bothwell's lament', c. 1790/9& 
Pen i wash over pencil 31 x5i (oval), Royal 
Scottish Academy, [be I wean pp, 251-52,3 
JOHN BEUGO after Walter Weir: "Lachaber 
no more" (Rassay), 1790, Engraying 4%x 2%, 
decorative frame UN diameter), Published 
by Morison of Perth, [page 252.3 
'Air Andro and his Cutty Gun', c, 1795/96. 
Etching 3% x5 (oval; trimsed). Inscribed 
with fourlines ofverse, Proof, never pub- 
lished. Edinburgh CentralLibrary, Scottish 
Room RBR X PR 8510, a grangerised copy of 
Campbell's An Introduction to the Nis- 
tory of Poetry in Scotland, Edinburgh, 
1798, facing page 40, [page 252,3 
'Thelast time I came oer the Muir' (Ram- 
say), and 'Etrick banks', c. 1794/96, Pen A 
wash over pencil 5x 6W (each oval), In- 
scribed with verses and a page reference 
to Ritson's Scotish Song ( 1794). Mitchell 
Library, Glasgov: Cowie Collection SR 241 
308864 ('Baby Allan herBook Dalmeny June 
291801"), f, 24 POCIO. I between pa. 252-53,3 

207. E'Hooly and Wrlyll'The Orucken Wife 0' 
Gallowal 1, c. 1795/96, Etching 3W x5 (oval), 
Inscribed: fourlines of verse, 'Designed 
I Etch1d by D. Allan, and 'Published as 
the Act directs by 6, Thomson Edinburgh 
1822', PubLin Thomson's Select Collection, 
Vol. IV, 1822-3, (between pp. 252-53.3 

208, [The Gaberlunzie man], c. 1788, Black and 
white chalk on prepared paper 11 x 16C 
British MuseumPrintRoom 1972 u521 ? Sold 
in Edinburgh 1797, E be tween pp, 252-53.3 

209. 'The Gaberlunzie man", c. 1795196, Etching 
314 x5 (oval; tri3med). Proof, never pub- 
lished, Edinburgh Centra Library, Scottish 
Room RBR X PR 8510, a grangerised copy of 
Campbell's gn Introduction to the His- 
tory of Poetry in Scotland, Edinburgh, 
1798, facing page 1, ' (page 253.1 

210, "The Gaberlunzie man', c, 1790/96, Water- 
colours 8W x 10 (oval; framed), Royal 
Scottish Academy, E page 253,3 

211, 'Sir Patrick $pence', c, 1794/96 (later 
version of Figure 216), Pen and wash over 
pencil Sh x 5% (oval), Royal Scottish 
Academy, C Page 254,1 

212, 'Air Sheriff - Muir' c. 1795/96, Etching 
314x A- (oval; platemark 44x 64). Inscribed 
with '0, Allan delý et fecit' and three 
lines of verse, Published in Campbell's 
4n Introduction to the History of Poetry 
in Scotland, 1798, (page 254,3 

213, Title-page of rho Scots Nusicil Nuseum, 
Vol, l, published by James Johnson, Edin- 
burgh E n, d, 3, c. 1803-1810, [page 257.1 

214, Words and music of 'The Humil Beggar', 
from rho Scots ? fusical Nusaus, Volume V, 
pp. 435-36, N? 423, [page 260,1 

215, 'Sir Patrick Spence' I Johnie Armstrang, 
c, 1794/96, Pon h wash 5x 61 (each oval), 
Inscribed with verses and a reference to 
Ritson's Scotish Song, The Mitchell Lib- 
rary, 61asgov: Cowie Collection SR 241 
No. 308864 ('Baby Allan her Book Dalmeny 
June 29 18011 ), f. 20 Porto, [page 262,1 

216, 'Killiecranky 1689' and 'Sherrif Muir', 
a 1790/96, Pen h wash 5x 6a (each oval), 
Inscribed with a quotationfrom 6ranger's 
8iographical Yistory and (foot of page, 
pencil) threelines of verse. The Mitchell 
Library, 61asgow: Cowie Collection SR 241 
No. 308864 ("Baby Allan her Book Dalmeny 
June 29180l'), f, 5 v, Ebetwoon pp, 263-641 

217, ANON, 0Parker) after David Allan: [The 
death ofViscount Dundee at the battle-of 
Killiecrankie, 1689 1,1794. Engraving 
Ih x 34, Published in Ritson's Scolish 
Song, Y01.11, P. I, E be I ween pp, 263-64,1 

218, 'Cope went along to Hadington" ['Johnnie 
Cope'l, c, 1790/96, Pen & wash over pencil 
31 x 5ý (oval; later version of Fig. 1821 
Royal Scottish Academy, (page 264.1 
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219, 'K, Robert the Bruce', c, 1795/96, the 
originaldraving (RSA) probably late 1793 
or early 1794, Etching 3kx 44 (platesark 
I* x 64), Inscribed with '0, Allan delý 
et fecit' and two lines of verse (Burns, 
altered at Thomson's suggestion), Pub- 
lished in Campbell's 9n Introduction to 
the Ilistory of Poetry in Scotland, Edin- 
burgh, 1798, between pp, 220-21, [page 264,3 

220, JOHN HAMILTON: 'A knight or man at armsl, 
1785, Etching 84 x 5% (platemark 9x 5U: 
from Captain Francis Grose, 9 rreatise on 
Oncient groour and Yeapons, Illustrated 
by Plates taks7froo the Original groour, 
London, 1786, Plate XXXVI, Epagf 265.3 

221, GEORGE JAMESONE: 'Robertvs Brvsivs Anno 
13061, c. 1633, signed, Oil on canvas 
274 x 23*, Unlocated; it Nevbattle Abbey 
College from c 1720, (pjjq# 265,3 

222, 'Childe Morrice', c, 1790/96 Uaterversion 
of Fig. 187). Pen and vash over penc i 131 x Sk. 
Royal Scottish Academy, (page 268.1, 

223, 'Gilderoy, c, 1790/96, Pen and wish 
over pencil 31 x 5%, Royal Scottish 
Academy, [page 269.3 

224, 'Ettrick Banks, c, 1794196 (later version 
of 'Etrick banks', Figure 206), Pen and 
vash overpencil 3ýx 5k, with border4kx Sk 
Royal Scottish Academy, (page 269.1 

225. 'King James & Johnie Arestrang', 'c, 1794/96. 
(later version of'Johnie Armstrang', Fig- 
ure 215), Pen and vash overpencil 3t x Sk 
Royal Scottish Academy, Epage 270,1 

226, 'Bessy Bell & Mary Gray', c, 1790196, 
Pen and vash over pencil 3% x ME. Royal 
Scottish Academy, (page 272.1 

227, E'Bessy Bell and Mary Gray' (by Ramsay)] 
c. 1790/96, Pen & wish over penc iI 3N x 5k 
with border 44x5i, National Library of 
Scotland, MS 15953 (Covie), f. 33, Ep, 272.1 

228, 'The Yellov-Haird Ladiel and 'I'll never 
Leave thee' (Ramsay), c. 1790196, Pen and 
vash over pencil 5x 6* (each oval), In- 
scribed with verses, page references to 
Morison's volumes (1790) and, listed in 
pencil, the titles of seven ballads, The 
hitcheIlLibrary, Glasgov, Covie Collection, 
SR 241 308864 ('Baby Allan her Book Dal- 
seny June 2918010), f. 5 recto. Epage 273,1 

229, 'Will ye go to the eve bughts Marion', 
c 17901% Pen and vash over penc iI 3N x St. 
Royal Scottish Academy, (page 274,3 

230, 'Ye banks and braes', c, 1794196 (later 
version of Figure 206), Pen and wish over 
pencil 31 x 5%, with border 44 x Sk, and 
with words from 'Highland Mary' by Burns 
(1792) inscribed by Thomson, Royal Scot- 
tish Academy, (page 274.1 

231, 'Air- Maggie Uuther-1, c, 1794, Pen and 
vash over pencil 3tx5%, Title in Allan's 
hand. Royal Scottish Academy, (page 274,1 

232, 'Laird & Edinburgh Kite, the young', 
c, 1796196, Etching 34 x6 (plitesark 
41x 641 Proof; published as a title-page 
vignette in some copies of Thomson's Sol- 
eeg Collecti4aNational Library of Scotlin4 
NLS 6.670, a folder of fifteen 'Etchings 
from Scottish Songs By 0. Allen for E. 
Thomson' (MS. title on blue paper cover, 
the list three words written in a diff- 
erent ink with a finer pen), (page 275,1 

233, '1 widna gie my ain pint stoup for a the 
Quins in bogie', c, 1790/96, Pen and wish 
5x7 (oval), words (from in otherwise 
unknown variant of 'Ciuld kile in Aber- 
deen') in Allan's hand, National Gall- 
eries ofScotland, Depirtment ofPrints and 
Drawings, D. 4494. (between pages 275-76.3 

234, E'The brisk young Lad'], c, 1790/96. Pen 
and wash over pencil 3N x 6%. Royal Scot- 
tish Academy,, (between pages 275-76.1 

235, 'Nuirland Willie*, c, 1790196, Pen and 
wish over pencil 3% x 54, Royal Scottish 
Academy, (between pages 275-76.3 

236, 'Maggies Tocher', c, 1791/96, Pen outline 
over pencil 5x7 (in a rudimentary oval 
borderl Inscribed with fourlines ofverse 
and a pagereference to Herd's 1791 coll- 
ection, published by Lawrie and Symingtoq 
Edinburgh, The Mitchell Library, Glasgow: 
Cowie Collection, SR 241 308864 ( 'Baby 
Allan her Book Daleeny June 29 1801' ) 
f. 13, recto, (page 276.1 

237, 'Woold and married and a", c, 1795/96, 
Etching 3% x 5%, Inscribed: four lines 
of verse, 'Designed i Etch1d by D Allan' 
and 'Published as the Act directs by S. 
Thomson Edinburgh 18226, From Thomson's 
Select Collection, 1822-3, Epage 277,1 

238. 'Woo'd A married I all, c, 1790/96, Pen 
and wish over pencil 3%xS%, Royal Scot- 
tish Academy, [page 277,1 

239. 'Jenny said to Jocky', c, 1790196, Pen 
and wash over pencil 3ýx 5%, with border 
44 xW National Library of Scotlin4 
MS. 16953 (Cowie), f. 36, 

ý 
(page 278.3 

240, 'The Liss ofPatids Hill' (Ramsay) I 'The 
Broom ofCovden-Knovs' OSX'), c. 1794/96. 
Pen and wish over pencil 5x 61 (each 
oval), Inscribed with lines of verse and 
page references to Ritson's Scogish Song 
( 1794 ). The Mitchell Library, Glasgow: 
Cowie Collection, SR 241 308864 ( 'Baby 
Allan her Book Dalmeny June 29 18012 ) 
f. 16 vepso, (between pages 279-80,1 

241, E Scottish shepherd playing a stock and 
horn 1, c. 1790/96, (A later version of 
Fig, 181; perhaps adapted to illustrate a 
song by Burns, its first words 'Yon wild 
mossy mountains', 1787), Pen I wish over 
pencil 31x5%, with border 4%xS%, Royal 
Scottish Academy. (between pages 279-80.1 
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242, 'Air The Bagrie O't", c. 1796196, Etching 
31x 5 (oval; trimmed). Published as "Con- 
tented wil little" (Burns), in Thomson's 
ý Select Collection of Original Scottish 
Airs, 1823: from a grangerised copy of 
Campbell Is ýn lniroduciia7 to the History 
of Poetry in Scolland, Edinburgh, 1798, 
Edinburgh Central Library Scottish Room, 
RBR X PR 8501). 1 page 280.3 

243, 'Auld Robin Gray', (Lady Anne Lindsay), 
c. 1790/96. Pen & wash over pencil 31 x 5% 
(oval). Royal Scottish Academy, [, a 280,1 

244, 'Air- - Low Down in the Broom", r. 1790/96. 
Pen i wash over pencil 3NxS% (oval), the 
title and four lines of verse in Allan's 
hand, RoyalScottish Academy. Epays 281.3 

245, ["John Anderson my Joll(Burns)], c. 1790/96. 
Pen h wash over pencil 4ý x SO (oval), 
with lines of'verse and a page reference 
to Johnson's The Scots Ifusical iYusaus, 
Volume 111 (1790), in Allan's hand. The 
Mitchell Library, Glasgow, Cowie Coll- 
ection, SR 241 No. 308864 ("Baby Allan 
her Book Dalmeny June 29 le0l)., f. 10 
recto, (page 28IJ 

246. E'John Anderson my Jo*], c, 1790/96, Pen 
and wash overpencil 31 x 5% (oval). Royal 
Scottish Academy, [page 282,3 

247, PATON THOMSON after David Allan: "John 
Anderson my Jol, 1799, Engraving SN x 74 
(oval% Inscribed-, 'Designed by O. Allan', 
'Engraved by Paton Thomson", tvo lines of 
verse and 'Published as the Act directs 
Marc4 1799, by T. Preston Strand, London, 
i by the-Proprietor 6% Thomson Edinburgh", 
Frontispiece to Thomson's ý Select Coll- 
ection of Original Scottish girs for the 
Voice, Yolume 11 (first set), 1799 (first 
edition), I page 282,3 

248, J. M. WRIGHT after $. Smith E'John Anderson 
my Jo'3, c. 1835, Steel Engraving Sk x 4% 
influenced by Allan's illustration, In- 
scribed with fourlines of verse, From rhe 
Complete Worts ofRobarl 8urnq 2 vols, ed. 
Cunningham, Edinburgh En, ol (page 282,3 

249, T, RANSON after Thomas Stothard: E*Waly, 
waly'3,1823, Engraving 34X4%, Inscribed 
'Stothird delým 'Ranson sculpillines of 
verse and 'Pub! as the act directs by G. 
Thomson Edinburgh 1823', Frontispiece to 
Thomson's Select -CollacfiogYol. Y (1823; 
first octavo edition), Apparently based 
on a drawing by David Allan (lost; orig- 
inal sketch)c. 1790, Cowie CollectionThe 
Mitchell Library, Glasgow: SR 241 308864, 
f, 10 recto). (page 283.3 

250, (Illustration'to "Scotch Song-' (Burns, 
1795); first line 'Now Spring has. clad 
the grove in green"3, c, 1795196, Pen and 
vash 3N x 5% (oval). Royal Scottish 
Academy, I page 283,3 

251, d Select Collection of Original Scottish 
dips With Introductory J Concluding Sym- 
phonies J dccompanisents ... with Select 
verses adapted to the dirs,., Title Page 
of Volume V, first folio edition (1818), 
with vignette by T, RANSON after Allan 
(ci Figure 188, p. 249). Engraying 3% x $4, 
Inscribed with lines from "The Bush aboon 
Traquair' 0William Crawford), 'D, Allan 
inv. " and 'Ransom sculp", [page 284,1 

252. 'Barbra Allan' (five sketches), c. 1788, 
Top left: pencil (very faint) 3x 3k, Top 
right: pen and wash over pencil 3x 31, 
Centre: pen outline over pencil 4x 31, 
and 3x 21, Bottom. pen and wash over pen- 
cil 3x4. Inscribed with several lines 
ofverse,. 'tail piece VIII' and areference 
to Herd's 9ncient and 11odern Scottish 
Songs, fieroic Rallads Jc,, (1776). For 
Ritson's Scogish Song, Londoni 1794. The 
Mitchel LibriryGlasgow,, Cowie Collection 
SR 241 No. 308864 ('Baby Allan her Book 
Oalaeny June 29 18011), f, 17 verso K 17 
rartois reproduced as Figure 181, between 
pages 243-44), (belveen pages 284-85,3 

253, 'Barbara Allan", c. 1790/96, Pen and wash 
over pencil 31 x Sk (oval), Royal Scot- 
tish Academy, I beiveen pages 284-85.1 

254. 'Air Bonny Barbara Allan', c, 1795/96, 
Etching h aquatint 3% x 44 (oval: plate- 
mark 4W x 7). Inscribed with two lines of 
verse and '0, Allan delý et fecit', Pub- 
lished in Campbell's gn Ingroduction to 
the History of Poetry in Scotland, Edin- 
burgh, 1798, [between pages 284-85.3 

255, Ny Jo Jinet'3, c. 1790/96, Pen and wash 
over pencil 3ix 5% (oval). Royal Scottish 
Academy, (page 285,3 

ý56. I'Tik yourauld cloak about ye"; cJ795/96. 
'5 (oval), Inscribed with Etching Hx 43 

four lines of verse, "Designed h Etch'd 
by D, Allanu and 'Published as the Act 
directs, by 6. Thomson Edinburgh 1822": 
from Thomson's 4'Salect Collection of 
Original Scottish Airs, 1822-23 (f irst 
octavo edition), I page 285,1 

257, E 'The Lass of Pitie's Mill' (Ramsay) 1, 
c. 1794196 (a later version of Figure 244 
between pages 279-80), Pen and wash over 
pencil 31 x 54 (oval), Royal Scottish 
Academy, [page 287.3 

258, Words and music of 'The Lass of Peaty's 
Mill' ( Ramsay, the music attributed to 
'David Rezzio' by William Thomson in 
Orpheus . Caledonius, 1,1725, and to 'Dav id 
Rizo' by James Oswald in The Caledonian 
Pocial Companion, 12 parts, 1745-1759 ), 
From Johnson's rhe Scots Nusical #Useux 
( 12to in half-sheets, engraved through- 
out, 8% x 5% ipprox, ), Volume 1,1787, 
page 21, N? 20. Cpaja 287,1 
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259, Words and music of 'Maggy Lauder' (verses 
attributed to Francis Semple of Beltrees 
by William Stenhouse in Illustrations of 
the Lyric Poetry and #usic of Scotland, 
1839 'on the joint authorities of two of 
his descendants"), Johnson's The Scots 
Nusical Nusaus (12! 0 in half-sheets, en- 
graved throughout, 8% x 5% approx) Vol. VI, 
1803, pp. 562-63, K? 544, [page 288.3 

260. ['Young Jockey was the blythest lad"), & 
1790/96 (a reworking of older versions, and 
listed in Law MS. as -'49- Jockey was the 
blythest lad - Mr Burns's old words", this 
song appeared in SRO III, p. 297, Ný 2871 
Pen and wash over pencil 3k r Sh (oval), 
Royal'Scottish Academy, [page 297.3 

261, [A Border Collie], c, 1786188; study for 
Roger% dog inPlate 1, The 6antle Shepherd, 
Glasgow, 1788 (Fig. 115, between pp. 168-69). 
Pencil on paper3ýx 4%. Glasgow University 
Library, Special Collections, Wylie Coll- 
ection 1138-1921 Bh. 14-x. 13, [page 297.1 

262, 'Colliers return from work', signed and 
dated 1783. Pen and vatercolours over 
pencil 8% x 12k, Sold in Edinburgh, Feb- 
ruary loth, 1797; Glasgow University 
Library, Special Collections, Wylie Coll- 
ection 1138-1921 BK 14-x 13, Epaye 298.1 

263, ['The Broom of Cowden-Knovsll, c. 1794/96 
(laterversionof Fig. 240, between pp, 279-80 
subsequently etched as 'Wavking of the 
fiuld' (Fig. 23, facing p. 26). Pen and wash 
over pencil 3kxS% (oval). Royal Scottish 
Academy, [page 315.3 

264. 'Frontispiece to Scottish Songs", 1790/96. 
Pen and wash over pencil 3% 1 5% (oval), 
Royal Scottish Academy, [page 316,3 

265, WILLIAM HOME LIZARS afterThotas Stothard- 
Title-page vignette for George Thomson's 
The Sonqs of Burns Sir Palter Scott Bar' 
9nd 01harEsinent Lyric Poets Onciant and 
t1odern United to the Select Pelodies of 
Scotland and of Ireland J gales Pith 
Symphonies J Accompaniments forthe Piano 
Forts by Pleyel, Haydn, Beethoven J, ,6 
vals, ) Edinburgh and London n, d, 0 18281 
Engraving 3% t 0, derived from a drawing 
by David Allan, Epage 318.3 

266, PATON THOMSON afterDavid Allin-'Will and 
lean' (MacNeill), 1793, Engraving Az 5%. 
Inscribed: 'D, Allan del", 'P, Thomson 
sculpt", 'Published as the Act directs 
September 151- 1795", title and four lines 
of verse, [page 322.1 

267.1 'View of the High Street, Edinburgh, 
in ... which is introduced his Majesty's 
High Commissioner and retinue' 3,1789. 
Pen and watercolours 18 1 25, Sold in 
Edinburgh 1798, City of Edinburgh, Huntly 
House Museum, Epaqe 323,3 

268, 'The General Assembly of the Kirk of 
Scotland', ? 1780, Pen and wash over pen- 
cil 10% t 17, Allan made prints of this 
subject in 1783 and 1787: the latter was 
published by Robert Scott, King's Topo- 
graphical Collection, BM, (page 323.1 

269, [Group of figure-sketchesl, c, 1790, Pen- 
cil on piper 2h z 7k, - Glasgow University 
LibrarySpecial Collections, Wylie Coll- 
ection 1138-1921 BK 14-x 13, Epage 325.1 

270. E'Viev of the High Street of Edinburgh'3 
inscribed 'D. Allan f. 1793', Pen and wash 
on etched outline 16-k 1 22, Epage 325,3 

271. 'Town Gaurd Soldier', c. 1785190, Pen and 
watercolours over pencil 9k x7k, the fig- 
ure 5% National Galleries of Scotland, 
Prints and Drawings, D 388. [page 326.1 

272, 'Town Officer' c. 1785/90, Pen and water- 
colours, over pencil 9%04, the principal 
figure 5, National 6illeries of Scotland 
Prints and Drawings, D 386. Epage 326,1 

273, 'Poor Nan EdinRll' c. 1783, Pen and water- 
colours over pencil 94x 7%, the blue-goun-- 
WAllan made a print of this scene, en- 
titled 'Charity', in 1783, National 
Galleries of Scotland, Prints and Draw- 
ings, D 397, Ebetween pp. 326-27.1 

274. 'Water Man', c. 1785190, Pen and water- 
colours over pencil 9k 1 7%, the figure 
R. Nitional Galleries of Scotlind, Prints 
I Drawings D 396 Ebeireen pp, 326-27.3 

275, JOHN KAY after David Allan: 'Whi'l o 
Caller Oysters', inscribed 'I. KAY 1812'. 
Etching Sk t 34 (platemark 61 30, the 
figure 4Vros 9 Series of Original Pop- 
traits and Caricature Etchings by the 
late John kay Niniature Painterildinburg: 4 
Edinburgh, 1842, Ebetween pp, 326-27.3 

276. *Oyster Girl', 1784, Inscribed 'O. Allan 
Tinta fecit Edin! 1784"Etching and aqua- 
tint 6k 1 41 (platemark 7f 1 54), the 
figure ft, [between pp, 326-27.1 

277, 'Girl h Child Procidi", 1776, Pen and 
witercolours over pencil 9kx 74, Aberdeen 
Art fiillery: 'A Collection of Dresses by 
Da. Allan mostly from Nature 1776"(photo- 
graph Christie's), Epage 327.3 

278, SIMONE GIULINI after Annibale Cirracci: 
'Vende Quadri', 1740, Etching 104 1 6%, 
from Ie 9pli di Bologna, Rose, 1740 (the 
original C. 1590). [between pp, 327-28,1 

279, ABRAHAM BOSSE: *L'Aveugle', c, 1650, En- 
griving, inscribed with 'Aosse jn. et fc, ", 
lines of verse and Ile Blond excud iuec 
Priuilege du Roy'. Ebetween pp, 327-28,1 

280, hARCELLUS LAURON: 'Buy my fit thickens', 
r. 1710, Pen and wash over pencil BE i 6ý. 
Private Collection. Liuron's Cryes of the 
Citie of London was published by Tempest 
in 1711. [between pp, 327-28.3 
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281, 

282. 

283. 

284, 

285, 

286, 

287, 

288, 

289, 

290, 

J. E BEAUVARLET after J: -B. Greuze: 'La Map- 
chande de Pommes Cuites", c, 1760, Engraving 
174 x 134,1 between pp. 327-28.3 
PAUL SANDBY: 'The Milkmaid', c, 1760, Pen 
and vatercolours over pencil 7- x 54, Pri- 
vate collection, Ebeireen pp 327-28,3 
PAUL SANDBY: 'The Seller of hops', c, 1760. 
Pen and vatercolours over pencil 7kx 6, The 
Museum of London, E between pp, 327-28,1 
JOHN KAY after David Allan: "The Social 
Pinch", Etching 6k i Sk, the standing fig- 
ure 4k: inscribed with title and "l. W, Kay 
Fecit [131795N, From ý Series of Original 
Portraits and Caricature Efchiiýgs by the 
late John k4y t1iniature Painter Edinburgh, 
Edinburgh, 1842, [bet ween pp. 327-28,3 
JOHN KAY after David Allan: Ehargaret 
Suttie; 'Salt-Wifell, 1799, Etching Sh 1 3%, 
the figure ft: inscribed 'J, Kay 17990 
and 'Wha'l buy my lucky forpit o' Sa &It: 
Na: Na: it 'ill nae doe: Deel ane yet, I 
From ý Series of Original Portraits and 
Caricature Etchings, Ebeiween pp. 327-28,1 
JOHN KAY after David Allan: Vron-men3, 
c. 1800. Etching 74 x 0, the taller f igure 5%, 
From 9 Series of Original Portraits and 
Caricature Etchilýas. Ebetween pp. 327-28,3 
VView of Edinburgh Castle'3, c, 1780/85. 
Pen outline 8% x 11, Royal Commission on 
Ancient Monuments, [page 328,1 
0 Moffat Mineral Well 17951, Watercolours 
over pencil 9k x 164. Sold in Edinburgh, 
1797: j2O Dunimarle Album, on loan to the 
National Galleries of Scotland, Prints 
and Drawings, [page 329.3 
, The Ceremony oFL&ying the FoundationStone 
of the New College of Edinburgh November16 
1789", Etching 134 x 1%, inscribed with 
I D. Allan del at incid. Edinbr Noyr 26.1789* 
and a numbered key. [page 330.3 
N Black Stool". Etching I aquatint 11% t 13ý 
(platemark 13 1 14%), inscribed 'Da. Allan 
inyt at Tinta fecit Edr 17841, Epa; e 334.3 

291, ['Presbyterian Penance'], signed and dated 
1792. Pen and watercolours 15 1 21W. Private- 
Collection (St. ), Epaýe 33A, 3 

292 EThe wedding of Jocky and haggie3 (Dougal 
Griham)f c. 1780/90. Woodcut It 1 2%: from 
The Phole Proceedings of Jocky and Maggie, 
Glasgow 1n, dJ, [page 335,1 

293. VScots Presbyterian Catechising0l, 1785, 
Pen and watercolours over pencil l3k Y 19t. 
Paisley Art Gallery, Epage 338,3 

294,1 Sketch for The Penny Vedding 1, c, 1795, 
Pencil with red chalk additions 13% t 184. 
National Galleries of Scotland, Prints and 
Drawings, D 3808, [page 316,1 

295, "Tul lochgorum", c. 1790196. Pen and wash over 
pencil 34 1 Sk (oval), in border'4% % Sh, 
Royal Scottish Academy, Epage 348.3 

296. ROBERT SCOTT afterDivid Allan: "The Cotter's 
Saturday Right' (Burns), Engraving 2- 1 4- 
(original drawing, lost, c, 1795, ! sold in 
Edinburgh 1797) Print inscribed with title 
"Drawn by D. Allan', and 'Eng! by R, Scott 
Edinrl, From rhe 11orks of Robert Burns, 
ed, the Ettrick Shepherd [James Hogq3 and 
William Motherwell, 1834-36, [page 349.3 

297, JOHN-BEUGO afterAlexanderNismyth [Portrait 
of Robert Burns3,1787, Stipple engraving 
3A. x Zz' (oval), published as a frontispiece 
vignette in Poess, Chiefly in the Scottish 
Pialact, Edinburgh, 1787. [page 34 9.1 

298, Mhe Cotter's Saturday Night"], c. 1794195, 
Pen and watercolours over pencil, 12% 1 IS 
(trimmed; ? sold in Edinburgh 1797), 61asgow 
Art Gallery and Museum, (page 350,1 

299. ["Taylors at Work"], c, 1785/90, Pen and 
wash over pencil 7ý i 10k, one figure on a 
superimposed patch of paper. Sold Edinburgh 
1797; Dunimarle Album, on loan to National 
Galleries of Scotland, [page 351,1 

300. "Scotch Maid', c, 1785/90, Pen and wash 
over pencil %1 74, the figure 74, Nat- 
ional Galleries of Scotland, Prints and 
Drawings, D 408, Epage 353,3 
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David Allan's artistic career may be divided into two major periods. Having 

first attended the Foulis Academy, he spent at least a decade in Italy, 

finally returning to Scotland in 1779, his home for the next seventeen 

years. The pictures which he executed during this second period form the 

basis of the present study. 
Since the emphasis of this study is thematic rather than biographical, 

some distortion of chronology is inevitable, though it is not uncomfortably 

obvious. At the same time, some element of biography is indispensable. This 

is particularly true of the first chapter, a -necessary setting of the scene 

which highlights Allan's training in the arts, his collection of prints, 

copies, original drawings and plaster casts, and the most important works 
from his years abroad. That part of this biographical account which deals 

with his Scottish career is devoted largely to Allan's work as Kaster of 
the Trustees' Academy, since the pictures with which he was occupied at 
this time portraits, Conversation pieces, literary illustrations, 

Historical paintings and Genre scenes - are taken in groups and discussed 

in greater depth in the chapters which follow. Before the first chapter 

concerned with Allan's work in any of these genres, however, there stands a 

chapter dealing with the wider context of narrative painting in Britain at 
the tine and introducing a number of themes traced throughout later 

chapters, where they are more fully and particularly discussed. 

Because of the nature of much of Allan's work, a knowledge of social and 

cultural history is often markedly relevant to its interpretation. The 

developments and achievements which took place in Scotland during the 

eighteenth century were momentous indeed. Adequately to consider these 

events in narrow compass is clearly impossible; entirely to disregard them 

is inconceivable. Accordingly, those concerns the most relevant to Allan's 

work are indicated, briefly in most cases but sometimes more fully, at 

several points in the text itself, rather than being grouped together as a 

separate chapter. Such a context is important not only to an evaluation of 
his portraits, discussed in Chapter -III, and his Genre scenes, discussed 

primarily in Chapters III and VII, but to an appreciation of his treatment 

of subjects both historical and poetic, subjects considered in the chapters 
which stand between these accounts of his early Genre scenes and his late. 
In Chapter IV, dealing with his set of illustrations to a pastoral drama, 

and in Chapter VI, dealing with his illustrations to songs and ballads, the 
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recurring theme of artists' interpretations of texts is counterpointed with 

an examination of those contemporary concerns which have most bearing upon 

these two series, concerns to which Allan made calculated allusion in the 

short preface which he wrote to accompany his set of dramatic plates. In 

Chapter V, the analysis of a cycle of Historical Compositions is assisted 
both by an account of the antiquarian interests which Allan shared with so 

many of his contemporaries, and by regular reference to the historical 

events upon which the cycle was founded, as they are related in his major 

source - Robertson's History of Scotland - and as he may have interpreted 

them in the light of the events of his own day. 

Because some of the paintings from this series have been lost, Allan's 

intentions and the cycle's coherence must in part be divined from those 

preparatory drawings which survive. Sketches and studies like these, and 

variants upon a number of designs, enable his interpretation of several sub- 

jects and his development of certain ideas to be followed both within each 

field of interest and throughout his work as a whole. While reference to 

such preparatory pictures will be found in most chapters, that dealing with 
Allan's famous edition of The Gentle Sbepberd, Chapter IV, is best supplied 

with evidence of this kind. The point at which these studies are introduced 

to its argument, together with a more detailed exposition of its structure, 

will be seen in the short notice prefixed to the chapter itself. Similar in- 

dications of the topics they contain, the order in which these occur, and 

the approximate time covered, are placed before every chapter in turn. 

The arrangement of Allan's works into separate nicbes, while convenient 

and even necessary, might obscure the relationships connecting pictures 
from one Senre with those from another. When such features are general and 

characteristic of Allan's oeuvre, an indication is given in the biographical 

account offered by Chapter I. When they are merely interesting but 

isolated details, such as a repeated expression, gesture, or composition, 

passing reference is made when appropriate. The deeper purposes and most 
important issues which informed much of Allan's art are brought together 

and summarised in the conclusion, when particular works and the groups of 

which they form part have been successively examined and appreciated, and 
the contemporary concerns of which they are one expression have been 

introduced and discussed. 
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'rho painter who pleased Burns and rhomson so ouch with his shepherds and shop- 
hordesses was Parid Man; he studied in Rose and in London, but acquired little 
fame from his classic efforts compared to what he achieved by his delineations of 
the pastoral scones and happy peasantry of his native country, Pith loveliness he 
could do little; but give him an old cottage, with older plonishing, and still 
older inhabitants, and he could do all bug wort miracles, An ancient chair with a 
dog sleeping - or seaming to sloop - under ik an old woman twirliny hop distaff 
in the sun, with her cat and hop chictens around hor., op in old man sitting 
ruminating at his own fireside, with his Bible on his fnees, inspired him at 
once; and in subjects life these he has neyer been surpassedI 

Allan Cunninghas, 1834, 

Surveying earlier "estimates" of David Allan in his own account of The 

Scattisb Hogar-th, the biography published in 1951, the late Reverend 
Thomas Crouther Gordon wrote of a "marked lack of sympathy" evident in 
Allan Cunningham's assessment, and thought it "strange that Cunningham 
included him among eminent British artists at all". 2 Had Gordon re- 
membered one of the prototypes for Cunningham's Lives, he would readily 
have understood why Allan had been included. Behind a sentence such as 
this, from Cunningham's biography of Sir David Wilkie, there is the 

shadow of Vasari: 

'though David Allan had tried to win the taste of Scotland back to matters 
rural and national, his ineffectual efforts went to show that the master 
spirit was wanting, that the time and the man had not yet come', 3 

That is, the popular acclaim which had once been Allan's was later 
enjoyed by Wilkie, on whom had fallen Allan's "mantle, with a double 
portion of his power". 4 Cunningham included Allan in order to 
demonstrate that Wilkie's successes had been developed from the efforts 
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of a lesser predecessor, each artist thus assuming an easily perceived 
r6le and performing a predictable function. Wilkie's colleague John 

Burnet, the enUaver of his most famous pictures, seems to have been of 
similar mind. Burnet recorded of Wilkie that "next to nature he loved 
the works of David Allan; and as Raphael is traced in Pietro Perugino, 

so may David the First be traced, but in a loftier degree, in David the 
Second". r- Because his Genre scenes had made the second David's name 
and fortune, it was inevitable that Cunningham should particularly 
emphasise this facet of Allan's own achievement, those pictures which, 
going "deeply into the social feelings and rustic manners of his native 
land", were "akin to the inimitable works of Wilkie, of which they may 
be called the forerunners". 6 Nevertheless, in the earliest lengthy 

account of Allan, the Nemoirs which had been prepared in 1808 from the 

recollections of his widow and his half-brother, it had already been 
laid down that 

dai an artist, and a man of genius, his characteristic talent lay in ex- 
pression; in the imitation of nature with truth and humour; especially in the 
ludicrous representation of laughable incidents in low life, where her more 
amimated, and more varied, effects, operate most powerfully and freely, un- 
fettered, and undisguised, by the drill of ceremonious uniformity; and where 
blunders and absurdities, are most numerous, and striking' ,7 

Cunningham, in writing that Allan's "homely subjects require more 
attention", may have hoped to ensure that future enquiry would be 
directed in the way that he wanted. 8 Remarkably, this limited estimate 
bas largely determined the tone and even the content of subsequent 
criticism - usually to be found in general histories of painting in 
Scotland and in Britain - even when the importance of Allan's 
Historical works is acknowledged, and even when evidence of extant 
Histories has been admitted. A recurrent feature of later accounts, by 
Brydall, Caw. Cursiter, Waterhouse, Gordon and others, is the division 
of Allan's work into two major groups, and, this convenient distinction 

once achieved, an emphasis an "homely subjects" to the virtual 
exclusion, or the depreciation, of everything else, although one 
Historical picture - which may have been the only one known to some 
writers - is never mentioned except with the greatest respect. 9 

Brydall's was the first "complete and systematic" history of painting 
in Scotland, an elegantly written account of "a subject of so great 
importance". "' His appraisal of Allan, "by far the most notable and the 

most popular artist of his time", is sympathetic, although its emphasis, 
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as always, is biographical rather than critical. " Brydall reserved his 

highest praise for those among Allan's Genre pieces which "fully justify 

the character he enjoyed from Burns and others of his contemporaries, 

as a truthful delineator of Scottish character", while his own artistic 
temperament is evident in his assessment of Neoclassicism: 

'The style of art then fashionable at Rome was the. cold academic formalism 
practised in the previous century by the Caracci-a style completely opposed 
to the nature of Allan, but in which, nevertheless, he was sufficiently 
successful to gain a medal of silver, and one of gold given by the Academy of 
St Luke in 17731 . 

12 

Sir James Caw, writing some years after Brydall, also noted the early 

successes as. a Historical painter, but, even having acknowledged that 

Allan "did not abandon history wholly", could nevertheless describe 

his "vast regret ... that 'heroic or historic subjects' were at a 
discount" as not fully sincere. 23 Concluding that the artist, in 

"depicting the life around him", was at last giving "his natural 
inclination free play", he linked Allan with the Vernacular tradition 

represented by the poetry of Ramsay, Fergusson and Burns, and 

recognised that, as Master of the Trustees' Academy, he would have 

'exercised considerable influence on his pupils and immediate successors as 
regards subject; and one of the most interesting features of the following 
half-century and more is the importance of the domestic genre-painting, which 
originates in his designs, ' 11 

It is of interest that Caw, writing in the opening years of the present 

century, should see that Allan's work in Genre "was not only novel in 

its kind in Scotland but opened the way f or much that is most char- 

acteristically Scottish in art". 115 

Both John Tonge and Stanley Cursiter in later decades were to link 

Allan with Burns, and each in turn was to concentrate almost entirely 

upon the Genre scenes, Tonge writing in his short account of the artist 
that "Caricature was more his m6tier than ancient history". 16 Cursiter 

believed that these scenes were 
'Allan's most valuable contribution to the story of Scottish art, In them 
he laid the foundations of Scottish genre painting and opened the path that 
Wilkie was to follow a generation later, O 17 

In accepting Cunningham's analysis, Cursiter also seems specifically to 

have echoed V. D. McKay, who, at about the same time as Caw, perhaps 
with a recollection of Hogarth's famous words, had written that Allan 

was "the first to break ground in a department which, within half a 

century in the hands of Vilkie, was to form a corner-stone of Scottish 
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painting". 118 The most remarkable feature of XcKay's account is his very 

evident antipathy to the ulong-established incubus of classicism", of 

which he thought Allan's "common sense had wearied": 
'he ,,, spent ten or twelve years in Rome, This probation, far from 
confirming his in the Roman ideals, seems to have awakened his to the 
futility of the classicism then fashionible', 19 

Ellis Waterhouse, bearing in mind "the state of patronage in the 

country" at the time, thought that Allan's intention to continue as a 
Historical Painter in Britain was a "Utopian desire", and saw the works 

which Allan termed "groups of the manners in Scotland" as upure rustic 

genre, without any overtones of satire, social, political or moral pre- 

ocdupations", suggesting also, with a fine disre gard of chronology, that 

Wheatley "had made popular with his Cries of London" scenes of local 

characters . 211 All of the most recent commentators on Allan are at one 
in their implicit disagreement with Waterhouse's decision that his work 
lacks evidence of any significant social awareness, although none has 

been prepared to grant the Historical Painter the need he laid claim to 

in a definitive expression of his artistic principles and aims, the 

dedication to his edition of The Gentle Sbepberd. t 

The Reverend Gordon in his biography was consistently sympathetic, 

and gave a much wider account of the diversity of Allan's career than 

had any previous writer. At the same time, even when recognising 
that "in his own generation, it is clear, men Judged The Scottish 

Hogarth only by his humorous sketches" and deploring such a wilfully 
limited view, even when emphasising that "he attempted works of art in 

nearly all its branches", Gordon invariably saw the various aspects of 
Allan's art as disparate and to be separated rather than regarded 
jointly, as interests necessarily opposed one to the other rather than 

as different facets of the one practice, facets which, when examined 

with appropriate attention, and in addition to their having enhanced 
Allan's work in his own time, contribute to a more accurate apprec- 
iation of the artist himself in later centuries. 21 Gordon recognised 
that, in the field of illustration, Allan had "an interesting and 
definitive place in the story of Scottish art", and, in writing of 
his "domestic scenes". - Cunningham's "homely subjects" - that he was 
definitely "a discoverer and pioneer, and ... broadened the whole 

range of Scottish art", he gave the correct emphasis rather than merely 
repeating uthe usual platitudes an Allan's art" . 22 Nevertheless, Gordon's 

Appendix IV, transcribed in full fros the first edition, filasgov, 1788. 
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statement that Allan's "training along classical lines was not without 
its value" betrays its ancestry and a long-standing assumption, and 

accords ill with a recognition that "the range of his works now 

catalogued calls for a new appreciation". 23 It is ironic that a bio- 

grapher with such evident admiration for his subject, one who stressed 
that the dedication to The Gentle Sbepberd "is of real importance for 

an understanding both of the man and his work", should also have 

written that "Allan never tries to teach morality by his pencil" . 24 

The years which Gordon devoted to his book resulted in its providing 

a reliable foundation of biographical fact and documentary evidence, 

together with a list of almost three hundred and forty works. 2r, His 

research was fully acknowledged in the next significant study of the 

artist, the Scottish Arts Council exhibition of 1973, in which Basil 

Skinner set out to give a representative picture of the wide range and 

importance of Allan's oeuvre, and an indication of his influence on 

later Scottish painters. Skinner's critical observations on particular 

works are the occasional highlights of the catalogue, its introduction a 

masterly blend of a roughly chronological narrative with copious 

extracts from contemporary sources, the whole laid in on a background 

of the "enlightenment Edinburgh" of Dundas, Robert Adam, the Earl'of 

Buchan and Robert Burns, and the Rome of Batoni, Gavin Hamilton and 

the exiled House of Stuart . 26 

Of the two most recent accounts of Allan, each of which forms part 

of a wider survey of Scottish painting, the fullest and most balanced 

is that prepared by David and Francina Irwin . 217 That more recently 

written by Duncan Macmillan, a slightly longer account, concentrates 

on only a few aspects of Allan's work, although the wide range of his 

interests is indicated . 28 The diversity of that work is addressed in 

more detail in the earlier book, in which Allan is introduced as being 

suniquely versatile among British eighteenth-century artists in painting not 
only histories and genre scenes, but also portraits and conversation pieces, 
designing book illustrations and prints, and teaching in an Academy concerned 
with industry' 

. 29 

Inevitably, Allan's disappointment that there was little encouragement 
for Historical painting in Britain is recorded and the artist seen to 
have Nisely transferred his energies" to other genres an his return 
from Italy. 30 For the first time, however, not only is Allan's abiding 
interest in Historical painting, in history and in antiquity noted, the 
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influence of Classical art and academic principles upon some of his 

later works is denonstrated. 3-1 

The only serious omission of the Irwins' critique is of any mention 

of Allan's numerous illustrations to Scottish songs, an activity which 
týe Reverend Gordon had himself virtually, and unaccountably, 
ignored . 32 Their awareness of how important was Allan's "consistent 

ex plaitation of Scottish subject-matterm makes this failing all the 

more surprising, although a concentration upon how a "valuable visual 

and sociological record" was provided by much of his later work 

suggests why these illustrations were passed over in favour of pictures 
"recording incidents in both town and country life" . 33 In dealing with 
these Genre pieces, the Irwins noted contemporary comparisons with 
Teniers and Ostade as well as the more familiar identification of "The 

Scottish Hogarth", but agreed with earlier writers that Allan did not 

envisage a "didactic, moral end" for his pictures . 3-1 Though referring 
brief ly to his statement of just such an aim in the dedication of The 

Gentle Sbepberd, the authors, clearly out of sympathy with the 

humanistic belief that art should both please and instruct, decided 

that Allan "did not share ... the conviction that pictorial imagery 

should serve the purpose of preaching sermons". 31- Allan's having re- 

mained "faithful to the academic principles of decorumN is, however, 

commended in his literary illustrations as in his Genre scenes, pri- 

marily f or that insistence an accuracy of costume which is seen as one 

of his most significant influences upon later Scottish artists . 3r, The 

Irwins provided a more searching analysis of Allan's contribution to 

Scottish art than any that had been published before, admiring 

especially his family groups, the influence of which on Nasmyth had 

already been pointed out by Basil -Skinner, and of course the Genre 

pieces. These were shown to represent "the academic principle of 
decorum applied to contemporary life": 

'Allan's figures have an honesty and simplicity that can be paralleled by 
Hogarth's, By contrast, the peasantry and working class as they appear in 
Gainsborough, Wheatley, Morland and Walton, as well as Boucher and the French 
Rococo, are sentimentalised and often pretty, This pastoral, pretty vision 
of peasantry is not echoed in Scotland, except in the case of a Scottish de- 
corative painter like Delacour, who had himself come from France ... Such 
directness or 'truth to nature' was one of Allan's most important legacies to 
the next generation of Scottish artistsl . 37 

Duncan Macmillan's recent book an Scottish painting is concerned with 
the eighteenth and early nineteenth centuries. and with the ideological 

and msthetic links among painters, philosophers, poets, novelists, 
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medical men and other scientists. His account of Allan is centred upon 

one of the two "principal preoccupations" which he identifies as 

unifying the achievements of Scottish painters of this time, the 

'belief, shared with poetry, that the primitive art of the remote past or of 
the unsophisticated present can provide models through which it is possible 
to reach a purer sensibility that may offer the key to a better world*, 30 

Allan's having developed the relationship between painting and Scots 

poetry. a question shown to have been addressed by his contemporaries 
Alexander Runciman and Robert Fergusson, is recognised as particularly 
important.: 39 Macmillan is concerned not solely with Allan's choice of 

subject-matter, but with the matter of style, which is regarded at 

several points as being of crucial significance. His drawings of Italian 

peasants, and the similar studies later made in Scotland, are not only 

seen as one expression of that interest in primitive times, and in 

"simple, unspoilt people", which was shared by so many of Allan's con- 
temporaries, but' also as *an ingenious extension of the new aesthetic 

of history painting as proposed by Hamilton and developed by 

Runciman". 4c' These Italian pictures - costume studies and other Genz-e 

scenes - are considered to have a "definite documentary purpose", 
their subject-matter belonging "under that very eighteenth-century 
heading of 'manners', that is, social customs, especially dances, games 

and public amusements". 41 Strangely, however, though conscious that 

Allan, in Italy as in Scotland, was never "motivated by idle curiosity" 
in undertaking his Genre pieces, and even although he is prepared to 

suggest that the artist's interest in Italian costumes, "almost in the 

nature of ethnographic field work", might have been connected with a 

search for "evidence of the survival of antediluvian Mediterranean 

culture", Macmillan, like so many others, does not consider that Allan 

had in any of these scenes a "satirical intention. Things are recorded 
for their own sake". 42 

A visual expression of natural, supposedly primitive simplicity, and 

of its implicit association with virtue, is never far from Allan's work, 

and is nowhere more evident than in his illustrations to Scottish 

songs. Macmillan's summary of the connection with Burns, by the agency 

of George Thomson, and his paragraph criticising these song illus- 

trations, supply the lacuna in the Irwins' account, and touch upon the 
important congruence of purpose which informs Allan's literary illus- 
trations and his Genz-e scenes. As in earlier assessments, the "real 

value as social documenation" of these Genz-e scenes is noted, but the 

style of his pictures of this kind, and also of the set of plates which 
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he prepared for his edition of Tlze Gentle Sbepberd, assumes in Mac- 

millan's book an importance never before accorded it. 43 Allan, in this 

light, is allowed to be more than *simply a recorder of visual fact": 

"Style for his is in certain circumstances part of the process of recording, 
The naive grace or unconscious awkwardness of a gesture or the humour in a 
scene are part of the naturalness of the way of life which is his subject and 
which can only be matched qualitatively in an appropriate styles, 44 

Quoting extensively from the dedicatory letter to Gavin Hamilton, 

Macmillan remarks on Allan's search for "actual models of undistorted. 

simplicity which nature herself presents", and regards his presentation 

of an attractive and simple rural life as a worthy counterpart to the 

eighteenth- century Vernacular tradition in Scottish verse: "loyal to 

this tradition", he concludes, "Allan's pastoral vision is neither 

morally nor politically neutralft. 4rb 

The Vernacular tradition, as it was interpreted and developed in 

Scotland in the eighteenth century, is but one among many strands 
forming the fabric of contemporary life and thought which are of 

particular relevance to an understanding of Allan's art. While the 

question of language and national culture was peculiarly important in 

eighteenth- century Scotland, it would be remarkable if an artist of the 

time were not influenced by the intimacy of association which existed 

among the arts throughout Europe. It was truly a century in which "Art 

reflected images to Artu, when a perception of the affinity between 

painting and poetry was part of the shared culture of artist and patron 

alike. 4ra Fruitful also were the relations among painters and other 

men of learning, the historians, the novelists, the antiquarians and 
the philosophers and moralists. A -keen analysis of the manners of 
their own society was mirrored in observations on other nations, 
including the primitive peoples of the Americas and South Seas. Above 

all, those of learning and culture were aware of a unoral tendency" in 

the arts. 47 The proper study of the artist was his fellows, the proper 

purpose of his art didactic. Such an object was to be achieved not 
only in literary and pictorial satire, that mode so characteristic of 
the eighteenth century, but a lso in the presentation of examples of 
human endeavour and endurance worthy of imitation. 

Concerns and connections like these, each in its own way relevant to 

an appreciation of David Allan, are in the present study addressed and 
developed where most appropriate, often in the chapters devoted to 
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particular facets of his aeuvre. While his immediate situation was 
Scotland, his work may profitably be studied in relation to the wider 

context of painting in Britain in the eighteenth century. Accordingly, 

after a brief biography of the artist -a necessary setting of the 

scene which treats his later career, the subject of the body of the 

thesis, in very summary fashion - there is placed a chapter concerned 

with some aspects of painting in Britain at this time. This chapter, 
developed from an interpretation of the wider field of painting in 

eighteenth- century Britain, has been condensed in a manner that made 
it suitable as a preliminary study in a work concentrated upon one 

artist's career without, however, unduly compromising its own structure 
or distorting its conclusions. 

Eighteenth-century British painting is a subject already covered in 

several lengthy books, with all of which the specialist, and many of 

which the general reader may be presumed familiar, and upon which, in 

part, any shorter discussion necessarily depends. Since it is primarily 

a discussion of ideas and examples rather than a r6sun6 of the whole 
field, the whole practice of painting in Britain at the time, many 

artists, paintings and events which could not properly be excluded from 

an account aiming at balance may in this chapter be passed over 

summarily or silently omitted. It is, for example, no part of its pur- 

pose to repeat or condense accounts of the stages by which the Royal 

Academy rose out of dissensions in the two other artists' Societies in 

London, although the exhibitions mounted by all three provide material 

essential to its argument. 
Because the subject of pictorial art at this time is both vast and 

greatly ramified - one commentator has called it "hydra-headed" - no 

apology need be given for restricting attention to a few branches 

among many, though some explanation should be offered for the choice 
f inally made. 48 First, each branch of painting selected requires 
that artists - create narrative works, or offers then opportunities to 
do so. Secondly, each has some relevance to the wide-ranging oeuvz-e of 

one artist in particular. The appraisal of these different areas, 
sometimes separately but more often in relation to each other, will 

offer a view of a familiar structure in which various aspects of David 
Allan's art, from every stage of his career, may find a place. Finally, 

as both reason for the selection and development of the initial 

account, this view provides a background against which the more 
detailed study of Allan's art may be set. Certain features introduced in 
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this general survey - the perceived function of art, for example, the 

associations which certain types of painting held for an artist's 

public, the true approach of artist, patron and society as a whole to 

narrative or literary painting, and the way in which the very 

appearance, the form of a picture may itself imply and communicate a 

meaning - will be traced throughout the following chapters, as they 

are embodied in some of the works which are there discussed as part of 
the appraisal of Allan's later career. 

Even less than in the succeeding assessment of David Allan is the 

method employed in this chapter biographical. Neither is it focused 

exclusively upon those considered major figures. The work of some minor 
painters is occasionally adduced. suggesting as it does the milieu in 

which they lived, reflecting at the same time the nature of the demand 

for paintings which is revealed by exhibition catalogues and the 

evidence of other contemporary, sources. Only in af ew cases in this 

chapter has a picture from after 1800 been mentioned, but the evidence 

of these catalogues shows that this termination, though arbitrary and 

artificial, is by no means distortive. 49 
The century may conveniently be bracketed by great Historical 

schemes in architectural settings. It was Thornhill's work in the 

second and third decades which fired Hogarth's ambition to be a History 

painter, and which was the supreme public, perhaps national, example of 
large-scale Historical painting during a century in which many artists 

complained of the little demand there was even for easel-paintings in 

this mode, all the while looking back enviously at the patronage 

enjoyed by Verrio, LaSuerre,. and Thornhill himself, Despite such 

obstacles, towards the end of the century, James Barry's voluntary 

undertaking at the Adelphi. home of-the Society of Arts, may justly be 

seen as the pictorial epic of the Enlightenment. 
More modest narrative paintings can be arranged into the two great 

classes of Historical Composition and Genre. The former was regarded 
as the zenith of the Western pictorial tradition, comparable to the 

verse epic, which, as Dryden wrote, "is undoubtedly the greatest work 
which the soul of man is capable to perforn". r"I The latter, always 

popular in Britain, was not - at least officially - usually held in 
high esteem. What might be seen as af orm of meeting-ground of the 
two, the painting or print of contemporary events, gradually edged its 

way into prominence as the century progressed. The rise in number and 
perceived importance of these works, and of the printed illustration of 
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literature published as part of a book or "Gallery", is of major 

consequence, indicative as it is of an enlargement and broadening of 
the public reached and addressed by the visual arts, and of the 

responses made by different artists to meet a demand apparently 

changed. 1r, l A few pages are given to the Boydell Gallery, which does 

serve as a paradigm of the wider situation in a number of aspecý; s, an 

example which may be conveniently discussed from the Q211ection of 
Prints which was published early in the nineteenth century. 62 

In ranging over genres from decorative schemes to original prints, 

encompassing Historical Compositions, paintings of battles, shipwrecks, 
"notorious" contemporary events, "fancy portraits", and Genre scenes 
themselves, and commenting primarily upon their narrative content, a 

consciousness of many differences must be subordinated to a recognition 
of points held in common by some, occasionally by all of these kinds 

of pictures. So too in considering particular works in the same manner, 

a great disparity in their intrinsic merits must be anticipated, as 

also in the abilities of a variety of artists. In that a painting or 

painter demonstrates particular assumptions, or conspicuous success in 

some field, or simply some interesting narrative features, a work by 

Kauffnann may be accorded as much attention as one by Hogarth, or a 
West may be set beside a Barry. 

The circumstances encountered by Allan on his return to Britain f rom 
the Continent would have been familiar to any artist in the country. At 

the same time, Allan was a Scot, and for the f ifteeu years or so with 

which the present study is primarily concerned, his home was the 

"native land" in which he hoped to be usefully emploYed. 63 It is little 

wonder that, like many fellow countrymen, Sir Walter Scott should later 

be so fascinated with the study of those "changes which took place, and 
the causes which led to them", or write that there was 

"no European nation, which, within the course of half a century, or little 
more, Chad3 undergone so complete a change as this kingdom of Scotland', 61 

As David Hume, for once echoing the beliefs of others rather than 

confuting them, had written, "the spirit of the age [affected) all the 

arts". " Nowhere did people "carry improvements into every art and 
science" with more energy and diligence than in Scotland. 66 Allan re- 
ceived his earliest training in the visual arts at the Academy founded 
in Glasgow by the brothers Foulis, that worthy endeavour to improve 
manufactures in Scotland by imitating the practice of the Academie in 
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France. The Trustees' Academy in Edinburgh, of which Allan was 
Director and Master for ten years, was also concerned with "propagating 

and encouraging arts, sciences, and manufactures", ind was instituted 

only a few years later, in 1760.1r-7 

It is entirely characteristic of the eighteenth century that an 

academy of the f ine arts, no less than one set up as a school of de- 

sign, should be so intimately connected with the economic growth of a 

country, and that each should be associated with a university. A person 

of learning and culture, though his own genius was properly employed in 

a few f ields of enquiry among many, seldom lost sight of the 

systematic connections running through every aspect of contemporary 
life, and uniting people in society; Smith contributed a study of Naral 

Sentiments, and another of the Vealtb of Nations, to the advancement 

of "the science of Man", a term used by Hume in his own philosophical 
Trwtise some years before beginning his work as a historian. " 

The remarkable economic growth of Scotland in the eighteenth cen- 
tury, the background to extraordinary achievements on every hand, has 

often been rather uncritically accepted as a natural consequence of the 

Union of Parliaments in 1707. Improvement in living conditions - with 
the exception of delicacies and luxuries for the houses of lairds and 
those of the aristocracy who remained on "the Marches a' their ain 

estates" - was not seen for several decades, and Scotland's trade 

with France, the Low Countries, the Baltic states and the Americas, as 

well as within the United Kingdom itself, a trade in many cases 

established and increasing long before the beginning of the eighteenth 

century, was hampered by political union at least as much as it was 

assisted. r-91 Defoe, writing in the 1720s, recorded that Glasgow's 

success in both "Foreign land] Rome Trade" was not shared by the rest 

of Korth Britain, and the ruinous effect of the Union upon Scottish 

trade in other areas, "particularly in the towns an the Frith of 
Forth" and along the east coast in general, was remembered in the first 

Statistical Account, prepared in the 1790s and an invaluable document 

covering every aspect of contemporary Scottish life. 60 Earlier in the 

century, Lieutenant Lismahago, painting out that other European nations 
had "increased in commerce" within living memory, and adducing *the 

natural progress of improvement", reminded Tobias Smollett's readers 
that post boc, ez-go pmpter boc is as seductive a proposition, and as 
erroneous, in modern times as in ancient. " More recent enquiry, 
covering both commercial and cultural matters and setting Scotland in a 
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European or indeed an international context, and in the perspective 

of a continuous course of change and development stretching over 

several centuries, has been less limited in its field of enquiry and 
less restricted in its objectives, and has confirmed that, in Scot- 

land, "the period of the Enlightenment, as it eventually developed, was 

the consummation of a long process in Scottish life and lit- 

eraturell. r-2- Vhatever the causes which may be suggested for Scotland's 

pre-eminence in the latter part of the eighteenth century, the 

remarkable efflorescence of enquiry and publication must always be 

borne in mind in any consideration of selected aspects of this "En- 

lightenment", as must the country's commercial expansion; only a couple 

of years before David Allan's return to his homeland, an English 

visitor, Captain Edward Topham, had written: 
"within these few years Scotland has worn a very different appearance from 
what it formerly did; and though, as yet, it cannot vie with the later and 
more luxurious improvements of some nations, it now has the ample means of 
furnishing employment for the greater part of its own inhabitants, The 
mechanic Arts, Trade, Agriculture, Manufactures ... wear the promising 
marks of future vigour and stability* . 63 

Such confident commercial growth forms the material background to 

Allan's later career. Like literary and philosophical matters, and some 

distinctively national concerns, this growth and its consequences will 

be addressed when they are demonstrably relevant to the artist and his 

work, rather than being brought together with related cultural topics 

in a distinct chapter which, in its being accommodated as a subsidiary 

part of a larger work, would be little more than perfunctory, and could 

never be adequate. In any case, much scholarly material is readily 

available in recent and easily accessible books, some of which are 

specifically indicated in footnotes, many more being listed in the 

second part of the Bibliography. 64 

Together with his portraits and Genre scenes, which sometimes occur 
in pairs or as loosely connected sets of views, three major series may 
be distinguished among Allan's later works. Two are illustrative, being 

sets of pictures based upon Scottish verse and song, the other 
Historical, a cycle of paintings relating to the life of Nary, Queen of 
Scots. Allan's portraits and early Genre scenes are considered in 

Chapter III, his later Genre scenes in Chapter VII. Chapters IV and VI 

are devoted to his illustrative series, and the Historical cycle, which 
Allan must have regarded as his greatest project, is discussed in 
Chapter V. In Chapter VIII, a concluding study of the artist in his 
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society shows how his major Genre pieces and the works forming. these 

three series are related one to another, and how, both separately 

and in combination, they further the design to which Allan, with 

remarkable discipline and perseverance, dedicated himself for more 
than fifteen years. 

The early discussion of Allan's portraiture has been included in the 

present study in order to give a "finished" picture of the artist and 
his methods. The primary object of this thesis, as has been implied, 

is the criticism of subject- pictures. Circumstantial details, it is 

true, often have a part to play in conveying the full meaning, or 

creating the intended impression, in these portraits and Conversation 
Pieces. Although such details are, of course, always apt, any anecdotal 
suggestions that they occasion are seldom of much complexity. For this 

reason, the proportion of these works which is actually discussed is 

much lower than that of any other genre practised by Allan in his later 

years, with some of the dozen or so portraits reproduced providing a 

representative view of his work rather than acting as the foundation 

for any extended critique. 
Relatively more attention is given in this chapter to the small 

group of subject- pictures which came of Allan's first documented 

journey into the Highlands, that of 1780. In these, as in earlier pic- 
tures of French and Italian costume, he recorded the manners of a race 

with which he was quite unfamiliar. For all that both he and the people 

whom he drew dwelt in e ighteenth- century Scotland, a Lowlander like 

Allan could consider the Gaels to be as foreign, and as primitive, as 
Polynesian fishermen or Pawnee warriors. The study of different stages 

of human society, of the progress of civilisation, of human nature, 
itself, was of great moment to his -contemporaries. By studying the 

customs of primitive societies yet surviving, the Scottish Literati, in 

common with savants throughout Europe, hoped to understand the ancient 

manners of their own. c-5 In his pictures of Highland subjects, Allan 
for the first time experimented in a Scottish idiom with the expression 
of an ancient, indeed a timeless simplicity which could be 
imaginatively associated with virtue. 

Similar ideas were explored in his set of illustrations to Ramsay's 
famous pastoral The Gentle Sbepberd. These plates, published in 1788 

and the best known of all Allan's works in his own time, are the sub- 
Ject of Chapter IV. This chapter has been developed from a dissertation 

written in 1984, the starting-point for the present thesis. The text 
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has been thoroughly revised, and incorporates additional information 

and further criticism, the result of subsequent research and the 

reflection of a deeper understanding of the relationship of this series 
to the rest of Allan's work, and of his ideas and intentions to con- 

temporary concerns. At the same time, some deletions have been made, 

as, for instance, brief and selective mention of later artists, illus- 

trations to The Gentle Sbepberd was felt to be more appropriate than 

the fuller account originally prepared. Editions, or, at least, illus- 

trations; of the play earlier than Allan's are, of course, studied in 

appropriate depth. 

Allan dedicated his edition of Ramsay's "Justly admired Pastoral" to 

the Historical Painter Gavin Hamilton, confident that the friend of his 

years in Italy would recognise the didactic purpose of his "series of 
designs". Both the matter and the implications of the dedicatory 

letter are analysed in some detail. Not only is it a work of specific 
importance to the f ull understanding of the plates which it 

accompanies, it has appreciable relevance to the wider field of Allan's 

art and ideas. 

The plates themselves, though introduced in sequence, are discussed 

with reference to those themes and concerns embodied in the play which 

Allan chose to express and develop visually. Needless to say, his illus- 

trative skill is readily discovered in the immediacy of these plates. 
The survival of a number of sketches and studies allows the course of 

Allan's ideas for most of these illustrations to be followed with some 

precision, incidentally permitting a brief general description of his 

characteristic drawing style and also providing valuable evidence for 

the dating of another of his illustrative schemes. 
Allan's work on a cycle of Historical paintings from the life of 

Mary, Queen of Scots occupied him for at least two years, from 1789 

until 1791. For a painter to choose his subjects from national history 

was not unusual in what Hume termed "the historical age", and the work 

of other painters in this field, already touched an in Chapter II, is in 

Chapter V more fully described. " Allan had a keen interest in his- 

torical writing, was indeed an acquaintance of Villiam Robertson, and 

an account of the research which he undertook before beginning these 

pictures, together with an indication of his relationship with the 

enthusiastic but erratic Earl of Buchan, precedes a discussion of the 

series itself. As in the case of his work on The Gentle Sbepberd, a 
number of preparatory drawings has survived. Not only do these 
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drawings allow the development of Allan's ideas to be followed, they, in 

conjuction with a good deal of contemporary documentation, enable his 

ambitious Historical cycle to be envisaged, if not reconstructed, almost 
in its entirety. Few of the finished paintings are located. 

In contrast to the approach adopted in Chapter IV, in this chapter 
Allan's pictures are mainly discussed in *chronological" order, with 
frequent reference being made to the historical events upon which they 

are based, as these are recounted in Robertson's KistczT of 
Scotland. 67 At the same time, their participation in a coherent cycle 
is not neglected. Allan's use of repeated notifs - in itself 

characteristic of his work - is shown to unite the cycle formally 

and, both within particular scenes and throughout the sequence, to 

provide further depth of import and comment. The subject of this major 

venture was of both historical significance and contemporary 

relevance, and the chapter therefore closes with a -study of its 

relationship to its time. 

Both the set of plates f or The Gentle Sbepberd and the cycle of 

paintings based an the life of Mary Stuart are relatively compact 

groups of pictures, and thus each can be illustrated and considered in 

its entirety. Allan's illustrations to Scottish songs, though each 

drawing or etching is appropriately modest in scale, form a more 

extensive collection, and a selection of representative examples has 

therefore been made. Slightly more than half of the designs which 
Allan prepared have been reproduced, including some watercolour 

drawings of striking freshness and delicacy. Similarly, only about a 

dozen have been criticised in depth, with a similar number among the 

remaining illustrations being given any more than a brief mention. 
As in the discussion of Allan's plates for The Gentle Sbepberd, 

pictures in this chapter are criticised with reference to a number of 

concerns, or chosen as examples characteristic of the collection and 
its recurrent themes and techniques. As in previous chapters, pictures 

are always seen in relationship to others, not only from the group of 

which they form part, but from other areas of Allan's work. It is not 
long before such an approach to Allan and his art is recognised as the 

only appropriate one. Again, pictures by other artists are adduced, as 

possible influences, as both comparisons and contrasts to his work, and 

as an indication of contemporary tastes and interests. 
Vhen Allan prepared these drawings and etchings, the texts which 

they illustrate, and the airs to which these were sung, were as familiar 
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as the song of the lintie on the thorn or the cries of street vendors 

and chapmen f ram the planestaues and causey below his window. Most in- 

dices to contemporary song-books list not titles but f irst lines. Since 

af ull appreciation of any illustration requires a knowledge of the text 

an which it was based, occasional quotations in this chapter from the 

songs which Allan illustrated are supplemented by a group of 

transcriptions from the sources which he used. + Immediately after 

this appendix is placed a Glossary. As Henry Mackenzie put it, "it is a 

cool Operation to stop in the midst of a Sentiment or Description to 

scrutinize the Sense of a Vocable", but, since Allan's sources included 

ballads already hundreds of years old in his day, and the writings of 

John Knox, as well as recent Vernacular pieces by Burns and by Ramsay 

himself, a glossary is sometimes needed. 66 

A fascination with ancient, unspoilt simplicity, already noted in 

connection with Allan's pictures of subjects from, the Highlands, is seen 

also to find expression in his song illustrations. So too the subject of 

national song, of general interest throughout Europe but of particular 

importance in Scotland, where it was unavoidably coupled with the 

question of language, is known to have interested him greatly. 69 The 

chapter ends with an account of contemporary thinking upon these 

matters, and an interpretation of the attitudes identified among Allan's 

fellow Scots. 

Chapter VII, though it follows analyses of Allan's edition of The 

Gentle Sbepberd, his subsequent Historical cycle and his song illus- 

trations, deals both with pictures executed several years before any of 
these major groups was completed and with Allan's very last Genre 

scenes. It comprehends pictures of "the manners in Scotland" dating 

from 1783 to 1796 - that is, the whole range of Allan's work of this 

kind apart from the early Highland scenes - and, as part of this 

r6sumd, includes a short account of his prints. As in the case of 
Allan's portraiture, a selection of the most characteristic examples 

of his minor Genre scenes gives a representative view of this facet of 
his activity. Xore detailed criticism of his *modern moral Subjects" is 

conducted against a background of contemporary writings, and de- 

monstrates how the typical devices of specific allusion, gesture and 
expression, the very form of a picture itself, both particularly and in 

combination, reveal that the works of "the Scottish Hogarth" had a much 

Ten songs and ballads are given, in vhole or in part, in Appendix 1, 
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more serious and responsible purpose than the "ludicrous representation 
of laughable incidents in low life". 70 

Such incidents formed one major vein of popular material worked,. with 
conspicuous success, by many Scottish painters of the generations - after 
Allan. In the closing pages of Chapter VII his representation of "ordinary 
Life" is contrasted, with the work of later Scottish Genre painters 

-among whom his influence - as transmitted, and transformed, by Sir 
David Vilkie - was most . evident, but whose approach and conceptions 

-were as different from his as his times and circumstances had been from 
theirs; no attempt has been made to 

-give even an. indication of other 
nineteenth-century Scottish painting. 711 , David Allan cannot reasonably be 

regarded as a Genre painter who prepared the., way for "a brilliant 

succession of followers". 72 To make such an assertion is to promote an 
unduly restricted view. of the man and his work; to accept such a view, as 
the starting-point for all later discussion is to derive the premises 
from a supposedly irrefutable conclusion. 

, 
Because Allan's oeuvre is so integrated, his purpose so consistent, it 

is., seldom possible, without anticipating an argument or presuming a 
conclusion, to put a final, admittedly personal interpretation upon any 
facet of his art in a chapter. of which that facet, is the subject. There 

is always a further connection to. be, made or parallel to be drawn with 
pictures or ideas which more properly. form part of another. Thus, a 
chapter may address its primary subject in some detail, appearing 
adequate to the scrutiny of that immediate focus, 

, 
though the wider 

discussion to which it in turn contributes remains unresolved. In the 

same way, each of a number of studies for different figures or details in 

a painting might appear finished in its own right, until the. greater 
composition of which these elements -form part is seen as a whole, the 
harmony and balance of mass and tone, and the effects, of reflected light 

and colour, being only then appreciated. The completion of. - a painting 
is, of course, much more than the arrangement of details previously 
prepared and finished with a definite end in view; only when these 
details are brought together can the "keeping" be attended to, and the 

varnishing begun. Similarly, a final, sealing touch to an, argument with 
many subordinate points is appropriate in a conclusion, and the 

opportunity is taken in Chapter VIII. 
Just as Allan and his pictures must be seen in the wider context of 

painting and society in Scotland, in Britain and in Europe 
-as a whole, so 

too these pictures are themselves- best and most fully appreciated 
when set against the background 

, of his other_ known or identifiable 
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interests. His knowledge of Scottish literature, history, sang and 

antiquities is specifically recorded, and could in any case be deduced 

not only from extant pictures but also from letters and other written 

sources. 73 Allan was well-read, finding inspiration in the works of a 

variety of authors both ancient and modern, and referring appositely on 

one occasion to Mxcenas soon after remarking on the difficult task faced 

by Reynolds in undertaking to correct public taste in Britain with his 

"pamphlets or academick discourses". 74 Among the many essays and 

treatises on the arts which he owned were both Vasari's and Bellori's 

Vite, Hogarth's Analysis, and "A treatise on Painting, by Leonardo da 

Vinci, London, 172111. *765 He may have carried with him during his pro- 
longed stay in Italy Winckelmann's influential Beflections Concerning the 

Imitation of the Gr-ecian Az-tists, having bought it in Glasgow before 

leaving. ""- From his reading, his study in Glasgow and in Rome, and, not 

to be neglected, the pictures which he would have seen and the con- 

versations which he would have heard and taken part in, Allan learned 

that "all the fine arts have a double purpose; they are destined both to 

please and to instruct". " Consistently and fruitfully. he took account 

not only of "the general taste of the public" but also of the ideas of 

the times, and ranged widely both within his own field and among many 

areas of contemporary interest. " He was, in addition, bath in Italy and 

in Scotland, on friendly terms with "learned and ingenious men" such as 

James Byres, Sir, William Hamilton, Gavin Hamilton, the Earl of Buchan, Sir 

James Grant, William Robertson and, through the agency of George Thomson 

and the medium of writing, Robert Burns. "19 

This preamble ends as it began, with a close look at Cunningham's 

manipulation of critical opinion. His reliability in biographical 

matters has been called into question *before; Alistair Smart concluded 

coolly that he was frequently "the victim ... of an untethered 
imagination", and the distinguished Burns scholar Franklin Bliss Snyder 

wrote that "his imagination was unrestrained by any profound 

respect for facts; the result is that he stands alone among his 

contemporaries - some of whom were none too scrupulous - an a 

pinnacle of unique untrustworthiness". 811 In the case of his account of 
David Allan, examples of Cunningham's licence can occasionally be 

detected -a few are indicated in footnotes where appropriate - and, 
in any case, his "inventive mendacity" does not necessarily compromise 
his critical views, some of which, particularly with reference to 

Allan's edition of The Gentle Sbepherd, evince a fine understanding and 

appreciation of the subject. 81 Three of his distortions, however, must 
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immediately be exposed. One already has been. 8-`? - Two more, made with 
the same purpose, the implicit praising of Wilkie's painting and per- 

sonality at the deliberate, and unnecessary, expense of Allan's art, are 
found together, towards the end of his account in the Lives, and can 
best be brought into full view by a comparison with the source in 

which "honest Allan" Cunningham found his material in its original 
state. Near the close of the Nemcirs of 1808 occurs the following 
description of the artist himself: 

"when in company he esteemed, that suited his taste, as restraint wore off, 
his eye, imperceptibly, became active, bright, and penetrating; his manner 
and address, quick, lively, and interesting, always kind, polite, and 
respectful; *his conversation open, gay, humorous, without satire, and 
communicative, playfully replete with benevolence, observation, and anecdote. 
On the antiquities, and literary history of his country, he had employed much of 
his attention, and delighted to discourse, " 63 

In Cunningham's Lives, this became: 

"in company to his liking ,,, his large eyes grew bright and penetrating; his 
manners pleasing, and his conversation open, gay, and humorous, inclining to 
satire, and replete with observation and anecdote, On the antiquities and 
literary history of his country he had employed much of his leisure time, and 
delighted to discourse, u 91 

While the unwarranted interpolation of "inclining to satire" is Cunn- 

ingham's most impudent distortion, his substitution of "leisure time" for 

the original "attention" cannot be allowed to pass unchallenged, since the 
function of this expression is deliberately to disguise the nature of 
Allan's research and debase it from what it had truly been, a methodical 

and disciplined enquiry, to what Cunningham decided it ought to have 

been, the pursuit of an occasional evening by the fire. The quiet subtlety 
of the attempt makes it all the more insidious. 

To the information gathered from Allan's widow and his half-brother, 
the author of the Nemoix-s added, from the Biogr-apbia Scotica, that the 

artist's 
"private life was marked by the strictest honour, and integrity, His manners 
were gentle, unassuming, and obliging. He will be long remembered, and his loss 
regretted, by every one who enjoyed the happiness of his friendship, ' 86 

N C: ) -eB. -: =- 

1. The Pori's of Bobett Burns, 8 vols,, 1834, 
Yol. V, pp. 175-76; in 2 vals,, also ed, Cunn- 
inghas, 1835, V01.11, p. 144 (with sinor changes 
in the painting), 
2, Pavid Allan of 41loa 174ý-17S6 The $coltish 

bogarth, Alva, 19SI, pp, ix and 75, 
3. The Life of Sir Cavid Wilkie; with his 

Journals, fours, and Critical Resarks on Yorks 
of Pt ,, and a Selection from his Corres- 
pondence, 3 vols, London, 1843, Vol. I, p. 42, The 
opening of Cunningham's account of Allan in the 
Lives, in its providing a general statement the 
truth of which (in the commentator's view) is 
exemplified in the career of a particular 
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artisto is very reminiscent of Vasari Is 
technique: 
16enius is natural to all parts of the earth; 
lives where it chooses; works in its own way, 
and to please its own spirit; and is some- 
times content with local fame, Of this class 
of unambitious men was David Allan, fondly 
called by some of his countrymen the Scottish 
Hogarth, But though his fame is chiefly con- 
fined to Scotland, and though it was his 
pleasure to aim at little beyond delineating 
the humble tenants of the cottage and the 
shieling, he , is not unworthy of a place 
amongst those artists who had higher aims, and 
whose fame has been further diffused, ' 
The lives of the Ifost Eminent British Painters, 

Sculptors, and OrchilectS, 6 vols., London, 1833, 
Vol. VII p. 23; also The Lives of the Nost Eminent 
British Painters by Ollan Cunningham, Revised 
edition, Onnotaled and continued go the Present 
Time by Mrs. Charles hfoaton, 3 vols, London, 1879, 
Vol. 11, p. 358). The f irst translation (selected) 
into English of Visari's Vile was that of 
Villias Aglionby, 1685, 

4, Ports of Robert turns, ed, Cunningham, 8 
vols, 1834, V, p. 176; in 2 vols, 1835,11, p. 144. 

5, Burnet's memoir was incorporated by Cunn- 
inghat in his Life of. .. Filfie, 1843,1, pp. 43-4; 
the words quoted are from p-44, It continues: 

"Vilkie, as you say see in some of his pic- 
tures, did not hesitate to avail himself of 
several of Allan's attitudes: I can see this 
even in the Chelsea Pensioners; but the one 
was always within the circle oftaste and pro- 
priety, while the other, even in his happiest 
works, seldom seems to have observed such lis- 
its, vhich are easier felt than defined. In his 
early study of character, his skill, his sore 
than skill, in seizing nature in hernegligence 
and happiest moods, say be found the origin 
of his vast success in representations of 
familiar manners and domestic life', 

His words are reminiscent of Cunningham's own 
str , ange dismissal of Allan in the Lives of a 
decade earlier: 

'His genius lay in expression, especially in 
grave humour and open drollery, Yet it would 
be difficult, perhaps, to nine one of his pic- 
tures where nature is not overcharged; he could 
not stop his hand till he had driven his sub- 
ject into the debatable land that lies between 
truth and caricature, He is among painters what 
Allan Ramsay is among poets- a fellow of in- 
finite husour, and excelling in all manner of 
rustirdrollery, but deficient in fine sensibility 
of conception, and little acquainted with 
lofty emotion or high imagination', Vol, VII 

P. 48, or 11, p, 378 (the concluding paragraph), 
In surveying ill the extant criticism on Allan, 

major and minor# a sense of familiirity, of 
d4ij ru, is soon experienced, as is shown in 
the next couple of pages, Cunningham himself 
was indebted tore than once to an earliertesoir 
of Allan (p. x1vii infra), in which he is also 
paired with Ramsay and described in terts very 
similartothose quoted MUMS Ythe late DAVID 
ALUNPaintor in Edinburgh, commonly called the 
Scots Nogarth, in The 6entle Shepherd, 2 vals,, 
Edinburgh, 1808,11, pp. 629-31, the conclusion of 
the account), A lesser-knovn writer on Scottish 
painting, John Tonge, is occasionally incisive, 
and his opinions on Vilkie's 'taste and pro- 
priety' (as Burnet put it), and an his work in 
general, ire delivered with vigour: he was 

'not so much an innovator is a popularizer, 
bringing to the material of 'Allan and Carse a 
bag of tricks learned from Ostade, Brouwer 
and Teniers: his originality lay in his per- 
fect appraisal of early Victorian taste, 'To 
know the taste of the public - to learn what 
will best please the employers - is to an 
artist the most valuable of all knowledge' he 
wrote' (The gris of Scotland, London, 1938, 

p. 63, quoted verbatim; 'anticipation' might be 
preferred to 'appraisal", or "early Victorian' 
replaced by 'late Georgian'). 

6, Liras, 1833, VI, p. 32 (1879,11, p. 366). 
7, Bamoirs, in rhe 6entle Shophotdpp. 629-30, 
8, Lives, 1833, VI, p. 42 (1879,11, p. 374). 
9. 'The Origin of Painting" (reproduced in 

colour as Plate IV between pages 139-40): Robert 
Brydall, 4ri in Scotland 10 Origin and Progres; 
Edinburgh and London, 1889, p. 132 ('Invention of 
Drawing'); William D. McKay, rho Scottish School 
of Painting, London, 1906, pp. 23-4 -, Sit James Caw, 
Scottish Painting Past and Present M20-IM, 
London, 1908, pp. 60-51; Tonge, op, cit., p. 44; 
Stanley Cursiter, Scottish 9pt to the close of 
the nineteenth century, London,, 1949, p. 42; 
Gordon, op. cit, pp. 24-5; Sir Ellis K. Waterhouse, 
Painting i#Rritain IS30-17YO, Harmondsvorth, 1953, 
p. 213 (mentioned: cf. also The Dictionary of 
British 1811 Century Painters, Woodbridge) 1981), 
For a likely explanation of this concurrence, 
see Chapter I, p. 18 and note 89, 
10, gri in Scotland, 1889, Preface, p, Y. Brydall 's 

organisation, particularly with regard to the 
eighteenth century, is not always easy to 
follow, but the table of Contents shows it to 
be approxisately chronological within the var- 
ious chapters, each of which is devoted to a 
different aspect of Scottish art, 
11. lbid, p. 130, 
12, lbid, pp. 133 and 131-32, original spelling, 
13. Caw, Scottish Painting, London, 1908, p. 51. 
14, lbid, pp. 52-3. 
15, lbid, p. 60 (Caw had worked on his book for 

sore than a decade; his Introduction, p, 3), He 
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also suggested, with reference to Wilkie and 
Allan (not Allan alone, as implied in Gordon, 
op. cif,, pp. 75-6) that 'it is not straining the 
facts to say that the effective beginnings of 
modern realism appeared in the young Scotsmen's 
pictures'; Scottish Painting, 1908, p. 477. 
16. The Arts of Scotland, 1938, p. 44. 
17, Scottish Art, 1949, pp. 49-50. 
18, rho Scottish School of Painting, Lon- 

don, 1906, p. 22; Hogarth described *his 'modern 
moral SubjectEsl' as 'a Field unbroke up in any 
Country or any age*-, quoted in David Bindsan, 
Hogarth, London, 1981, p. 53; cf the *Autobiographical 
Notes", in The Analysis of Reauty, (1753), ed, 
Joseph Burke, Clarendon Pr 

, 
ess, 1955, p. 216. 

19, For the first two quotations, see McKay, 
op. cit,, p, 31; for the last, ibid., p. 22. 
20. Painting in Oritain, Harsondsworth, 1953, 

pp. 213-14 and, on 'patronage' Jc,, p. 197. 
Allan's words ire quoted from a letter of 1780 
to Sir William Hamilton, given is Appendix II, 
On Wheatley's Itinerant Trades of London, see 
Kiry Webster, Francis Wheatley, London, 1970, 
pp. 82-3-, 'Twelve of the pictures were engraved 
and published in pairs between 1793 and 1796, 
the thirteenth ippeired in 1797, and the 
fourteenth ... was not published until 1927". 
Wheatley's Cries - six were exhibited it the RA 
in 1792 - are perhaps the most familiar English 
example of the genre; see Chapters 11 and VII, 
pp. 66,323 and 326-27 infri, He had exhibited 
scenes such as 'Wheelwright's shop - study from 
nature' in the 1780s, but Allan's interest'-in 
this kind of subject may be dated at least to 
the previous decade (Chapter 1, p. 13 ff. ), and, 
in any case, Paul Sandby's prints and drawings 
of such subjects, dating from c, 1760, are a 
such more likely influence (cf, Figures 282-83, 
between pp. 327-28), 

21, David Allan of 91loa, AM, 1951, pp, 74 
and 27; his Chapter VIII, 'The Art of Allan, 
both indicates the previous accounts of the 
artist and summarises the major areas of his 
oeuvre ( ibid., pp, 74-BI), 
22, lbid,, pp. 78,80, and 75; the last words 

are 6ordods strictures upon MonkhousA estimate 
in the Dictionary of National Riýgraphy, 1885, 
23. lbid,, pp. 81 and 76: there is a 'List of 

Yorks by David Allan' at the end of his book, ln 
his Preface Gordon acknowledged the help of 
three successive directors of the NGS (Caw$ 
Cursiter and Waterhouse), 
24, Ibid., pp, 45 and 26, 
25, Gordon in his Preface wrote of 'the joy 

and the toil of more thin a dozen years', His 
'List of Works' is divided into five sections 
("The Glasgow Period", 'The Italian Period', 
'Undated Italian Works', 27he Scottish Period" 
and "Undated Scottish Vorkso). The description of 

the sedius is-vhich each work was executed is 
occasionally haphazard, and there ire some 
omissions of pictures which 6ordon knew and 
mentioned in his text; on p. 76 he wrote that 
'EAllan's] works number over four hundred'. More 
than six hundred works by Allan ire recorded, 
some five hundred of these being extint, 
together with several sketch-books, 
26, rho Indefatigable #r Allan, Scottish Arts 

Council, 1973, The title refers to an assessment 
made of the artist by Sir Williaa Hamilton, 
recorded in HMC 11, Appendix - see note 33 to 
Chapter III - but , bearing in mind that Allan 
'in one aspect was essentially a vernacular 
artist', Mr. Skinner admits that 'there was some 
temptation to call this exhibition in the lan- 
guage of today 'The David Allan Show", Allan's 
importance in various aspects of art in Scot- 
land - in portraiture and Conversation Pieces, 
in History, in topographical driving and in 
illustration as well as in "domestic gonro"- is 
shown both in this catalogue and in in article 
in countri life, 19th August, 1965, in 
which Mr, Skinner describes Allan is in 'ex- 
perimenter, an explorer in the subject sitter 
of paint', 'ind considers his a 'catalyst' among 
Scottish painters, In 'the catalogue, the it- 
portince of Allan's contemporary work for the 
social historian is eaphasised rather than its 
didactic function (e, g, p. 10); the words quoted 
in the text are from p. 13. 
27, Scottish Painters at Noot and Abroad 

1700-1900, London, 1975, Chapter 7, 'David 
Allan: Classical Antiquity and Contemporary 
6enre", pp. 114-23, and also Chapter 4, 'Pop- 
triiture-, Ramsay's Contemporaries', 2, 'David 
Allan, Alexander Nasmyth and the Conversation 
Piece', pp. 68-72, The title of Chapter 5 might 
imply the usual division of Allan's work into 
separate niches, but in fact the authors point 
out that 'Classical art was also to influence 
some of his non-classical works' (p. 114). 
28, Painting in Scotland The 6olden Age, Ox- 

ford, 1986, Chapter V, 'A Vision of Pastoril 
Simplicity', pp. 63-73, 
29. D. and F. Irvin, op, cit,, p. 114. 
30. Ibid,, p. 166. 
31, Cf. ibid., pp. 71,114,116 and-118, 
32,6ordon hid certainly seen many of Allan's 

song illustrations, in a volume still held by 
the Royal Scottish Academy, but in his chapter 
'The Illustrator of Burns' he devoted sore 
attention to the poet than to the piinter, re- 
ferred in the briefest of terms to Allan's 'new 
work on the songs of the national poet", and 
only mentioned in passing the titles of a few 
songs without indicating that some of these 
songs were in fact triditional. The Irvins refer 
only to Allan's having "undertaken to illustrate 
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some of Burns's own works' (op, rig,, p. 118). 
33, D. and EIrwin, op. ci t, , pp. 36 and 120, 
34, Ibid., p. 121, Cf. Gordon, op, cit,, p. 26 

(quoted p. xxxi i suara), and Tonge, op. tit, p- 45; 
'To till his 'our Scottish Hogarth' is to be 
very wide of the &ark', Cf, also Macmillan, op, 
cit,, p. 66 (quoted p, xxxiv infra), 
35, Ibid., p. 121, It was not only Hogarth and 

Greuze - cited by the Irvins - who thought 
thus, The religious implication in the sentence 
quoted may be a memory of Paton's reference to 
'sermons in colour' (quoted ibid,, p. 294), 
36, Ibid., p. 118-19 and 121, 
37, Ibid., p. 121, 
38, Painting in Scotland, Oxford, 1986, Preface 

(second paragraph). The other 'preoccupation' 
is 'the relationship between seeing and 
knowing, in which painting followed philo- 
sophy'; Macmillan reminds readers of his having 
'had to compromise between coherence and com- 
prehensiveness", and also of his having been 
'limited by the practicilities of scale', 
39, Ibid., p, 64. 
40. Ibid, p-65. On Hamilton and Runcisan, cf 

esp, ibid. pp. 39 and 52 ff. 
41, Ibid., pp. 64-5. 
42. Ibid., pp-64-6. 
43. Ibid,, p. 66, 
44, Ibid,, p. 66, 
45. Ibid., pp. 68 and 73, 
46. The quotation is from Alexander Pope's 

epistle 'To Mr. Addison Occasioned by his 
Dialogues on Medals', line 52, In ancient Rome, 

'The verse and sculpture bore an equal part 
And Art reflected itiges to Art', 

(Collected Poets, ed. with an introduction by 
Bonamy Dobrie, Everyman edn,, London and New 
York, 1924, revised 1966,1963 reprint, p. 106), 

47, The quotation is from Fuseli's Fourth 
Lecture at the Royal Academy; the immediate 
subject is 'an epic performance', His words are 
quoted more fully in Chapter 11, p. 80 infra, 
48, Robert Rosenblum, quoted in J. Burke, ýrt in 

England UU-1800, Oxford, 1976, Preface, p. vii, 
49, See, for example (from Algernon Graves The 

Royal Academy of Arts 9 Complete Victionary of 
Contributors and their work from its foundation 
i, 71765 to 1504, London, 1905) the works exhibited 
by Henry Singleton from 1784 until 1839; there 
is little change in his subject-satter during 
this long period, Similarly, Fuseli continued 
in his Woof 'hobgoblin painter' for twenty- 
five years after the turn of the century, 
50, Dedication of his translation of Ineis, in 

Yorks, ed. Walter Scott, 18 vols,, London, 1808, 
Vol. 14, p. 127; or Poems and Fables, ed. James 
Kinsley, Clarendon Press, 1958, Vol, III, p. 1003, 
51, The word 'Gallery' was for long the gen- 

eral term for a collection of prints, often after 

the work of one painter, whether or no these hid 
everactually been exhibited together in a gallery. 

52. Collection of Prints, from Pictures 
Painted for the Purpose of Illustrating the 
Dramatic Forts of Shakespeare, by the Artists 
of 6roat-iritain, London, 2 vols., 1803-1805, 
containing one hundred prints, with another 
hundred in the nine folio volumes of Shake- 
speare's Forts, ed. 6eorge Steevens, 1802, The 
collection was reissued in 1968, and reprinted 
(in slightly abridged form) by Arno Press, New 
York, 1979, introduction by A. E. Santaniello, 
E3. Cf. his letter to Buchan, Appendix 111, 
64, Scott spoke of Baron Hume's Edinburgh 

University lectures on law in the words first 
quoted; Lockhart's Life, (1837; i. e. Remoirs of 
the Life of Sir Ailior Scott), quoted in David 
Daiches"'The Scottish Enlightensent, in 4 1161bed 
of 6onius the Scottish Enlightenment 1730-1750, 
Edinburgh University Press, 1986, p. 7 (his 
essay was substantially reprinted as a Saltire 
Society pamphlet, 1986), The second quotation 
is from Worley, 1814 (anonymously), Chapter 
LXXII, 'A Postscript, which should hive been a 
Preface', third paragraph; Everysan edn,, Lon- 
don and New York, 1906,1973 reprint, p. 476, 
55, Huse, Essays Notal, Political andliterary, 

(1741-42), Part II, Essay 11, 'Of Refinement in 
the Arts' (entitled "Of Luxury' in some 
editions), in The Philosophical Yorks of David 
lluvo, A vols,, Edinburgh and Boston, 1854, Vol. 111, 
p. 297; 'affects' in original, 
56, fbid, 
57, The quotation is fru William Saellie, 'A 

Dissertation on the Means of Supporting and 
Promoting Public Spirit, wrote November, 1760', 
in his Literary and Characterisfical lives: 
quoted by D. D, McElroy in Scotland's Age of 
Improvement- 9 Survey of Eighteenth-Contury 
literary Clubs and Societies, Vashington State 
University Press, 1969, P. 66, In 1780, the 
Trustees' Academy was 'solely appropriated for 
the use of manufactures, not intended is in 
academy of painting'; Hugo Arnot, rho Ifisfory 
of Edinburgh from the earliest accounts, to the 
present time, Edinburgh, 1780, p, 323. 

58, Adam Smith's Theory of Roral Sentiments 
was published in 1759, his An Inquiry into 
tho. Ratur# and Causes of the Pealth of Rations 
in 1776; the closing sentences of the first 
record Stith's view of its connection to the 
second, Huse refers several times to 'the 
science of Man' in, his Introduction to A 
Treatise of Numan Nature, - Being An Attempt to 
introduce the experimental Nothod of Reasoning 
into Poral Subjects, first published in 1739 
and 1740, anonymously. Hume's hlistory of England 
was published 1754-62, in six volumes. 
59, The -quotation is from Robert Fergusson, 
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'Hame Content, A, Satire, To all rhos it may 
concern", line 74 (IMARCHESI and 'estate' in 
original); Poems, STS edn,, ed, M. F, NcOiariid,, 2 
vols,, Edinburgh and London, 1954-56, Vol, 11, 
p. 159. A brief, balanced and readily accessible 
account of the economic effects of this Union 
is in T. C. Stout, A Nistory of ' the Scottish 
People 1560-1830, London, 1969, Chapter 1, 'The 
Transformation of the Economy', I, The, Prelude 
to the Take-Off, 1690-1780. Stout quotes from 
Mackintosh of Borlum's Essay on the Pays and 
Npins for Inclosing, 1729, his observation that 
the 'improvement' of which most boasted, or the 
change in living conditions most remarked upon, 
was 'how such tore handsomely the gentry live 
now than before the Union' (oo, cit,, p, 285; 
Fontana reissue in paperback, 1982, p. 266), 
60, Defoe, A Tour through the Yhole Islandof 

Great Britain, (1724-1726), Letter XII; 
Everytan edn,, London and New York, 1962,1966 
reprint, p, 334, The second quotation is from 
the Statistical Account of Scotland, ed. Sit 
John Sinclair, (21 vols,, 1791-1799), quoted 
from the reprint in 20 vols, by EP Publishing, 
Wakefield, 1978, in which 'all the parish 
accounts for individual counties are printed 
together for the first time' (see n. 64; Account 
cited in subsequent notes as SAThe ReY. Flesing 
of Kirkaldywhose words are quoted (Shjj, 528), 
was not alone in noting the severe effects of 
taxes and duties imposed after 1707, of the 
restrictive practices adopted to protect 
English trading interests, and of the 'several 
wars, which followed each other with little 
intermission for sore than half a century" 
(ibid. ). Within this site volute of A- f or 
instance - covering the kingdom of Fife - the 
Rev. Forrester of Anstruther-Wester noted that, 
from tore than fifty before the Union, the 
number of boats and ships in Easter and Wester 
Anstruther was in 1764 less than ten; ibid,, 
pp, 38-9, and cf. also pp, 92 and 326n, 

61. The Expedition of Ilumohry Clinker, a 
letter of September 20 th I Hatt. Bramble to Dr. 
Levis, in Yorks, ed. W, E, Henley, London and New 
York, Ing, Vol, iv, p. 167. Lismihago was 
conceived as a redoubtable conversationalist: 
"I may safely admit these premises, ' answered 
the Lieutenant, 'without subscribing to your 
inference. " he, 
62, The quotation is from John MacQueen, rho 

Enlightenment and Scottish literature volume 
One Progress and Poetry, Scottish Academic 
Press, Edinburgh, 1982, p. 37 (the last sentence of 
Chapter I, 'Prelude to the Eighteenth Century'; 
'The' in original). In 1, MacQueen demonstrates 
that 'the Scottish Enlightenment was the 
natural, almost the inevitable, outcome of 
several centuries of Scottish and European 

intellectual history', 'and indicates the 
relationship of contemporary concerns to 'our 
world of the late twentieth century' Qf ibid,, 
pp. 3-6), In addition to the wide-ranging pub- 
lications cited in n. 64 infra, another recent 
work in which the iutfiorsiresses the importance 
of setting eighteenth-century Scotland in its 
proper European perspective is F. U. Freeman's 
Robert Forgusson and the Scots husanist Cos- 
promise, Edinburgh University Pres; 1984; some of 
the material in Chapter 1, "The Intellectual 
Background of the Vernacular Revival before 
Burns", has previously appeared in Studies in 
Scottish literature, and, is 'The Vernacular 
Movement', in A Companion to Scottish Culture, 
ed. David Daiches, London, 1981, pp. 393-96, 

63, letters from Edinburgh; ̀ Written in the 
rears 1771 And 1775,, Containing Some Obser- 
vations On rho Piversions, Customs, Ifanners, and 
Laws, Of rho Scotch Nation, Puring A Six Nonths 
Residence in Edinburgh, 2 vols,, London, 1776, 
Letter 111, February leth , 1775, 'The Different 
Manufactures of Scotland', 11, p. 172 ff. (cited 
as Letters from Edinburgh in subsequent notes), 

64, Among secondary sources, Henry Grey 
firahas's famous rho Social Life of Scotland in 
the Eighteenth Century, (1899), is consistently 
readable, but less reliable - except, of 
course, when Graham adduces contemporary 
sources - than later commentators, against 
whose more balanced judgments his colourful 
account should always be tested, T, C, Siout's 
A History of the Scottish People 1560-1830, 
London, 1969, is classic, while the greater 
political field is covered in William Fergusont 
Scotland- 1685 to the Present, Edinburgh, 1968, 
and Bruce Lenman's Integration, Enlightenment 
and Industrialization, - Scotland 1746-1832, 
London, 1981, Four collections of essays make 
indispensable reading: the earliest, Scotland 
in the Age of Improvement, edd, Phillipson and 
Mitchison, Edinburgh University Press, 1970, 
covers a wide range of material, - Houston andý 
Whyte, Scottish Society ISOO-1800, Cambridge 
University Press, 1988, and Devine and hitchisoný 
People and Society in Scotland, Edinburgh, 1988, 
ire complementary, containing such valuable 
information and analysis and offering in some 
cases views of the same or similir subjects 
from different angles; to these must be added 
Improvement and Enlightenment Proceedings of 
the Scottish Historical Studies Seminar 
University of Strathclyde 1987-88, ed, Devine, 
Edinburgh, 1989, Norbert Waszzek, #in's Social 
Nature 4 Topic of the Scottish Enlightenment in 
its Historical Setting, (1979), Frankfurt and 
New York, 1986, is an interesting account of 
the views of 'four leading representativesO 
(Hutcheson, Hume, Smith and Ferguson) of that 
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Enlightenment against a background of the 
leconoift, social and political situation' of 
the country; and A Hotbed of 6enivs The Scot- 
tish Enlightensent, edd. D. Daithes, Peter Jones 
and Jean Jones, Edinburgh University Press, 1986, 
includes -studies of Hume, Stith, Joseph Black 
and James Hutton, together with a look at $Scot- 
land and America' and an introductory chapter 
by Daiches since substantially reprinted is a 
Saltire Society pamphlet. Among primary sources, 
the Statistical 4ccount is unsurpassable; and 
say be the sort conveniently consulted in the 
edition by EP Publishing, Uakefield, 1978, in 
which the parish returns are arranged by county, 
References to this edition, however, by including 
the names of the'relevant parishes, will enable 
the reader to make use of the original volumes 
vith little less ease, In these, as in all other 
quotations from contemporary or earliersources, 
the original punctuation, spelling and other 
accidentals ire preserved where possible; ref- 
erence to all such sources is made in a manner 
Oich, in addition to its allowing immediate 
location in one edition or collection, will 
allow approximate location - of chapter or 
letter, for example - in any other, 
65. Ct Adat Ferguson, 4n Essay on the History 

of Civil Society (1767), Part 11, Section I, 
fourth and third paragraphs from the end: 

'Thucydides, notwithstanding the prejudice 
of his country against tWname of Parbarian, 
understood that it was in the customs of 
barbarous nations he was to study the more 
ancient manners of Greece, 

IThe Romans eight have found an 'image of 
their own ancestors, in the representations 
they have given of ours: and if ever an Arab 
clan shall become a civilized nation, or any 
American tribe escape the poison which is 
administered by our traders of Europe, it may 
be from the relations of the present times, 
and the descriptions which are nov given by 
travellers, that such a people, in after 
ages, may best collect the accounts of their 
origin, It is in their present condition, 
that we are to behold, as in a sirrour, the 
features of our own progenitors; and from 
thence we are to draw our conclusions with 
respect to the influence of situations, in 
which, we have reason to believe, our fathers 
were placed' (ed, 0. Forbes, Edinburgh, 1966, 

p. 80; other contemporary views are adduced in 
Chapter III, pp. 130-34 infra), Ferguson, from 
northern Perthshire and a native fiaelicspeaker, 
referred in his writings no more frequently to 
Scotland's own *oldest face of inhabitintsl 
than, for example, did John Millar; i. e., not 
at all, Perhaps the rising of 1745 and the 
subsequent, systematic destruction of the clan 

system and the people's way of life were sub- 
jects so recent and sensitive that it was felt 
safer to discourse upon primitive peoples from 
different continents or island groups, 1 
66, 'This is the historical age and we ire the 

historical people': quoted from letters of 
Parid Huse, ed, J. Y. T. firieg, -Oxford, 1932,1, 
p. 230, by David Daiches in IThe Scottish En- 
lighteneent', in A Hotbed of 6onius, Edinburgh 
University Press, 1986, p. 8, and by many others, 
67. William Robertson, rho History of Scotland 

during the reigns of Mon Nary and of King 
loses V1 till his accession to the crown of 
England Pith a review of the Scottish history 
previous to that period, and an appendix con- 
taining original papers, (1759); 'chronological' 
in the text (p, x1iii), of course, refers to the 
dates of the events themselves tither than the 
order in which Allan's pictures were executed, 
68. Letters to Elizabeth Rose of irilravock On 

Literature [rents and People 1768-1815, ed. Horst 
W, Drescher, Edinburgh and London, 1967, p. 176; 
Letter of 17 th August, 1775, on, inter alia, Allan 
Ramsay's rhe 6entle Shopherd. Public expressions 
of opinion about the Scottish language, by 
Mackenzie and others, are given in Chapters IV 
and YI, pp. 14S-46,257-58 and-309-13 infra. 
heedless to say, Allan consulted (and copied) 
Knox's words in connection with his Historical 
paintings, not his song-illustrations, 
69, Cf. fiesoirs, in The Oentlf Shepherd, Edin- 

burgh, 1808, pp. 628-29, quoted p, x1vii infra, 
70, lbid,, p 630. 
71. The words quoted are from Allan's 

dedication to rho 6entle Shepherd, transcribed 
in full from the first edition, Foulis Press, 
Glasgow 1788, as Appendix IV, The contrast is 
conducted in broad and general terms,, a few 
examples of Allan's works - invariably those 
published as prints - having been actually 
copied by later artists are brought together in 
footnote 4 to Chapter VII, and cf. also two 
illustrations to songs written by Burns, 
Figures 199 and 248 (in Chapter VI), 

72. Cf. the last sentence of the Rey, T, C. 
6ordon's account: 

*His training along classical lines was not 
without its value, but neither his training, 
not even his shyness nor his self-reproach 
could stifle his inherent genius, nor divert 
him from that new field of the Scottish 
genre, where, while he made it so such his 
very own, he yet left asple scope for a 
brilliant succession of followers' (Pavid 

Allan of Alloal Alva, 1951, P. 81). 
73, Other written sources include holograph 

references on drawings, of particular signif- 
icance in Chapters V and VI; it is only 
slightly anticipating material tore fully pre- 
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sented in later pages to make reference here 
too for example, the quotation from the lleooiri 
of 1808 given on the next page (p, xlvii), and 
to Appendix YI, where evidence of one of these 
interests is given literally in passing, There 
are subjects from -Tasso, Ariosto and Voltaire 
from Allan's hand (extant or recorded), as well 
as from the Classics and other typical sources 
for a British artist of the time, the Bible, 
Shakespeare, Thosson, "Ossian", and, in addition, 
a wide range of Scottish poets (Chapters 11, IV 
and VI), To judge from the books known to have 
been in his possession, Allan read French as 
well as Italian; together with the Italian in 
which he must have become fluent, Allan almost 
certainly knew Latin, presumably learnt at 
school in Alloi; he did not require any trans- 
lation of several lengthy inscriptions which he 
copied from Roman altarpieces, though he did 
request an explanation of Greek characters (see 
n. 41 to Chapter 1), The late Rev, Gordon's view 
of Allan's punctuation, spelling, Jr, was based 
largely on his having accepted Burns's style 
and polish as characteristic of letter-vriting 
of the time; while the expression in Allan's 
letters is conversational and often haphazard, 
there is not any need to assume that some of 
the material which he prepared for publication 
is too well written to hive come fro& the pen 
of Allan', though at the same time there is not 
any reason to deny that 'a literary friend" 
would have revised his letter of dedication in 
his edition of The 6#nflia Shepherd (Gordon, op, 
cit,, pp. 26 and-45), 
74, See for example Chapter I, pp. 10 and 26; 

Allan refers to 'Mecenas' and ISr Joshua 
Rynolds' in a letter of December, 1780. to the 
Earl of Buchan, transcribed in full, from the 
original in the Laing MSS, Edinburgh University 
Library, as Appendix III, 
75, Details of Allan's collection of books and 

prints, drawings, paintings, and other items, 
are given in Chapters I and VII, pp. B-10,19, 
and 323, and, the corresponding footnotes, These 
details have been gathered from two sales of 
Allan's effects, both held in Edinburgh after 
his death-, for the full titles of these public 
auctions, see 'Abbreviations used in the Notes', 
entries 'Sale I' and 'Sale 119, The 'treatise' 
was lot 98, first day's sale, in the second of 
these auctions (Sale II, p. 6), and was bought 
by a 'N" Walker' for 8/-. This say have been 
George Walker, a pupil of Alexander Runcisan's 
who kept a 'Drawing and Painting Academy* in 
Edinburgh at the turn of the century (Brydall, 
Opt in Scotland, Edinburgh and London, 1889, 
pp. 293-94); he bought some artist's equipment 
on the last night of the sale, as may be seen from one of the two slips of paper pasted into 

the copy of - the catalogue in the National 
Library of Scotland. . The edition of the 
Trattato would have been ., A Treatise of 
Painting, by Leonardo da Vinci, Translated froo 
The Original Italian, And adorn'd with a great 
Nusbavoof Cuts. To which is Prefix Id The Author Is 
Life, Pone froo rhe,. List Edition of the French, 
London, 1721, dedicated to Sit 

'' 
Thomas Hanser by 

John Senex, The French version would probably 
have been the selection by Dufresne, published 
in Paris, 1651, 

,.. 76, Sale I I, p. 6, lot- 89; 'Abbe Winkelman, on the 
Fine Arts, Glasgow 17661, presumably Reflections 
Concerning the Imitation of the 6rocian Artists 
in Painting and Sculpture, In a Series of 
Letters, By the Abbe Pinkelman, Principal Lib- 
rarian to his Prussian Ifaiesty, Glasgow, 1766, 
printed not by the Foulis Press but by Robert 
Urie (title given verbatim at literatM. 
77, Winckelsann, op. cit, Letter seventh, p. ISS, 
78, The words quoted are from the dedication 

of Allan's edition of rho 6ontle Shophord, 1788. 
79, The quotation is from Sir Joshua Reynolds, 

Discourses on Art, London, 1797, (ed. Robert R, 
Wark)Nev Haven and London, 1974), Discourse VII, 
line 35; Burns, though he and Allan never set, 
knew that they would have been 'the best 
friends on earth',, most of the last-parigraph 
from his letter of November l9th 

1 
[17943, to 

George Thomson (chief clerk to the Board of 
Trustees in Edinburgh) is quoted in Chapter V1, 
p. 279 infra, from The Letters of Robert Burns, 
ed, J, de Lancey Ferguson, 2 vols,, Clarendon 
Press, 1931, Vol. 11, pp. 278-79 (second edn,, ed, 
G, Ross Roy, 1985, Vol, III pp. 330-31), serial 
number 647 in each, 
80, Alistair Smart, The Life and Art of Allan 

Ramsay, London, 1952, p. 101; E B. Snyder, 'Burns 
and his biographers', article in Annual Burns 
Chronicle and Club Directory, Burns Federation, 
Kilmarnock, 1932, pp. 55-74 (p. 68 quoted). 
81, Snyder, ibid, 
82. Cf, ; xxix supra, This particular distortion 

may have been accidental, not deliberate; there 
is, however, no doubt about those immediately 
following (p, x1vii), 
83, #00IRS 'of the late DAVID ALLAN, Painter 

in Edinburgh,, commonly called the Scots hogarth, 
in Mo Gentle Shepherd, with illustrations of 
the Sconary, Edinburgh, 1808, pp. 628-29, 
$4, The Lives of the Most Eminent British 

Painters, Sculptors, and Architects, 6 vols,, 
London, 1833, Yol, YI, p. 4e; also The Lives of 
the Most Eminent British Painters , by Allan 
Cunningham, Revised edition, Annotated and 
continued to the Present time by Nrs. Charles 
lioalon, 3 vols, I London, 1879, Vol. III p. 378. 
85, The author of the hemoirs was presumably 

Robert Brown of Newhall (ChapterlY, p, 160 infra), 
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1744 C February 131h I David 17AS Jacobite Rebellion. 
Allan barn in Alloa. 1747 Paul Sandby in Scotland, until 1752. 

1750 Robert Ftrgusson born, 
1752 Proposals for Public Forks in... Edinburgh. 
1753 Hogarth's Analysis of Reauty published, 
1754 Foulis Academy founded. Hume's History of 

1755 E February 23, d I Allan enters Englandbegins publication. Burt's Letters. 
the Foulis Academy in the 

, 
Uni- 1757 Allan Ramsay senior dies [born 16841, 

versity of Glasgow, Draws from 1758 Sandby's etchings from Ramsay's The ion- 
casts and life model. Studies tle Shophord, The"Five Cuts'first issued. 
painting and printaiking; Meets 1759 Burns born, William Robertson's Robert 
James Tassie (1735-1799). History of Scotland published (2 vols). , 

1760 Trustees' Academy founded. First Society of 
1761 Engraves first Foulis Exhibition. Arts exhibition, Macpherson's Fragments, 
1762 Allan registers with masonic 1762 Publication of Hume's History of ingliad 

Lodge of St, John, in Alloa, completed (6 Volumes), 
1764 Possible arrival in Italy, 

1765 Bishop Percy's Raliques published, 
1767 C August 23, d I Allan arrives at 1767 James Craig's Plan for Now Town of 

Livorno. In Romel Naples, Venice, Edinburgh approved by Town Council, 
Florence &c. for ten years; member 1768 A. Ross's Poets, Royal Academy founded, 
of the Accadesia di San Luca, 1769 Herd's Ancient and 11odern Scottish 

Songs. Thomas Pennant in Scotland. 
1771 First exhibits at Royal Academy, 1771 Pennant's first Tour-, another in 1774-5. 

1772 A. Runciman Mister of Trustees'Acidemy, 
1773 Wins the gold medal in Concorso 1773 First edition of Fergusson's Poets. 

Oalestra; scene from IliadBook VI 1774 Fergusson dies, 
1775 "Romin Carnival" series & "Origin 1775 Andrew Foulis dies; Academy closes, 

of Paintingý. Presents portrait of Barry's Inquiry published; Dr. Johnson's 
Sir Wa. Hamiltýn to British Museum. Journey to the Yestorn Islands published. 

1776 'About to leave RoseE February 3 1776 Herd Is Ancient and hdorn Scottish Songs 
Albut'Dresses 

... mostly from Nature" [enlarged, 2 vols], Topham's Letters frot 
1777 Allan in London, Edinburyh published. The Foulis Collection 
1779 Sells'Carnival"to Sindby; returns sold in London, by Christie, Robert Foulis 

to Scotland; falls "dangerously ilV' dies; printing continued by his son Andrew. 
1780 Highland Tour. Illustrates Sielic 1780 Sindby publishes four of the "Romin Car- 

poems (in translation), Atholl nival" series in aquatint, David Stuart 
family group and 'The Highland Erskine, 11*h Earl of Buchin, 'founds the 
Dance', Stays at Hopetoun House. Scottish Society of Antiquaries, 

1783 'Employments ... 
in Edinburgh! ' or 1783 Public exhibition of'Sarry's Series of 

'Scotch Figures"series begins; "set Pictures .. at the Qalphi. 
of the Gentle Shepherd' mentioned, 

1784 "Black Stool"/"Presbyterian 1784 Allan Ramsay junior dies [barn 17131, 
Penance" (aquatint) 

, 1785 David Wilkie barn; A. Runciman dies Eb 17361. 
1786 1 June 141h I Allan appointed 1786 The Kilmarnock Edition, Boswell's tour of 

Mister of the Trustees' Academy, Me Hebrides published, 
1787 Portrait of William Inglis, 1787 James Johnston's rho Scots ffusical gusaus 
1788 Allan's edition of rho Jentle commences publication. Six volumes, sach of 

Shophordprinted by Foulis Press, one hundred songs: 1787,18, *90,12'96,1802. 
Drawings from Scottish songs, Burns writes Prefaces for 11,111 and IV, 
Marries Shirley Welsh E October 3. 

1789 Begins cycle of"historical peices 1789 Foundation stone of New College laid, 
from the life of the unfortunate Edinburgh University. Gavin Hamilton 
Queen Marya; three exhibited 1791. in Scotland, Fall of the Sastille, 

1790 Scots Songs published by Morison of Perth. 
1791 Tassie's Oescriptive Catalogue. 1791 Collection of Scottish songs published 
1792 E September I Allan in Glasgow. by Livrie and Symington, Edinourgh. 
1793 Occuaied with illustration of 1793 Thomson's Select Collection (First Set). 

Scottish songs and. ballads, 1794 Ritson's Srotish Sony (two volumes), 
1795 'The Penny Wedding, 1795 Morison's Ossijn, with prints after Allan. 
1796 E August 6" 1 Allan dies, 1796 Burns dies, 



"The appelation of, a Scotch Bard, is by far my highest pride; to continue to de- 
serve it is my most exalted ambition, -Scottish scenes, and Scottish story are the 
themes I could wish to sing, -I have no greater, no dearer &is than to hive it in 
my power, unplagu'd with the routine of business, for which Heaven knows I am un- 
fit enough, to make leisurely pilgrimages through Caledonia; to sit on the fields 
of her battles; to wander on the romantic banks of her rivers; and to muse by the 
stately tower or venerable ruins, once the honored abodes of her heroes. -' I 

'In the humbler walk of Painting, which consists in the Just representation of 
ordinary Life, (by which it is believed, the best moral effects, say be often 
produced, ) there tin be no better models, than what Nature, in this country, daily 
presents to our view, Without descending to mean and low objects, it is possible, 
by a strict adherence to truth and nature, to produce compositions, which though 
not so striking as the sublimer efforts of the pencil, are yet capable both of 
pleasing and instructing, in a very high degree, 

This consideration has incited me, to present the public, with a series of 
designs, illustrating the different scenes of a Justly admired Pastoral, the 
GENTLE SHEPHERV of Allan Ramsay, ... May I hope that YOU, who have justly 
acquired the highest reputation in the present age, for the IIEROICand SUBUffof 
painting, will not condemn me for this attempt to Join with the Poet of my native 
country, in the imitation of agreeable nature, 42 

61 look on myself to be a kind of brother-brush with his. -'Pride in Poets is nae 
sin,, 41 will say it, that I look on M" Allen & Kv, Burns to be the only 
genuine h real Painters of Scotish Costume in the world _M 3 

I Robert Burns to Mrs. Frances Anna Dunlop of Dunlop, 22nd. Match, 1787, From rhe Latipps of 
RoNerg Burns, edited by I De Uncey Ferguson, Clarendon Press, 1931, Volute 1, pp. 80-81 (second 
edition, edited by ý Ross Roy, Volume 1, p. 101), number 90, 

2 David Allan to Gavin Hamiltont 3rd. Dctober, 1788, From the dedicatory epistle in Allan's 
edition of The 6engle Shepherd, published by the Foulis Press, Glisgov, December, 1789, The 
text is transcribed in full f too the original an pp, 390-91 infra, in Appendix IV, 

3 Robert Burns to George Thosson, 1911h Novesber, 1794, Fros rho Letters of Robert Ourns, edited 
by Ferguson, Clarendon Press, 1931,11, p. 279 (second edition, edited by Roy, 11, P, 331: Burns 
originally vrote, but deleted, the vord Ito' if ter 'brother-brushl), nuabor 647. The quotation 
is froo Ramy's second 'Ansver' to Lieutenant Villfts Hamilton of Gilbertfield, stanza nine- 
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Allan at the Foulis Academy, 1. -he Accademia 
di San Luca and the Trustees' Academy. 

1755-1796 

David Allan's first patrons-the Foulis gcademy-its origin and condurt-Allan 
in Italy-his sketchbooks-his collection of prints-studies from the Antique, 
copies of Old Ifasters, and some oriýqinjl dravings-911an's contaxporaries and 
contacts in Italy-influences upon his work-his sk-etches of costame and 
character-the Roman Carnival-411an's Historical painfinýgs-his return to 
gritain-the end of the Foulis Pcademy-gllan's portraits, taxily groups and 
Conversation Pieres-Master of the Trustees' gridemy-his interest in . 5"Coiltish 
history, antiquities, literature and music-last Histories and 6enre sranes, 
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Me-%. lc: LmiS at 1--ri Ar--t--s . 

'Former favours I have already received invites me to send something to 41loa 
in my way of painting, and write that I am well, and never forgets the 
generous assistance, which my benefactors his been pleased to grant in placing 
me in this first and noblest school in Rome, which may lead me to iaprovesent 
in that fine art of painting, which is all my comfort and greatest pleasure, " 

David Allan, April 1773.1 

An irresistible, and well attested anecdote of David Allan's childhood 
tells how he was expelled from Alloa parish school for his having 

caricatured the elderly and short-sighted master. 2 His being sent to 

the Foulis Academy soon after his eleventh birthday, probably at the 

suggestion of Lord Cathcart, confirms that his talent was a precocious 

one. 3 While the cause of his leaving Alloa has often been thought pro- 

phetic of Allan's true artistic humour, his particular genius, it is the 

influence behind his going to Glasgow which may be more profitably 

recognised as a sign of things to come. 
Allan was fortunate in his patrons and their connections throughout 

his life. His youthful studies were assisted by the local families of 
Erskine, Cathcart and Abercrombie, his career advanced and his works 

commissioned in later years by, among others, the Earl and Countess of 
Hopetoun, the Duke and Duchess of Atholl, Sir James. Grant, Sir William 
Hamilton, Thomas Graham of Balgawan and the Earl of Buchan. 4 At the 
time of Allan's entering the Foulis Academy his father was the 
Shoremaster at Alloa, supervising the loading of coal from the pits 
owned by the Erskine family. In this position he was succeeded by 
his son James, David's half-brother and an important source of 
information about the artist's life and interests. s Thus f rom the 
f irst Allan, entirely by chance, was favourably placed to receive en- 
lightened patronage from several quarters, and he took full advantage 
of the opportunity. Many years later Robert Burns wrote to his friend 
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Alexander Cunningham about Allan's famous edition of The Gentle 

S12epberd, and innocently wondered 
"Why is he not more known? Has he no Patrons; or do 'Poverty's cold wind & 
crushing rain beat keen & heavy' on him? What has led me to 
this, -, is the idea of such merit as M, ' Allan possesses, h such riches as a 
Nabob, or Government Contractor possesses, & why do not they form a mutual 
league? - Let Wealth shelter & cherish unprotected Merit, and the 
gratitude & celebrity of that Merit will richly repay, -"6 

Not only was Allan grateful for his having greatly profited from such 

early protection, as his future regard for those he always referred to 

as his "benefactors" attests, he did indeed become "celebrated", in the 
language of the time, both at home and abroad. 

The first recorded fruits of the "mutual league" formed between 

Allan and his many patrons were two paintings of the Foulis Academy, 

and the engravings he made after them. One recorded an exhibition of 

paintings by its students, the other showed them at their benches and 

easels, and included "an exact portrait of Robert Foulis .. criticising 

a large painting, and giving instructions to his principal painter 

about it". 7 The second of these paintings, the only one now located, 

remained in Allan's possession for the rest of his life. 8 
It is fitting that this painting of the Foulis Academy should 

eventually have entered the Hunterian Gallery. Robert and Andrew 

Foulis, printers to the University of Glasgow, felt that the Old 

College would be the proper place for their Academy to flourish, and 

were gratified to be offered accommodation there in October, 1753.9 

The Earl of Buchan, little older than Allan himself and once a student 

at the University, later wrote that the brothers 
"naturally concluded that an Academy for the cultivation of the Fine Arts 
would, with great propriety and utility, be united to a University, From 
this union they hoped a double benefit would be derived; for, as learning is 
necessary to artists, so, a fine taste is necessary to complete a liberal 
education, nor should learned men be without a relish for those arts, which 
have in all ages been deemed liberal and polite, " 1-0 

The founders of the Academy had their practical objectives too, 

sharing with others, sich as the founders of the contemporaneous 
Select Society, the conviction that "nothing can contribute more 
effectually to promote public advantage, than the erection of societies 
for propagating and encouraging arts, sciences, and manufactures". " Of 
slightly later date was the Trustees' Academy, more commercially 
conceived as an Academy of Design, its classes being held in the 
University of Edinburgh from 1760.12 Some years after this, the 
foundation of the Royal Academy in London was also said to have as 
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its "principal object" the "establishment of well-regulated schools of 

desig, rý'. -13 In setting up their own "school for the Art of Designing", 

with financial support from merchants like Archibald Ingram and 

aristocrats like Sir John Dalrymple, the Foulis brothers were 

realising an ambition of some fifteen years' standing. Their business 

as booksellers and printers had entailed several visits to the 

Continent, and according to their own account, 

"in the years 1738 and 1739, having gone abroad, and resided for several 
months at each time at Paris, we had frequent opportunities of conversing 
with gentlemen of every liberal profession, and to observe the connection 
and mutual influence of the Arts and Sciences upon one another and upon 
Society, We had opportunities of observing the influence of invention in 
Drawing and Modelling an many manufactures, And 'tis obvious that whatever 
nation has the lead in fashions must previously have invention in Drawing 
diffused, otherwise they can never rise above copying their neighbours, " 14 

Only by first imitating those of other nations could Scottish art- 

ists, and hence manufacturers, hope to excel them. The new Academy 

was thereiore advertised as "a school for the Art of Designing, to be 

taught by the 'sieurs Aubin and Payien upon the same plan with the 

foreign Academies". 16 The engraver Aveline and the painter Payien were 

soon Joined by their fellow Frenchman Dubois and an Italian "statuary" 

named Torrie. 'r- In addition to works in private collections - "Daniel 

in the Lions' Den", then owned by the Duke of Hamilton, was copied by 

Payien and engraved by James Mitchell - students at the Academy had 

access to more than five hundred paintings and a selection of plaster 

casts. 17 The Foulis brothers understood that 

"such an institution requir'd not only the inspection of proper masters, but 
seem'd to lay the founder under a necessity of procuring from abroad such a 
collection of pictures as might communicate the first ideas to his Scholars, 
and excite their emulation, "18 

If this were not enough, Robert Foulis - already paying his 

scholars for the prints and plaster casts they made - also offered 

"little rewards or prizes occasionally to stir them' up to outdo 
themselves or their companions". 19 The success of coupling this 

modest "distribution of premiums" at the Glasgow Academy with the 

opportunity of studying after the manner practised an the Continent 

was soon seen in the work of some of his apprentices, boys with "a 

proper disposition to the arts", and Foulis recorded that "he Chad] 

been happy in the choice of several, who Chad] already made con- 

siderable progress". 20 One of these boys, sure enough, was David 

Allan, and all of twenty years later, having mentioned the progress 
that had been made in the Academy "in portraits, in history-painting, 

in engraving, and in the application of drawing to many useful arts, 



1, C The Foulis Academy 1, r, 1760, Engraving 
94 x 11, The Mitchell Library, Glasgow, 
(61asgow Room, GC V-10). 
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"Fix-M I 

both civil and military", Robert Foulis was proud to recall that Allan 

had "laid the foundation of his education" there . 2.1 Foulis at this 

time still owned "some drawings and pictures by David Allan, before 

he went abroad, that are done with invention and spirit, and are 

surprising at so early a period". 22 As one of the most promising 

students, Allan would have been admitted to a life class organised by 

the Foulis brothers, in -which those who had 

"made a sufficient p. rogress I would 3 have an opportunity of drawing and 
modelling, not only after pictures and figures in plaister, but also after 
the life for the space of two hours every evening", 23 

Before proceeding to this class,. of course, students would have 

spent many hours making drawings of those very pictures and plaster 

casts mentioned by Faulis and shown by Allan in one of his engravings 

of the Academy. In that, his companions are engaged in every stage of 

the training offered to a painter of the time. By the large windows 

overlooking the College Gardens and the Observatory, some of the 

youngest busy themselves with copying prints or drawings. One of 
their colleagues, seated with a portable drawing-table at the other 

side of the room, has progressed to working from a plaster cast. This 

first move from copying flat prints or drawings to drawing the three 

dimensions of plaster casts was followed by another of further 

complexity, as the study of colc7r-e succeeded that of disegna. Such an 

emphasis upon the understanding of tone and volume seems to have been 

deeply inculcated in Allan. On several occasions in later years, when 

in the early stages of developing pictures, he clearly took particular 

care over the modelling of figures and groups, and the arrangement of 

whole compositions, in masses af light and shadow . 24 These would 

typically be created' with areas of body colour and patches of black 

chalk or crayon, white chalk being used to touch in the highlights of 

drawings made an tinted or prepared paper. 

Xot only does Allan's engraving show every stage of the mechanical 

instruction offered at the Foulis Academy, it is virtually a com- 

pendium of every aspect of the r6gime there. Thus in the middle of a 

room well provided with paintings, books and artists' materials, some 

of the senior students have progressed to painting from the life, 

while a cast of the Borghese Gladiator dominates the scene. In the 
foreground rests a collection of volumes, including Gori's Museo 

Flor, entinum and a treatise on perspective, overspread by a scattered 
sheaf of anatomical drawings weighted with another plaster cast. Yet 

more casts may be glimpsed through the doorway opposite, where a 



2.1 The first Foulis Exhibition, 1761 1 En- 
graving 94 xII. The Mitchell Library, Glas- 
gow (Glasgow Room, GC V. 10), 
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11statuary" wields a chisel in an adjoining room, one singularly free of 

any d6bris from his work. Pride of place, however, goes appropriately 

to the Academy's "principal painter", almost dwarfed by the canvas 

before him. Last stage of all, the ultimate desire of every aspiring 

artist, was the exercise of Invention in first choosing a notable 

event f rom poetry or history, one worthy of being the subject of a 

Historical Composition, and then deciding the Expression most 

appropriate and best calculated to strike the imagination of the 

viewer when that subject was represented on canvas. 25 

While the benefits derived by manufacturers from the Academy were 

of necessity to be sought in the future, its founders also anticipated 

a more immediate return upon their investment. Prints, drawings, 

paintings and plaster casts were made by the apprentices and sold to 

visitors and subscribers. In 1758, for example, one shilling and 

sixpence would have bought a "Head of Homer, from fancy, as reciting 

his verses, in black chalk on blue paper" .2S Casts like the portrait 

bust seen in the foreground of Allan's print could be had for a guinea, 

both modelling and casting having been carried out in Glasgow, perhaps 

by Allan's lifelong friend James Tassie, already a time-served stone- 

mason from Pollokshaws when he entered the Foulis Academy . 27 Most 

optimistically of all, a copy of the Borghese Gladiator, large as life 

and cast in lead as an ornament f or af ormal garden or a country 

estate, was offered at f ifteen guineas. 
In addition to raising money for the Academy by the sale of such 

works, and enjoying the support of aristocrats and local merchants, it 

seems the Foulis brothers had entertained some hopes of securing, 

royal patronage. The first of their public exhibitions of paintings in 

the quadrangle"of the Old College was held in 1761, at the time of the 

coronation of George III, Allan's print showing the smoke of a bonfire 
Figure 2 lit in the High Street to mark the occasion. The novelty. of the affair 

seems to have attracted most of the population of Glasgow, tradesmen, 

merchants, lards and ladies, College professors and clergymen all 

craning their necks to see the paintings ranked around the walls or 

hung high an the tower, where "Daniel in the Lions' den" looms over 
the bust of Zachary Boyd placed in a nicbe above the gateway. Amidst 

all this activity and chatter Allan picks out in silbouette a pair of 
dogs, as with social noses they too "snuffed and snowket". Closest to 

the picture plane and attracting much comment is a large copy of 
Raphael's "Transfiguration", one that had once been in the possession 
of Cardinal Richlieu-11 Raphael is the artist most frequently 



Scottish Acaderty, 

3. [Partrait of George Langlands], signed and 
dated 1765, Oil on wood, 14% x 11%, Royal 
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encountered of all those represented in the Academy's collection and 

named in its catalogues, although attributions tend to be optimistic; the 

painting of Saint Caecilia seen in Allan's other print, for example, is 

described as "an original, prior to the famous picture at Bologna". 21 

The largest painting an show in the. quadrangle, occupyiýg almost the 

whole of the wall next to the "Transfiguration", hopefully represents a 
king in his state robes, but, while certainly an original, it is not the 

coronation portrait it has been supposed to be. 30 Instead, it shows a 

monarch showering coins upon a young artist diligently applying him- 

self at the easel, hardly the most subtle of allegories, and a plea 

which was not destined to be answered. 

Like several of his fellow students, Allan followed his years in the 

Foulis Academy with a period of study in Italy. 311 Unlike them, however, 

he was supported not by the travelling scholarship offered by the 

Academy but again by Lord Cathcart, whose wife was a sister of Sir 

William Hamilton, British envoy at Naples and "the head of Virtýi" 

there. 32 
. 

Another amateur archaeologist with whom Allan soon became 

acquainted was the artist Gavin Hamilton, originally from Lanarkshire 

but a Roman resident for some time, whose hospitality - particularly 

to his fellow countrymen - was as proverbial as his antiquarianism 

was assiduous. 33 Hamilton's advice and encouragement were recalled 

with gratitude many years later, in the dedication which Allan wrote 
for the edition of The Gentle Sbepber-d published in 1788 by the Foulis 

Press. + When Allan arrived in Italy, Hamilton was the "Premiero" of the 

Accademia di San Luca, and his young pr-ot6g6 soon entered "this first 

and noblest school in RoMe". 34 

While he was enrolled in the Accademia, Allan's -art gained in 

technical facility, his interests meanwhile developing in three major 
fields, those of Portraiture, Genr-e and Historical Composition. The 

sketchbooks he kept at this time reveal that he did not neglect either 
Roman ruins and artefacts or the countryside in which they were found, 

as do finished pictures still extant or recorded in contemporary 
catalogues. In addition to altars, sar-copbagi, antique tripods, and 
the tomb of Virgil near Naples, Allan drew the "Ruins of the Temple 

of Peace at Rome", the temple of Jupiter Tonans, the Arch of Titus, 

and "Mecenals Villa at Tivoli" .3 rm At the same time, like many making 
the Grand Tour when prints were "in every hand". he bought several 
volumes of engravings of Antique statues, Piranesils Vedute di Roma, and 
t Appendix JY, 
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5,1 Dancing Bacchante 1, a 1770/76, Pencil on 
paper, the figure about four inches high, 
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9 
individual prints after Titian, Carreggio, Domenichino, Guido Reni, 

11 
Pietro da Cortona, Annibale Carracci, Andrea Sacchi and his pupil Carlo 
Maratta. . 36 He bought three volumes and another sixteen loose prints 
after Raphael's works, and even owned a "Head of a damned Soul, traced 
by a mechanical process, from Mich. Angela's last judgement", like the 
Vatican stanze one of the "principal works of modern art" which Allan 

would have studied in Rome . 37 Rather than the Accademia di San Luca 

or the French Academy, Rome itself, with the Vatican, the Musea Pio- 
Clementino and the great palazzi to which artists and milcz-di might 

P, seek admittance, was "a repository for the great examples of the art", 
and Allan, in "very commodious" rooms in the Strada della Croce, was 
indeed living in the midst of treasures 

The most venerable works which had "stood the test of ages", faring 

rather better than the ruins of the Eternal City, were those Antique 

statues which represented "almost all the excellent specimens of 

ancient art U. 39 From this source Allan drew inter alla "Endymion 

sleeping", "The Gladiator", the Faun attributed to Praxiteles, several 

Roman portrait busts and a few reliefs. 40 At least one relief was 

sketched in laples, where he would also have studied both Sir William 

Hamilton's collection of Antique vases and the wealth of artefacts 

discovered in the excavations at Pompeii and Herculaneum. 41 Few of 

these drawings are highly worked, most being slight sketches indicating 

F Figures 4-7 structure rather than detail. 

With equal freedom and verve, Allan also sketched from gems and 

cameos, several such. pieces being numbered among his modest collection 

of objets d1art. Most curious and delicate of all was a "Model in Cork, 

of Constantine's Arch at Rome, on a scale", but the pride of his 

collection, and no doubt a source of great interest to his friend James 
Tassie, was surely 

"A Box, containing 200 Sulphurs of the most capital Gems in Europe, purchased 
from the famous maker at Rome, Sig, Christiano, ' 42 

The copying of paintings themselves was practised with similar 
industry, both in order to learn from these "great examples of the Art" 

and in order to sell the results to foreign visitors, generally English 

and often gullible . 43 Had the Foulis brothers known the extent of this 

activity, it is likely that their catalogues would have listed less 
"originals" than they do. In addition to the drawings he made after 
Raphael, Guido Reni and Guercino, his oil sketches after these and other 
artists, and the details he painted from a couple of larger pictures or 
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Pj, GAVIN HAMILTON: (Aphrodite bringing Helen 
to Paris, Prince of Troy], c, 1774, Oil on 
canvas 129ý x1llkMuseo diRoma, Rome (from 
the Villa Bughese, Rome), 



fresc-ces, Allan himself made about a score of finished copies when in 

Italy. " These included copies after works by Titian, Correggio and 

Caravaggio, a large "Persian Sybil, from the original in the Capital at 

Rome, by Guercino", and a small "Holy Family, from the original, by 

Barocci" . 4S He did not neglect examples of ancient painting, turning 

his eye on "Three Pieces from the Herculaneum" and, like many an 

artist before and since, on the Aldabrandini Marriage. 41- As well as a 

paintýng copied by Gavin Hamilton from the work of an unidentified 

Roman master, Allan owned original drawings by, among others, Guercino, 

Piranesi and Antonio Bernini, his collection including such pieces as 

two views which Batoni made of a statue, a study from the life by 

Borgognone, and even a "Portrait, original, by Albert Durer" . 47 

Finally, artists never scorn to learn from their contemporaries. 

Gavin Hamilton's taste in Italian paintings, exemplified by his 

selection Scbola Italica Pictur-x, is clearly mirrored in Allan's own 

copies and in his collection of prints .4e Among Allan's pictures, the 

influence of Hamilton is particularly evident in the weighty figures in 

a scene of Europa and her maidens, painted in 1769.49 Less directly 

obvious, but no less important for that, is the influence on Allan of 

Hamilton's famous decorative scheme based on the story of Helen of 

Troy. Although work did not begin in the Sala di Elena ed Far-ide of the 

Villa Borghese until Allan had left Italy, Hamilton's part in this 

Figure 8 "great plan" had been discussed as early as 1770.50 The younger artist 

seems to have been fired with enthusiasm for such a project, designing 

a scheme of his own partly from reference to published descriptions, 

partly from his knowledge of the frescoes at Herculaneum, but largely, 

to Judge from corrections, repetitions, variations and inter I ineat ions, 

from his own fancy. 51 The scheme could be all the more ambitious 
because it took shape in the pages of a notebook, though a number of 

subjects described there were later -frawn or painted by Allan. 52 Most 

ambitious of all the planned decorations were several Homeric cycles, 

and there can be no mistaking the influence here: 

"The middil picture exhibits Andromache attended by the Trogan Matrons 
invoking minerva for the safety of the city The six Smaller ones contain 
differant stories from homers Iliad vizz andromache weaving A mantle for 
hector The Meeting between him and Andromache hector upbraiding paris his 
going to the feild accompanied by paris venus Silencing Helen who reprochies 
paris for his having retreated from menalaus And Aeneas with other trogan 
chiefs assisting hector when overthrown by Aiax_" 11 

Of the many fellow Scots associated with Gavin Hamilton, Allan knew 

the Jacobite Andrew Lumisden and was a friend of James Byres, anti- 

quarian and amateur geologist. ýý4 While there is no definite record of 
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his having met other members of this "casual academy", it is incon- 

ceivable that Allan - his notorious reticence notwithstanding - would 

not have known at least some of them, such as James Nevay and the abbd 
Peter Grant, as well as having been acquainted with other members of 
the British community in the Gbetto deEl'In8lesl around the Spanish 

Steps. ss Some of the Historical subjects which he painted, and these 

not the most common, were also treated by Alexander Runciman and his 

4t younger brother John, who died at Naples in the winter of 1768.51- 

Closely associated with the Runciman brothers was the portraitist Anne 
PU TZ V Forbes, who arrived in Rome soon after Allan. Both were therefore under 

the generous tutelage of Hamilton at the same time, an acquaintanceship 

renewed later in Scotland. s7 

There is equally little evidence of his having had any contact with 

artists of other nationalities, but there are slightly stronger indic- 

ations that Allan's knowledge of contemporary Italian painting had some 
influence on his own work. lone of the prolific vedutisti seems to 
have been of great importance to his finished pieces, although, by one 

account of the time, many Italian painters would have been "ready 

enough to obtrude their precepts", and to offer their pictures for his 

inspection. 68 He thought sufficiently highly of works painted in the 

Vatican by Mengs, Principe of the Accademia during part of his stay, to 

bring home a set of engravings after them. 69 Less elevated in concept 

and in execution were Genre pieces by Pietro Fabris and by Longhi and 
his followers, minor artists such as Spadaro and Falciatore. Of earlier 
date are the popular caricatures by Ghezzi which were for long widely 

available as prints. Allan could have learned from each of these most 

accessible of sources. There is something of Ghezzi's touch about the 

slightly mocking characterisation and generally inoffensive satire in 

'Figu'. 18 his scenes of the Roman Carnival, ' the choice of tints and the tonal, 

relationships in his paintings often recall Longhils subtlety, and Sir 

William Hamilton enjoyed bambocclate by both Fabris and Allan, who did 

go to Venice at some point. r-O His slighter works include a sketch in 
ink of a Venetian court scene, a pencil drawing of a grinning 

gondollere, and a finished watercolour of a very dashing "Schiavon of 
Venice". 61 There he may have bought the large Studi di Pittur-a pub- 
licati in Venezia which he brought home with him, and also have seen 
many examples of Venetian Genre, from Longhils meticulous and tranquil 

paintings to collections of prints like Le Ar-ti cbe vanno per via nella 
citta di Venezia, published by Zompini in 1753 G2 
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In 1774 a portrait of Allan was painted by Domenico Corvi, a noted 
Historical painter and winner of one of the famous Conc=sl organised 
by the Accademia di San Luca. Composed dramatically in depth, and 

showing the young artist intent on painting from a reduced cast of the 

Borghese Gladiator, it may well indicate that he received some form of 

coaching from Corvi, twenty years his senior, and is at least a memento 

of friendship arising from shared interests. Apart from prints after 
Allan's work by several Italian engravers - at least one of whom, 
Domenico Cunego, would have been introduced by Gavin Hamilton - Corvi's 

portrait is the only documented link between Allan and contemporary 
Italian artists. At the same time, it demonstrates the popularity of 
the sinewy statue as an "Academy figure". 63 

More sinuous and elegant are the statues appearing in Batoni's 

portraits of young milordi, often as objects of their admiration and 

always as inspiring reminders of the Grand Tour. Neither the min- 
uteness of Batoni's handling nor the brightness of his palette had as 
much influence an Allan as on Dance, but he was certainly aware of that 

portrait type in which many a "Relic of nobler days, and noblest arts" 

provides an evocative background detail, imparting to the subject what 
is virtually reflected grandeur. 64 He adopted it, though with 

considerable restraint, in several instances, most notably and 

appositely in the commanding portrait of Sir Villiam Hamilton which he 

presented to the British Museum in 1775, not long before his own return 
from Italy. t The progress which Allan made in Portraiture in only a 

few years is striking., Early portraits such as that of George 

Langlands, dating from 1765 and suggesting - despite its being rather 
dryly painted - the "invention and spirit" upon which Robert Foulis 

commented, are barely to be placed beside the accomplishment and 

assurance displayed in the self-portrait of five years later. 65 

Sir Villiam Hamilton also appears. in one of Allan's Italian Genre 

scenes, an etching which he entitled "Napolitan Dance". " The artistic 

ground which Allan was exploring in this kind of subject was not 

entirely new to him, but there would have been added interest, for both 

artist and potential purchaser, in the opportunity to study in such 

scenes the customs of foreign parts. Like any artist who made of his 

porte-c. ra7on a constant companion, he had sketched the sights on the 

voyage to Italy, and once arrived he filled notebooks with drawings of 
Italian characters and written descriptions of their costume. r-7 By 1769 
he had begun to arrange these figures in groups, calling the several 

t See Appendix I for the relevant correspondence, 
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small compositions which resulted "Evening Amusements" and placing' 
them in two tranquil settings, with his deft pen outlines and delicate 

touches of wash suggesting graceful movement and a clear, warm 

atmosphere. r-11 The prevailing tone is serene compared with Allan's 

earliest surviving essay in Genre. He had already, when living in 

Glasgow, 'made a lively pen drawing of a Fair at Rutherglen, presumably 
that held annually on Saint Luke's day. 1-9 With a surprisingly mature 
control of line, it is an amusing and boisterous imitation of the Dutch 
Genre pieces he had seen at the Foulis Academy, some forty years before 
Alexander Carse sketched a brawl at an ale-house door, or the young 
David Wilkie visited Pitlessie Fair. '70 

f Figure II 

Pk Figure 14 

lk Figure 16 
I 

Figure 15 

The gentle nature'of these Genre scenes which date from around the 
beginning of Allan's stay in Italy, perhaps the result of his having 

encountered paintings by Longhi, is characteristic of the works he pro- 
duced over the next twenty-five years. - Among many examples of customs 

and amusements, the impromptu dance was a theme to which he returned 

again and again during his years in Italy, and one which he developed 

later in Scotland, changing Neapolitan scialli and the Slubbette of 
Gaeta for the tartans of Tayside and Pentland plaids, with music pro- 

vided'by bagpipes and fiddles instead of Sir William's chittara. 
Recording the various costumes of Italy was in itself an activity of 

much interest to Allan. From hundreds of sketches he prepared around 
fifty finished watercolour drawings illustrating the "Character and 
Dresses of the people". 71 In a typical example of these, a single figure 

might be seen before a landscape, a coastal scene or some vernacular 
architecture, lightly tinted settings appropriate to the inscribed 
identification of region and occupation. Occasionally the subject is a 
couple or a small group, the picture having greater narrative content 
as a result, and in a few cases Allan presented in 

, 
the same form scenes 

of traditions like "Blessing the Beasts at Rome", and of games such as 
Fallone and Norra. 72 The caption to one of his drawings of "The Game 

of Moral' -a Same in which each of two players, upon an agreed signal, 
immediately extends some fingers of one hand, at the same time 

guessing aloud the number his opponent will show - reveals how Allan's 

knowledge of the Classics could illuminate his ventures in Genre, these 
lighter studies themselves enlivening his antiquarian pursuits. He must 
have been delighted to discover that modern -Italians still played "The 

antient Game called Alicare digitis Invented by Germanicus". 73 
Nast of Allan's pictures of Italian costume concentrate an Rome and 

Naples, dresses from the island of Procida in the Bay of Naples being 

%W.. 
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covered in quite remarkable detail. He did venture further 'afield, 

travelling northwards, past Viterbo, to Florence and Bologna, and 

sketching in Lombardy as weli as the Veneto. His "Lady of Greece", 

however, even if she may have been part of a series showing thirty-six 

"Eastern Dresses", is probably a drawing of a visitor to Rome, or of a 
traveller in the western Mediterranean, rather than the only surviving 

16- 

n record of a voyage to the Levant . 
74 Sometimes a figure or detail in 

the background of one picture was made the main subject of another, as 
Allan shuffled his store of drawings into different combinations. The 

existence of sketches of characters which only figure as such back- 

ground details, or which do not figure at all in any surviving 
watercolours, leads to the slightly alarming conclusion that numerous 
as these finished pieces are, there may have been yet more . 76 

Like his depicting various scenes of dancing, Allan's recording of the 

costumes peculiar to different areas was to be repeated in Scotland, 

although in later drawings of this kind he restricted himself almost 
FU TZ X entirely to the city of Edinburgh. The people he drew there -a "Fish 

I Fiffum 17 Wife", a lace-seller, a Water Carrier with his dripping cask and sodden 
P, 
, ru TZ vriz leather harness - would find their way into views of the city itself, 

274 

another characteristic technique which he had developed in Italy, where 
he practised it relentless ly. 71- Nowhere is the practice seen to better 

advantage than in the series of scenes from the Carnival at Rome, made 
famous by Paul Sandby's selection of four prints, from which Allan's 

soubriquet, "The Scats Hogarth", was inevitably derived. In his original 
drawings for this series the motley cast. of Allan's costume studies 

& I 
comes into its own, peopling the streets and pia---e of Rome with char- 

acters as memorable as a swaggering Neapolitan Nicbelito and a 
"contented Capuchin", as well as the less picturesque but equally dis- 
tinctive costumes of villagers from Yettuno, Roman tradesmen, and "the 

Baragello, or city marshal" . 77 

The Bargello, and other characters are identified in a fifth plate 

published by Sandby, as large as the other four and containing, after a 

general *Introduction", an explanatory passage for each picture, in all 

around two thousand words forming a short essay an "the most cheerful 

and brilliant Festival of the Romish Church". Thus the buyer learnt 

the season and duration of the Carnival, the significance of ringing 

the great bell of the Capitol or of detonating mortars in the Corso, 
A that it was customary for lawyers to assume the costume of Punchinello, 

and how the evening closed "with cheerfulness; seldom or never with 
drunkenness and riot". A reader may choose to compare this behaviour 



18, "The Opening of the Carnival at Rome The Obelisk near the Porta del Popolo, " 

Etcning and aquatint, 1,11A x 19k Published 1780/1781 by Paul Sandby, from Allan's original 
drawing ',. Royal Library, Windsor Castle, 13351, inscribed 'Da, Allan inyt et del Rome 1775'), 

OPENING OF THE CARNIVAL 

AT the sound of the great bell of the capitol, the Maskers come out and 
assemble, in the Corso and about the Obelisk of the Popolo, where 
scaffolds and seats are erected for those who choose to look on, the 
View represents the Piazza del Popolo, and the long street called the 
Corso, and the preparation of the horses for the race; in the middle is 
a Harlequin dancing with a Fra-schetana. Girl; a Lady and a Gentleman 
from Nettuno standing by; near the Harlequin is a Jewish Family, and a 
Punch joking with the wife; a modern Painter in an ancient dress 
showing the Obelisk to an English Lady; behind is a Chevalier di 
Malta, - a Sweetmeat Crier; - in the -, orner, a French Grenadier, in the 
Pope's service - the people are so quiet that he and the Drummer have 
little to do; - a Trumpeter an horseback in the skin of bear 

ON the Fare Ground, an Improvisatore Poet speaking extempore, and 
accompanied by the Calasone instrument and a Dwarf begging; - near the 
Obelisk are two Italian Barbers masked, and imitating a French Abbe 
and his Valet; the Abbe is spying at the car of music with disdain, as 
if he had heard much better music at Paris. 

A DIGNITARY of the Church, distinguished by his cross and muff, is 
frequently seen on these occasions walking among strangers from 
Countries the most hostile to Roman customs and superstitions, who 
resort from all quarters to admire, in perfect security and freedom, the 
hospitality and the splendor of Rome 

I From Iýe explanation printed to accompany the four icenes )f týe Roman Carnival 4nlcri were 
publisneu oy iindby, c, 4ovember 1780/lanuary 10' '781 1. 
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with that frequently encountered among all classes in London or in 

Edinburgh, but the author gives nothing more than the hint. With only 

a few, slight indications of his own views, the text describes the fes- 

tivities, the locations, and the costume of the people in the most 

urbane and lucid manner. It was clearly written by one who had truly 

enjoyed "the hospitality and the splendor of Rome", presumably Allan 

himself . 78 Only once is there any perceptible change of tone, when, 

carefully choosing his words, he castigates those who 
"barbarously took down the noble arch of Trajan, which was in the Corso, to 
make more room for the horses to run; yet some friend to good taste preserved 
its bas relievos, by placing them on the arch of Constantine near the Coloseo? 

No less evident in the general "Introduction" than Allan's antiquarian 

interests are his academic training and his pride in accuracy. Viewers 

would immediately have recognised that this series of Roman views was 

in the tradition of amusing Genre pieces. On reading Allan's words 

they would also have acknowledged that, while each plate was indeed "a 

representation of an individual spot", the human actions and characters 

had not merely been included just as they occurred, but presented a 

typical view of the Carnival composed of numerous particular sketches 

and observations: 79 

'The Characters or Figures represented in the Prints are partly dresses of 
the country, and partly fancy dresses, the Carnival is composed of both: they 
have been grouped and arranged; but the several Views are faithful portraits 
of different parts of Rome, and all the Characters, whether real or fancy, 
were drawn from nature, " 

This acknowledgment of theory does nothing to compromise the sheer 

ebullience of the series. Allan's admiration of "the genuine humour, 

cheerfulness, and good manners of the modern Romans" is everywhere 

evident, as, in addition to describing the costumes and festivities 

depicted, he enthusiastically evokes the magnificence and clamour of 
the spectacle, where 

'triumphal cars Eare3 filled with ladies and gentlemen in elegant dresses; 
others assuming all the devices of poetic, or Gothic, or even of the heathen 
mythology, are conducted in triumph along the streets: entire bands of 
musicians and players are conducted in the same manner, And in every corner 
of the streets, different balconies and stages are filled with parties engaged 
by turns in contributing to the entertainment, and in partaking the 
mirth of others, ' 

The urbanity of his text notwithstanding, Allan's depiction of this 
"most cheerful and brilliant Festival of the Romish Church" is not as 
devoid of satire as has been commonly thought. 130 In several pictures 
of the sequence Allan exposes the venality of some characters, or, in 
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the same spirit as that in which he had deplored the sacrifice of the 

Arch of Titus, indicates a want of true taste among those who would 

most vociferously have laid claim to virtd. One of these virtuosi, for 

example, deems himself a Heroic poet, and has bound laurels around his 

brow, but the set of Pan-pipes slung over his shoulder tells a diff- 

erent story. This latter-day Marsyas declaims outside the Palazzo 

Mancini, but Allan, who identified every other scene by locations such 

as "Piazza Navana, " and "Palazzo Ruspoli al Corso", mischievously en- 

titled this one "French Academy Rome", adding for good measure volumes 

by du Fresnoy and de Piles heaped ignominiously in the dust. 81 

Interspersed throughout all the planned or official events which 
Allan shows and which give his series a coherent structure are 

numerous vignettes which farm a kind of picaresque sub-plot. These 

diverting episodes - some of which, predictably enough, appear in other 

pictures of the Italian "manners" - include characters ranging from 

pedlars and beggars to gamblers and thieves, and involve situations 
traditional in painting or literature and farcical in both. The passage 
describing the start of the annual horse race concludes thus: 

'A fellow ýith an Ass, as a courier, in driving through the crowd, over- 
turns the Abbd gallanting a Lady, both being in confusion, a gentleman passing 
by offers to assist the Lady, whose mask falling off, the gentleman starts 
back on finding his own wife in that situation, and one of the Pope's Swiss 
guards is grinning at the sight; by him an old citizen buying fruit for his 
son looks narrowly for fear of being cheated, the merchant looks angry to 
think that he should suspect his honesty; while they are busy, a thief has a 
hand in the basket unnoticed, In the middle is an English and a Roman Jockey, 
who tells that horses should not be barbarously forced to run with riders, the 
Newmarketman is laughing at him, his horse-race, and customs, ' 

When Allan Cunningham included a critical biography of Allan in his 

The Lives of the most Eminent BrItish Palntezýs, Sculptox-S and 
Ar'chitects, he singled out this last vignette for particular comment in 

his review of the set of prints. Having given as Allan's original words 
his own abridgment of the passage, he continued: 

"They approach, in their nature, to caricatures; nor has he always been able, 
as some of my readers may have already guessed, to tell the story with the 
pencil, so clearly as he has described it with the pen, The Italian horseboy, 
who ridicules the barbarity of the English practice of running horses with a 
load of flesh, bones, boots, and spurs, an their backs, might be talking of 
anything else, for aught that his looks express to the contrary, This kind of 
delusion, however, is common to artists: they see sentiment and story, where 
others can only see figures; and suppose they have made everything plain, when 
all, save to themselves, is mysterious. 0 82 

Nat only did Cunningham choose, he prepared his ground carefully. There 

is something less than honourable about his decision to exclude from 
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his abridgment one episode, that involving the fruit-seller and his 

customers, the circumstances and irony of which may easily be followed 

from the image alone. He may have realised that readers could also, if 

given the chance, have guessed that he was protesting too caustically. 

As has been shown, and as is evident even where Cunningham is most se- 

vere, Allan seldom had any need to borrow "collateral assistance" from 

the written word . 63 

Allan exhibited five of these drawings at the Royal Academy in 1779, 

whereupon Paul Sandby bought the complete series . 94 By the end of the 

next year four had been reproduced in aquatint, to be sold at a guinea 
for the set. As he happily told Sir William Hamilton, Allan was pleased 

with the venture, which promised to be profitable for his friend Sandby 

and to establish his own reputation as a humorist. 85 

Inevitably, however, Historical painting had claimed Allan's alles- 
iance. He painted subjects from Scripture, from Classical fable and 
from Roman history, sending examples to be, exhibited at. the Royal 

Academy, and it was as a History Painter that he achieved his greatest 
Italian triumph. i' Since 1763 the Conccz-sl Balestr-a had fostered am- 
bition in artists of all nationalities. " In 1773 the subject set was 

an episode from the niad, the parting of Hector and Andromache, and 
Allan's Invention fixed upon and represented the moment when Hector, 

having refused his wife's plea that he should conduct the war from 

within Troy itself rather than face Agammemnon's dreadful host in the 

Fifum 19 field, turns aside to clasp his infant son. This fond gesture only 
begun, his firm expression has barely softened, the artist thus can- 
trasting- Andromache's mournful entreaty with Hector's stern resolve, 
and in the same moment uniting with both the fright of Astyanax at the 

sight of his father's helmet, shaded by its nodding horsehair crest. All 

around this arrested tableau preparations for 
. 
battle are made. The 

painting gives but a glimpse of stately arches and palaces, and streets 
alive with clashing arms and flaunting banners, while, barely re- 
strained, horses snuff the evening breeze as Hector, Paris and their 
followers make their way to the Scman Gate. 

Allan's painting remained in the Accademia, the young artist bearing 
home in triumph the gold medal awarded there, the only British painter 
thus distinguished in the eighteenth century . 87 It was, however, 
another of the works he painted when in Rome that was destined to 
become his most famous History. "The Origin of Paintingu, dating from 
t See Appendix Yll, 'Works exhibited by David Allan, 
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1775 and belonging to James Byres, was engraved several times, most 

successfully by Cunego, the engraver of Gavin Hamilton's paintings from 

the Iliad. 1313 Allan Cunningham, writing in 1833, was favourably dis- 

posed towards this piece, probably because he had "heard Wilkie praise 

it as one of the best told stories that colour and canvass ever united 

to relate", though he may also have borne in mind the reputed Judgment 

of the Accademia di San Luca. 189 "The Origin of Painting" had, in fact, 

by then literally usurped the place of "The Parting of Hector and 
Andromache", -and was for long thought to be the prize painting in the 

Conccrso Balestra of 1773, an identification erroneously repeated since 
the first "biographical sketch" of Allan's life was published in . 1804. "' 

The colours united in this small painting - the support is a wooden 

panel - are among Allan's richest, the mellow tones of the drapery 

PLATE ZY emerging softly from the dun-coloured, barely defined background. The 

scene is lit only by af laring oil lamp, of a form which had been 

turned up by the dozen during many an archmological excursion. By this 

light, and guiding her subject to the best angle with the lightest of 
touches, the' "Corinthian Maid" traces an the wall the shadow cast by a 

youth who holds the pose most obligingly as she balances an his knee. 

Thus, according to legend, was drawing born. 90 
According to Cunningham, Cunego's engraving made Allan's name known 

"far and wide". 91 Although generally unsympathetic to any but Allan's 

most homely works, he allowed that there was "happy elegance and 

serene grace about the group which have seldom been surpassed" . 92 This 

unusually generous criticism suggests that Cunningham, for all that he 

was assistant to Chantrey during the latter part of Flaxman's care6r, 

attended too much to the picture's intrinsic merits, too little to the 

associations its very app earance would have had for the artist's 

contemporaries. Its popularity is not to be solely attributed to its 

sentiment, or to Allan's understanding of structure and volume, far less 

to his harmonies of light and colaur, or the ease and fluidity of his 

handling, which could in any case only be appreciated in the painting 

itself. The subject alone might well be expected to appeal to viewers 
in a century which saw published enquiries into the origins of 
language, of civil society and of human ideas and feelings, although 
this particular "Origin" is in truth a "poetic dream" when compared 

with these works. 93 

Of further appeal to Allan's contemporaries was the form which this 
origin had supposedly taken, a form to which Allan made astute allusion 
t Appendix Y111, 
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in his painting. In admiring and striving to attain in their works "the 

real simplicity of nature", artists of the time found this *irue taste" 

to be inherent in the Antique, such desirable simplicity being thought 

innate to the Ancients themselves. 94 Figures seen an antique vases 

confirmed that painting of this era was virtually Spartan in its 

austerity. Because of its association with the Ancient world, such a 

style could be hailed as the most truly natural and excellent, later 

refinements being but elaborations actually vitiating the stark power 

which images originally possessed. In the severity of unadorned 

outline - outline such as Allan and others would have seen in 

d'Hancarville's engravings of Sir William Hamilton's vases, or, later, in 

Flaxman's illustrations to the Mad - viewers found the suggestion of 

a primitive naj-vet6 that was essentially honest and natural, and, in 

this direct simplicity, the idea of artistic perfection. 9r, Allan, of 

course, had seen examples of Sir William's collection for himself, and 

included one such vase, inobtrusively but purposefully, at the right 

side of his painting. 

By the beginning of 1776, Allan was "about to Leave Roma". 9r, The 

three pictures he exhibited at the Royal Academy in 1777, all scenes of 

Italian Genre, were sent from an address in London. He may have re- 

turned by sea, as he had arrived about a decade earlier, but more 

probably followed the same land route as he had taken at least once in 

the'intervening years, through Piedmont and the Alpine passes, and into 

Savoy, Burgundy 'and Champagne before lodging for a while in Paris. '"' 

Instead -of taking ship from Boulogne, as he had on an earlier visit 
home, Allan may have proceeded to Holland, by no means an unusual 
diversion. 913 Vith him he brought ---ý in addition to his sketches and 

paintings, his collection of prints and curios, and the gold medal of 
the Accademia - publications such as Llabcedario Pittorico by Crozat, 

"Mart de dessiner, par Jean Cousin", both Vasari's and Bellari's Vite, 

and Baldassare - Orsini's Delle Geometria e prospettiva practica, pub- 
lished in Rome in 1773-99 These books he later supplemented with 
Hagarth's The Analysis of Beauty, "Gilpin's Essays an Picturesque 

Beauty", and "A treatise an Painting, by Leonardo da Vinci". ""' 
In London Allan met again James Tassie from Glasgow, then living in 

Leicester Fields. He may also have met another old classmate, John 
Paxton. before his departure for India, and, ' had he arrived early 
enough, perhaps even Robert Foulis himself. "", The intervening years 
had gone hard with the Foulis Academy. The American War had disrupted 
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trade with the Colonies and thus caused retrenchment among the Glasgow 

merchants, upon some of whom, like Glassford and Ingram, the Academy 

had depended for support. By 1776 mounting debts, coupled with the 

death of his brother (Andrew in the previous year, had forced Robert to 

close the Academy and bring its collection of paintings to London, to 

be auctioned "by Mr Christie, at his Great Room in Pall-Mall". 101 

Former students may have been able to offer some help in the circum- 

stances. A Mr. '"Tassey" 
bought four pictures at this sale, where "The 

a* 
stories of Percy and Douglas, on Chevy Chace, in five pictures" appeared 

Figure 20 as lot 576, the work of "D. Allen". 103 At the same sale a Mr. Allen 

bought around a dozen pictures, some attributed to Guido Reni and to 
"Dominicinoll for a little over four guineas. 1104 None of those identified, 

W however, is known to have belonged to David Allan at any time. 

By his own account, Allan's two years in London were not financially 

rewarding. 1106- Apart from his having exhibited again at the Royal 

Academy, selling his drawings of the Roman Carnival to Sandby as a 

result, the only success which can be identified from these years is 

the set of four emblematical figures he designed for Murray's edition 

of The Seasons, published in 1779.106 His return to Scotland was 

sinilarly inauspicious. Allan's health was never robust, and "the 

severe cold" of a winter endured in Edinburgh left him dangerously 

ill. 107 In the summer of 1780 he was invited to Blair Atholl in order 
to paint a family portrait there - the Duchess of Atholl was one of the 

Cathcarts of Schawpark, Allan's longes t- standing patrons - and during 
his stay in, as he put it, the "pure air" of the Highlands he also 
painted a Highland wedding and dance, continuing his interest in 

national and regional customs and beginning the series of "groups 
, 
of 

the manners in Scotland" which was to occupy him for the rest of his 

FL. &rz r life. 11011 By November of the same year the Earl of Hopetoun had invited 
him to spend the winter at Hopetoun House, the beginning of a long and 
sincere friendship with the family. 109 

That Allan was an terms of some intimacy with the Earl and Countess 

of Hopetoun, and of some conviviality with a Mr. Watson, perhaps 
Charles Watson of Saughton, may be divined from a characteristic letter 
of around this time. Dating from December of 1782, it reveals among 
other things his high regard for Sandby and his own thoughts on the 
possibilities of the print market, suggesting in addition that he had 
given occasional drawing lessons to the younger members of the 
family. 1211 With a nice sense of decorum, Allan related more domestic 
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matters in that part of his letter addressed particularly to Lady 

Hopetoun, adding as a postscript the detail of his continued contact 

with the Murrays of Atholl. 

Mv Lord 
My health is well 

this winter but there is so much reek & the days dark & short that I cannot paint 
so much as I ought, but I fill up the time in Drawing a Colection of Italien & 
french dresses between Roma & Paris & Procitasome drolery h groupes from the 
Scetches I did from Nature, I have done a set for M" Stuart of Allan bank they 
are figures 5 inches long & back ground in character h done with the pen & water 
colour, I have done only 2 Doz for Mr Stuart at present but in all I have upwards 
of fifty, but in doeing a set of so many I find it so tiresom in traceing them 
over ý over I have thoughts of doeing them slightly on copper & wash them in 
water Colourt this woud be easyer for me & coud do them cheap, if I coud find a 
number of People who woud take sets I hope to please them & same time woud be an 
agreable way of filling up a space of time I am doeing a set to show as a 
specimen & to try how this schem will answer - 
Now as the Ladies are in London & amongst, other Studys I wish your Lordship woud 
let them get a month or two of Sandby, if your Lordr thinks proper as it might 
do them much good in Landskip h woud much improve their taste evez even the sight 
of his Drawing are improveing, 

I hope your Lordship got the Defincive figure I sent, The Provest presented 
the band with a set of Colours at the Cross in the midst of a great concourse of 
People & Horses h made a great show very agreable the masons had a procession at 
same day Ld Buchan was Grand master &I belive many of them fou that night, 

I have the honour to be with perfect resp'* 
& Esteem 

My Lord 
Your Lordships 

Most Obed 
humble servI 

0 Allan 

To Lady Hopetoun 

My Lady 
I am happy to hear 

from MI. ' Watson that the Family are all well, he is so kind as call me sometimes 
to Dine & makes me drink your healths both in Porter & wine, the family are all 
Well Mr James has got a prety litle Sister I have not seen her yet but Miss 
Monypeney says when she was born she was a bony well made creature I bellieve3 
it but will see her soon my self, bot1h ? this3 young Lady & Lady Margret are well 
I offer my humble respts to your Ly'P & all the family haveing opportunity of a 

frank for London has taken this liberty of offering my respts & has the honour to 
be with gratitude & Esteem ever 

My Lady your Ladyships 

0. & Duchess of Athole pased here much obliged 
with all the four children on their h abed seryt 
way to London I had the honor to 
wait upon them at Duns hotel. 0, Allan 

Although in a letter of November 1780 Allan had confided to Sir 
William Hamilton that he intended to "try London once more", he was 
soon thinking of establishing himself in Edinburgh, and wrote to the 
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Earl of Buchan in the following month of his immediate ideas and 

intentions. + As is to be expected, he had been ambitious of continuing 

to practise as a Historical painter, but, perhaps equally inevitably, he 

was soon lamenting that he had been "obliged like many others to give 

[this] up for want of incouragemý". 11.2 From 1779 until 1786, when he 

was appointed Master of the Trustees' Academy in Edinburgh, Allan 

01 painted a succession of portraits, family groups and conversation 
0 pieces, the last of which genres he characterised in a happy phrase as 
.0 PUZZ V11 

FLATE Ir "the means of everlastingly Joining frends together an the canvace" . 11-3 

Few works in these lesser genz-es were undertaken by Allan after 1786, 

around thirty, including all his family groups, belonging to the years 
before his appointment. 

By becoming the fourth Master of the Trustees' Academy Allan, then in 

his early forties, enjoyed a secure income and a more settled life. 114 

Six candidates had applied for the position - which carried a salary 

of one hundred and twenty pounds per annum - Allan's most serious 01 
rival being John Brown. Brown, whose particular genius lay in portrait 

Oil drawings, had the ear of Allan's own friend the Earl of Buchan, as 

Allan himself noted ruefully in a letter to Thomas Graham of Balgowan, 

01 later Lord Lynedoch. t He was, nevertheless, confident that his 
W 
0ý Invention would count for more than Brown's talent in portraiture, a 
PA 

reliance upon the contemporary hierarchy of Senres which proved to be 

justified. 3-Ar- Allan's patrons, his "benefactors", had once again been of 

significant help to him. Supported by Lord Cathcart and Lady Hopetoun 

as well as Thomas Graham, Allan in the same letter added that he would 
"try to firret out S" P Erskine, h if I coud get the Treasurer of the Navy he 
woud be a treasure to me", 116 

While maintaining a quietly facetious tone throughout his letter, Allan 

at the same time clearly foresaw that his patrons' wider circle of 

acquaintance, extending to the most influential positions, might be of 
as much benefit to him as their personal recommendations. A momentary 

reminder could be of great consequence. The Treasurer of the Navy 

except for an insignificant biatus during the short-lived since 1782 

Coalition of 1783 - had been Henry Dundas, a former Lord Advocate, 

future Home Secretary, Keeper of the Scottish Signet for life and "the 

absolute dictator of Scotland". 117 

As Master of the Academy Allan, in addition to teaching for six hours 
le 

every week, was also required "to give every year at least two new 

patterns of his own designing for the benefit of such manufacturers as 
t Appendices II and 111, 

Appendix V, 
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may incline to put them upon cloth". 226 In 1787 he wrote proudly that 

his design for a tablecloth had been thought superb, and described how 

e it represented "Musick by the Lyar and other instruments in the center, 

enclosed in an oval of grapes and a border of Ivy with Tassels hanging 

round the table". 1119 An anecdote related by one of Allan's friends, a 
Dr. Peter Vright, also refers to his deriving motifs from natural 

objects, confirming at the same time what is suggested by the letter to 

Thomas Graham, that 

"Allan was fond of a pun-, one day I had called upon him in Glasgow; he was 
drawing fishes upon paper, and he observed, that a shoal of fish was a very 
proper pattern for a Shawl, ' 220 

More than one hundred of the drawings in Allan's possession were of 

such natural forms, a catalogue of his collection "comprehending a 

great many Studies of Flowers, from nature", and listing examples in 

chalks, in ink and in watercolours . 1121 Fruit and flowers seem to have 

been favourite subJects in the Academy from the first, since the same 

catalogue listed similar pictures , 
by "de la Cour", Pavillon, and 

-Runciman, that is, by all the Masters before Allan, as well as drawings 

of a Scats Fir, a tulip, pineapples, and "Scats Thistle and Grapes" by 

Allan himself. 122 The last pattern may well have graced many a salon in 

Glasgow or in Edinburgh, if it were the one offered in 1788 as the 

centre of a tablecloth design. 123 

Compared with his other work, the designs which Allan made in the 
Trustees' Academy were equally distinguished by diversity. In addition 
to table-cloths and shawls, and stuffs such as calico, gauze and 
damask, they were intended for carpets, upholstery, furniture, ceilingst 
and "Chimney Pieces". 124 He had known of Adam's style of decoration for 
many years, referring when in Italy to Kedleston Hall and Sir Laurence 
Dundas' house in Edinburgh. 126 ' As well as some prints of the Emperor 
Diocletian's palace at Spalatro, published by Adam in 1764, he owned 

"The five original designs of Ceilings, for the late Lord Chief Baron Ord's 
house, in Queen-Street, Edinburgh, by the late Robert Adam Esq; in colours" 126 

In designing "Pannels", "sides of roams1l, half a dozen "cielings", and a 
couple of Etruscan borders, therefore, Allan had the best of mpdels to 
hand. Mot only was there Adam, he could draw inspiration from the ený-' 
gravings in volumes like LogS-e di Rafaele nel Vaticano or Anticblta di 
Ercolano, and, of course, from drawings of g=tteschi among his own 

Figure 21 numerous "sketches and outlines from the Antique" . 3.27 

Allan's teaching at the Academy was of six hours' duration every 

week, his "zeal and attention" in office being commended by- the 
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Trustees and perhaps extending to the preparation of two copperplates 

for the instruction of his twenty students . 1213 Elements of Drawing for 

Scholars, "designed and used in teaching, by Allan", were presumably 

prints demonstrating perspective, hatching, foreshortening and the 

like. -129 Judging by an announcement which was inserted in The 

Caledonian Xercur7 not long after Allan's appointment, little more would 
have been required - or indeed permitted - by the Trustees. The same 

source, however, suggests that Allan's Elements of Drawing may have 

been otherwise employed in his own home, together with the collection 

of a dozen or so plaster casts which was probably more extensive than 

the Academy's own: 
"The students at this Academy are admitted by the Board, and are taught gratis; 
but as it was instituted for the sole purpose of promoting an elegance of design 
in the various manufactures and house-works, which admit of being figured, 
ornamented, or decorated, these only need apply for admission who can show that 
they follow one or other of such manufactures or house-works; and, by the 
regulations of the Board, none are admissible under thirteen years of age, Mr 
Allan will likewise open Private Classes at his own house (in Dickson's Close) 
for such Ladies and Gentlemen as may wish for instruction from him in Drawing in 
its different branches, " 130 

That Allan included in the Trustees' Academy teaching similar to that 

which he had received himself is shown by drawings which Robert Scott 

made when a student there. 11311 A couple of his own drawings - "Pair, 

Dancing Figures, for looking glass ornaments"' - suggests how 

ingeniously Allan may have reconciled instruction in figure-drawing 

with the Trustees, more prosaic requirements. 132 

The security provided by his salaried post allowed Allan to develop a 

number of schemes which he had been considering for some years. 133 The 

work undertaken in the decade after 1786 includes the best of his mat- 

ure achievement and much of what was to be his most lasting influence 

upon Scottish art. Of the several series of pictures that he planned, 

each more ambitious than his earlier studies of Italian costume, of the 

Roman Carnival and of the Seven Sacraments, only one can be studied in 

its entirety. In 1788 he published a set of aquatint plates illustrating 

Allan Ramsay's "Scats Pastoral Comedy" The Gentle Sbapberd, the edition 
in which these appeared being printed by Andrew Foulis, son of Allan's 

teacher Robert, and being thought by Burns a "noble edit- of the 

T. E XZZ noblest Pastoral in the world" . 1134 This noble - edition included as 

preface a dedicatory epistle to Gavin Hamilton, in which, after 

regretting the contemporary lack of demand for "public and great works" 

of Historical Composition, Allan declared that his illustrations had 

been prepared with the object of "pleasing and instructing", and thus 
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occupied the same didactic ground as "the Heroic and Sublime of 

painting". 136 While painting out that Scotland could supply material in 

plenty for the attention of both poet and painter, Allan - bearing in 

mind Ramsay's dramatic and poetic models no less than his own academic 
training - acknowledged the importance of the Antique, alluding 
specifically to "the best of the Greek statues and busts"J 

The poetry of Scotland provided Allan with subjects for other groups 
of pictures, and for a pair of drawings of Leith Races based upon his 

own observation and Robert Fergusson's verse description in about equal 
measure. 131- He prepared two sets of drawings of Ossianic episodes, the 

1PUTH zz first soon after his return to Scotland in 1779, the second more than a 

Pigure 22 
decade later, this set being engraved to illustrate the edition published 

Figure 23 in 1795 by Morison of Perth. 237 By the following year Twenty-five 
Etcbings by David Allan Illustrative of some Celebrated Scottisb Songs 

was ready for publication, these etchings forming part of a larger pro- 
ject, still unfinished at his death, on which Allan had probably begun 

to work whilst preparing his edition of The Gentle Sbepberd, although 
his interest in such lyrics and ballads was of long standing. 138 

Allan's musical interests led to his becoming associated with the 

publishing ambitions of George Thomson, Principal Clerk of the 

Trustees' Academy, and a number of his illustrations appeared in issues 

of A Select Collection of Original Scottisb Aim, that remarkable 

venture for which Thomson sought and obtained the assistance of cam- 

posers like Pleyel, Haydn and Beethoven to arrange the 11m6st favourite 

of our national melodies the better to f it them for concerts, both 

public ýand private". 139 Thomson also sought new verses, words in "every 

way worthy of the music", beginning in 1792 by writing to Burns with 
the request that he might "devote [his] leisure to writing twenty or 
twenty-five songs" for the melodies which Thomson selected. 140 Burns, 

who had been contributing greatly to the less splendid but mare im- 

partant Scats Musical Museum since 1787, immediately and cheerfully 
promised his "mite of assistance", adding that his songs were to be 
"either above, or below price", and scorning any financial reward far 
his compositions and researches. IL4' Thomson eventually found it best 
to express his gratitude in the form of gifts which the poet could not 
well refuse - recent ly-publ ished collections of Scottish and English 
songs, a gold seal, a shawl for his wife - and when he learned that 
Allan had already made a drawing of "The Cotter's Saturday light", he 
commissioned a finished watercolour of the same subject and sent it to 
t Appendix IV, 
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Dumfries in the spring of 
1795.142 Burns returned "most grateful 

compl-tall to Allan, and felt himself and his poetry honoured by the 

artist's "masterly pencil" . 
143 

While the illustration of Scottish poetry absorbed much of Allan's 

creative energy during these years, he did not thus confine his 

attention or production. He had earlier been attracted by subjects 
from Tasso, Ariosto, and even Voltaire, and at some time in the 1780s 
turned his eye an Shakespeare, about a dozen of the drawings he made 

Fi8vre 24 then being still located. 1144 A more extensive project was the 
illustration of James Tassie's A Descriptive Catalogue of a Gener-al 
Collection of Ancient and Modern Engraved Gems and Cameos, published 
in 1791 with fifty-seven plates from Allan's hand . 141- 

Naturally, Scottish history also suggested itself as a fruitful 

source, inspiring a number of individual pictures and one major 
series. 146 The preparation for his group of "historical peices from the 
life of the unfortunate Queen Xary" -dominated Allan's attention once his 

edition of The Gentle Shepberd had been published. "-47 Towards the end 

of 1789 he wrote to the Earl of Buchan that he had been "Exercising 

[his] brush & brains for some time" in what he saw as a service to the 
'TLATE Xrrr. house of Stuart. 240 His brush had by then completed two large 

Histories, his brains meanwhile having been occupied with amassing 
information about the period, his studies ranging from the consultation 

of published histories _to the pursuit of "the old Scotish dresses" in 

portraits and engravings. 1149 Allan found this kind of research as 

congenial as the illustration of his favourite Scottish songs. As his 

wife and half-brother James were to recall, he delighted in speaking of 
these antiquarian studies, to which he had d evoted much of his time. 11511 
Unfortunately, some of the paintings from this cycle having been lost, 
Allan's intentions must in part be divined-- or reconstructed from 

preparatory drawings and copies. 
' It was, however, as a painter of Scottish Genr-e scenes that Allan was 

PLATE 
XXZZZ best known in his own day. It was the popularity of these scenes which 

was to have the greatest effect upon subsequent Scottish painting, even 
if artists of succeeding generations took their lead from Wilkie as he, 
like Carse and Weir, had taken his from Allan. Just as his Conversation 
Pieces and group portraits "everlastingly" Join friends together, Allan's 

WE d xrry prints, rawings and Genre paintings preserve valuable glimpses of life 
, FIATE rry 

in the Scotland of his day, as his earlier works had shown the dresses 
-Figurv 25 and suggested the atmosphere of Italy. Thus one of these later pictures 

shows a number of popular superstitions of the Highlands, others a 
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variety of Lowland festivities, a few recreate scenes enacted in many 

a parish kirk, and all record the costume of the times and the various 

PU TZ ZZ711 places. That is, they record not only the dress of his con- 

temporaries but their customs and conditions, or, as Allan had earlier 

called them, "the manners in Scotland". 162 

A drawing which he made of a Lowland wedding in 1795 has long been 

held to be his last dated work, and although this may not be strictly 

accurate, the "Penny Wedding" is in many ways a fitting culmination of 
Allan's career. 152 It is entirely typical of his Genr-e pieces, not 
least in that he repeated and adapted the composition a couple of 

Fisvzv 26 times in his literary illustrations, figures from earlier works being 
Figure 27 incorporated in all these variants. 21-3 More significant than such 

merely stylistic or technical matters is the subject-matter itself. The 

dance, one of the oldest symbols of social harmony and for long a 
favourite subject of Allan's, was an important feature not only of 

festivities but even of daily life among the country people whom he 

drew so sympathetically. Ir-4 Their love of traditional music, of 

singing and dancing, was all but proverbial. 1r, 1- Though his observation 

was sharp and telling, neither their customs nor people themselves 

were, for Allan in his later years, the object of any detached regard. 

Particularly in the case of music and song, the animation readily dis- 

played by the peasantry of all nations, never seems to have been, for 

him, only a matter of disinterested contemplation, of distant 

amusement at perusing the "simple annals of the poor". A love of the 

traditional music a-ad the national songs throughout all classes in 

Scotland was, indeed, the object of some contemporary remaýk. 111-r- Allan 

himself was certainly an enthusiast. Their frequent association with 

music surely contributes to that unmistakable mood of levity which 

characterises Allan's drawings of "the Common People". whether they 

come from Scotland or from Italy. 16.7 His pictures in this vein are 

instinct with enjoyment, a feeling effortlessly communicated. It is 

fitting, too, that poetry, even works of the most homely kind, should 

also be recalled by the "Penny Wedding", his last major composition. 1158 

Literary references or reminiscences are seldom far from Allan's work, 

being so much a part of his own interests, and so characteristic of 

his century as a whole. 
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'I had long set my heart upon . .. establishing a solid, manly tasta? for real 
art in the place of our trifling, contemptible passion for the daubipg of 
little inconsequential things, portraits of dois landscapes Jc, - Things, 
in which the mind which is the soul of true ir Iýjving no concern, that have 
hitherto only served to disgrace us all over Europe,, 

Ja2es Barry, 1773 

The art of painting in the eighteenth century was, to a remarkable degree, 

allied to the art of writing. Not only were subjects for paintings 

frequently drawn from literature, not only could authors assume among 

their readers a knowledge of the Antique, the Old Nasters, and con- 

temporary art theory, paintings themselves were often Judged by criteria 

similar to th ose brought to the appreciation of -poetry. Influential 

throughout the century was Dryden's translation of du Fresnoy's De Arte 

Grapbica, published in 1695 with his own Parallel of Painting and Poetry 

as Preface. In the first paragraph of the poem are interpolated two 

classical aphorisms which had been taken particularly to heart. The poem 

begins with the Horatian comparison of Painting and Poetry, and -within 
two lines is introduced the observation, attributed to Simonides, that 

painting is mute poetry, poetry a speaking picture. To draw analogies in 

general is naýtural and Useful, as it is a means of communicating not only 

a subject but the effect made by it, and of making this communication 

more vivid by appealing to experiences held in common. Thus mention may 

still readily be made of a nhot" colour, a "dark" voice, or a "lyrical" 

painting. Reynolds, who had recommended to young artists the society and 

conversation of "learned. and ingenious men" in all the arts, also pointed 

out that 
'It is by the analogy that one art bears to another, that many things are 
ascertained, which either were but faintly seen, or, perhaps, would not have 
been discovered at all, if the inventor had not received the first hints from 
the practices of a sister art on a similar occasion, " 2 

By the eighteenth century, the parallel between painting and poetry had 

become not merely a commonplace, but a canonical means of Judging a work 
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of art. It has been shown that a passage from Ar-s Poetica, beginning "Ut 

Pictur*a Pcesis; arit qux", was at different times differently punctuated 

in order to make prescriptive that which had, in the original sense, only 

been permissible. 3 Horace had suggested that a poem could be like a 

painting, either exact in numera us details or depending far its true 

effect on a view of the whole. As later theorists would have it, altering 

the text accordingly, "a poem will be like a picture", and, it was 

understood, vice vez-sa. 
Occasionally to compare the particularly vivid descriptions of a poet 

to the scenes of a painter was by no means a new idea, but never had the 

identification been so relentless or automatic. The poetry of Xiltcn was, 

at least by British writers, thought almost as "pictorial" as that of 

Homer. Addison commended the "strong and lively colours" with which 
Milton painted his scenes, Jonathan Richardson selected forty-five 

"pictures", in most cases also "painted", from Paradisa Lost, and even 

Edmund Burke sufficiently relaxed his guard to remark upon the 

"uncertainty of strokes and colouring" with which the blind poet finished 

a portrait. 4 Similarly, Richardson could also write that NPaInting 

relates the Histories of Past, and Present times", Dryden., envied Kneller's 

ability, or at least that of his paint-brush, to Ispeak the tongue of 

every land ", Reynolds throughout his Disccurses cn Art ref erred 

approvingly to artists who treated their subjects 1ýaetically", and, in 

more homely vein, Walpole in commending Hagarth's 18reat and original 

genius" considered him "rather as a writer of comedy with a pencil than 

as a painter". 5 It was, nevertheless, generally poets who were described 

as painters, as those of taste and cultivation, in paying homage to the 

skill of a poet in setting his scene and deploying his imagery, 

indirectly revealed how keen were their own imaginations, haw great their 

capacity for visualising word-pictures and responding to'effects. It is 

little wonder that topographical poetry then enjoyed such a vc8-ue. 
Comparisons of works themselves were also reciprocal. Reynolds told 

how Thomas Gray, in describing the "indignant Welch Bard", had "warmed 

his imagination" with the memory of a painting of Moses by Parmeggiana, 

the poet himself having already given a fuller account of his inspiration, 

and an alternative, or rather an additional source. 6 When Reynolds 

referred, more generally, to paintings and sculpture by Michelangelo, he 

asked "any man qualified to judge of such works ... whether the same 

sensations are not excited by those works, as what he may remember to 

have felt from the most sublime passages of Homer? ". 7 Here is no 

question simply of vivid or powerful description realised, but rather of 
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analogous experiences arising from quite different sources, when these 

were apprehended by a particular kind of sensibility. 
It was not only because viewers and readers were particularly willing 

to visualise descriptions, or because they brought numerous shared 

assumptions and associations to painting and poetry alike, that the 

parallel between these Sister Arts was so keenly perceived. In what is 

perhaps the most comprehensive yet concise expression of this perception, 
James Barry stated, 

'The principal merit of Painting as well as of Poetry, is its address to the 
mind; here it is that those Arts are sisters, the fable or subject, both of the 
one and the other, being but a vehicle in which are conveyed those sentiments by 
which the mind is elevated, the understanding improved, and the heart softened"13 

Painting being seen as "a sort of Vriting", it was inevitable that terms 

of Rhetoric should be thought appropriate to pictorial expression, just as 
the Passions were identified as the visible language of the Soul. 9 

Reynolds regarded the first degree of proficiency in painting as 

equivalent to "what grammar is in literature", and saw style in painting 

as "the same as in writing, a power over materials, whether words or 

colours, by which conceptions or sentiments are conveyed". 20 Their means 

of expression may have been different, but in that each art had a lan- 

guage, albeit peculiar to itself, for the Imitation of action and the 

transmýssion of ideas, they might be considered identical. 

So too might their purpose in this address to the mind. Their having 

a moral intent was, of course, a long-standing justification for the arts. 

Sir Philip Sidney, confident of the authority of both Aristotle and 

Horace, had termed Poesy an 
'art of imitation ,., with this end, to teach and delight ... Ethe poet) 
doth not only show the way, but giveth so sweet a prospect into the way, as will 
entice any man to enter into it, "' 

Dryden recognised that the chief end of an Epic poem was, by instructing 

delightfully, to "form the Mind to Heroick virtue by Example", and 

confirmed the rational foundation of the arts in the elegant observation, 
'if nature is to be imitated, then there is a rule for imitating nature rightly; 
otherwise there may be an end, and no means conducing to it. * 12 

Thus painting was readily assimilated to the hierarchy already 

established for literature, with Historical Composiýion assigned the most 

elevated place, the counterpart of Epic. Ideal f igures in the one were 

reflected by sublime diction in the other, characters and subject-matter 
often being the same in each. "Common-place figures", it was observed, 
"are as inadmissible in the grand style of painting as common-place 

characters or sentiments in poetryll. 13 The province of such low 
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characters was Genre, at the opposite remove from History. Yet a 

necessary counterbalance to the endless, and often, it can appear, 

unthinking affirmations of the dignity of History is to be f ound in 

Fielding's well-known appreciation of "the ingenious Hogarth" and his 

Genr-e scenes. Fielding, in distinguishing true comic writing, such as his 

own works, from mere burlesque, such as his own, earlier works, drew an 

analogy with the difference apparent between pictures made by a "comic 

history- painter", who copies from nature, and the exaggerations of 

caricatu. ra in which "monsters, not men" are exhibited. 14 While admitting 
that burlesque and caricature may contribute more to "exquisite mirth and 
laughter" than comic writing and painting, Fielding stated that a "more 

rational and useful pleasure arises" from these latter pieces, in which 

are expressed "the affections of men on canvas", and thus published an 

encomium of Hogarth's "pictur'd Morals" similar to the artist's own 

justification of his works. 'r- In a passage even more famous than 

Fielding's, and one certainly more contentious, Hogarth argued-that "those 

subjects that will both entertain and improve the mind bid fair to be of 

the greatest public utility and must, therefore, be entitled to rank in 

the highest class". 1r, 

HoSarth's zeal led him to see his "modern moral subjects" in a false 

perspective. That a work was made with didactic intention is not in 

itself enough to raise it to the highest ranks of the art. There are many 

more satires, sermons, prose Cbaracter-s and works like The Acts and 

Nonuments than there are Epic poems, and, just as these attacks, 

instructions, histories, "modern instances" and exemplars are not fairly 

to be judged by criteria appropriate to Epic, neither are Hogarth's 

O'picturld Morals" to be tried by the sam4 test as Historical compositions. 
The attempt to do so only suggests itself if the didactic purpose of any 

work of art is considered independently of its proper subject-matter, the 

means employed, and the full effect thus made upon the viewer. 17 However 

assured Hogarth's argument seems, however persuasive his parenthesised 
"therefore', and his appeal to the public good, the attempt is a mistaken 
one. As is to be discussed at greater length, a true estimate of any 
painting is only possible when all these facets are appreciated together, 

and is not to be made by considering each in isolation. 
What may immediately be seen is that two quite different addresses to 

the mind could be made by painters, though the desired effect upon their 

viewers was in each case ameliorative. Art nay ultimately be the means 

of bestowing upon whole natibns refinement of taste, by initially raising 
the thoughts of those who view Historical compositions. A general sense 
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of virtue arises from the contemplation of. numerous individual virtuous 

acts, these particular instances being f ound in the lives of worthy 

persons or the events of great literature, and presented in af orm 

governed by canons of ideal beauty. It is a rather vaguely def ined but 

pervasive effect, the origin, progress and results of which may con- 

veniently be followed in the long paragraph which concludes Reynolds' 

short ninth Discourse. To raise a population among images only of good 

and truth would doubtless meet with as much approval in the philosophy 

of Plato - notwithstanding the mass expulsion of poets and painters from 

his ideal Republic - as it would in the epistemology of John Locke. 

In contemporary British, indeed European society, there were of course 
innumerable instances of evil, corruption and affectation from which the 

developing mind, unencumbered by all but the most basic innate ideas, 

would amass a store of unfavourable impressions. Here the second didactic 

use of the arts comes into its own. 18 This address, while it might employ 

paragons of virtue, did not depend upon depictions of ideal beauty. It 

was specific where the other was general, its subjects being drawn from 

real life, or at least being ostensibly set there. The main subject of a 

picture was not some ancient or literary precedent held up as an ideal 

model, but either some real vice castigated or ridiculed, or some real and 

accessible virtue rewarded. The reward of virtue and the punishment of 

vice make a natural and contrasting pair, and viewers could see an indus- 

trioup apprentice rise to be Lord Mayor, his idle fellow eventually turned 

Fig%" 28 off an the Tyburn Tree. These qualities were both particular to the for- 
Fiswv 29 ner apprentices, and generally applicable to the contemporary world. 

Hogarth entitled this series "The Effects of Industry and Idleness, 

exemplified in the Conduct of two Fel low-Prent ices, in twelve prints". To 

be idle was by implication to be vicious. Reynolds, after all, was to 

warn, in that same ninth Discourse, 

'Let him remember also, that he deserves just so much encouragement in the state 
as he makes himself a member of it virtuously useful, and contributes in his 
sphere to the general purpose and perfection of society, " " 

Hogarth's modern moral subjects were the great exemplars in the more 

worldly address, but no artist could later match his several series. 
Northcote's ten. paintings illustrating the varying. fortunes of "The modest 

girl and wanton. fellow servant in a gentleman's h6use", for instance, are 

a. very pale reflection indeed, although some skill is required 

sufficiently to explain and distinguish "The modest girl rejects the 

illicit addresses of her master" and "The modest girl receives the 

honourable addresses of her master", even with the assistance of 
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allegorical paintings in the backgrounds. 211 Among painters of his own 

day, Hogarth was in this respect isolated. The domain of such instructive 

tales was the novel. Pamela was carefully described by Samuel Richardson 

as a history of "Virtue Rewarded". It is significant that Fielding - who 

was, incidentally, less sanguine about the obtaining of just deserts than 

either Hogarth or Richardson - should give the advantage to a writer in 

comic styles, to a painter only in burlesque. It was a perceptive 

observation. One style -depends upon precision, the other upon 

instantaneous recognition. A great strength of Hogarth's was his ability 

to express in the pictorial form of certain characters the particular 

affectation or vice which he was at that moment lashing-7-1 His 

observation was at once acute and comprehensive. He held the mirror up 

not only to human nature in general, in depicting the actions of 

characters affected, virtuous or vicious, but to the society of which he 

was part. In short, while the traditional didactic approach in the arts 

had been to instil virtue by making reference to ideal, unchanging 

principles and notable ancient deeds, Hogarth's was to correct existing 

failings and evils among his contemporaries by the necessarily more 

direct means of satire. It is clear why Swift wished. he and Mister 
I 

Hogarth were acquainted. 22 

The subjects of Historical paintings had for long been derived from 

texts. Ancient fable and history, and the Scriptures, provided a rich 

source of material. The sources of patronage, likewise, were long estab- 

lished, being courtly, aristocratic, and, in certain countries, 

ecclesiastical. Representations, often allegorical, of princes and nobles, 

the conduct of festivals held in their hanour, and - to some extent - the 

decoration of their palaces conformed to patterns established in 

Antiquity, restored and elaborated during the Renaissance, and employing 

a vocabulary familiar to the attendant courtiers, one preserved in such 

works as Ripa's IccnalcSia. Scriptural subject-matter, too, had its 

particular attributes and emblems. 
In the second decade of the eighteenth century; guiding the painter in 

the exercise of "Invention", Jonathan Richardson wrote, 
'The Figures representing any Virtue, Vice, or other Quality, should have such 
Insignia as are authoriz'd by Antiquity, and Custom; or if any be necessarily of 
his Own Invention, his Meaning should be apparent, 123 

It was not simply that custom required the artists' Insignia to be 

legible. However tacitly, he was expected to communicate a meaning itself 
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derived from a similarly "authorized" group of subjects. Full appreciation 

of a History painting depended upon a knowledge of its subject. 
Historical compositions based upon Scripture were accessible to the 

many, those upon the Classics restricted, both in meaning and possession, 
to the few. Biblical stories and characters, such as churchgoers could 

see on painted altarpieces, or occasionally as architectural sculpture, 

were familiar from passages read, or, more likely, sermons heard, and 
thus both subject and significance were apparent to all. Paintings derived 

from Classical sources were equally recognizable as images, but were 

arcane to all but those acquainted with such sources; that is, the 

cultured minority. This knowledge was seen as a particular endowment of 

polished and elegant viewers, as was the ability to appreciate the higher 

reaches of art . 2.4 Burke, discussing one aspect of the panaEcne of 
Painting and Poetry, wrote in his FlUcsopbical EnquirT. 

"Among the common sort of people, I never could perceive that painting had much 
influence on their passions, It is true that the best sorts of painting, as 
well as the best sorts of poetry, are not much understood in that sphere, But it 
is most certain, that their passions are very strongly roused by a fanatic 
preacher, or by the ballads of Chevy-chase, or the children in the wood, and by 
other little popular poems and tales that are current in that rank of life, I do 
not know of any paintings, bad or good, that produce the same effect, " I" 

An identif ication of some kinds of painting with a particular class or, 

still more, with particular interests, is of some importance in tracing 

the development of existing Senr-es and the establishment of new. 

The prestige accorded by precedent ensured the survival of Historical 

themes in narrative paintings, from the decorative schemes commissioned 

at the beginning of the century to the speculative exhibitions mounted 

towards its close. There was another influence upon subject-matter, 
however, one which grew in importance as the century progressed. 
Coleridge was to write, in 1818, 

'After the Revolution, the spirit of the nation became much more commercial 
than it had been before; a learned body, or clerisy, as such, gradually 
disappeared, and literature in general began to be addressed to the common 

1 26 miscellaneous public, 

This common miscellaneous public developed a taste f or visual art too. 

The new demand for narrative paintings was closely associated with taste 

in literature. It is significant that even Historical paintings, regularly 

exhibited in later years, should more often than not be derived from 

texts then available in translation, and that this should hold true of 

subjects chosen from the writings of such foreign authors as Tasso, 

Ariosto and Qervantes, and from the contemporary Sentimental works of. 
Gessner and Marmontel. Nor should the importance of book illustration be 
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overlooked, often the genre in which the most vigorous realisation of 

Historical subject-matter is to be f ound. As eirly as 1697 Tanson, one 

of the London booksellers to profit most spectacularly from the so-called 

"emancipation of the Press" some twenty years previously, had suggested 

to Dryden that he translate the works of Virgil, and had made to sub- 

scribers the shrewd offer of editions embellished with engravings . 27. 

Narrative paintings were not solely derived from the Classics, the 

Bible, or the works of foreign writers then in translation. The "common 

miscellaneous public" was also served the fare provided in the pages of 

novels in English, not a new genre but one which was growing in maturity 

and importance. From these works too illustrations aJd independent 

paintings were drawn, again with the familiar justification of their 

didactic potential. Defoe, for example, claimed, and claimed repeate dly, 

that the "abundance of delightful incidents" in Moll Flanders was applied 

to "virtuous and religious uses", and noted pointedly that similar claims 

had been made for the stage in all ages. 
The resort of this new "commercial" public, at least in London, was the 

Figure 30 pleasure garden at Vauxhall . 213 Even more reminiscent 6f the roams of a 

house than the typical formal garden, its arbours and pavilions were 

decorated with what at first sight are certainly easel paintings, these 

having some similarity to illustrations in popular novels. They may also, 

however, be seen as part of a decorative scheme. 

Paintings necessarily must be considered, at least in part, as 

decoration, a term not invariably frivolous. Reynolds could speak both of 

the painter having "but the humble province of furnishing our apartments 

with elegance", when art is a "mere matter of ornament", and of seeing 

walls "decorated with thought" when it is "addressed to the noblest 

faculties" of the mind. 29 Quite apart from certain plans and painti 
: 
ngs 

specifically intended for certain locations, it seems, from the evidence 

of contemporary catalogues, very likely that many artists had an eye to 

the market so fittingly served by Zucchi and Kauffmann. Chevalier- Andrea 

Casali, for instance, was particularly given to delivering paired 

paintings of Classical subjects, and among various 'limitations of alto- 

relievo" his offering of 1765 is most suggestive: 
"Angelica and Medorus; half length, Bacchus and Ariadne; its companion, 
Angelica and Medorus; smaller, Bacchus and-Ariadne; its companion, " 30 

'The adaptable Casali could, it seems, provide elegance for houses of any 

size. Significant decoration, an the other hand, was of necessity the 

preserve of larger scales, and the natural object of courtly and 

ecclesiastical patronage. For eighteenth- century British artists like 
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William Kent, who painted a Feast of the Gods at Burl,., ngton House, and 
James Thornhill, whose large Historical schemes include the allegorical 
Painted Hall at Greenwich and the series of eight F: -isailie stories from 

the life of St. Paul in Wren's cathedral, the prototypes were Rqnaissance 

works like Raphael's stanze and Baroque examples like Pubens' Marie de 

Medici cycle or his paintings on the ceiling of the Banquet. InS House. 31 

Because he recoSnised that the "arbitrary compacts" of emblematical 
painting did not always bear a rational or logical resemblance to the 

quality supposedly represented, James Barry was later to warn of the 

necessity for the utmost discretion in the use of such a technique, 
fulminating against Ripa's "o. -Ofal of the imagination" and, slightly 
histrionically, lecturing his students, 

'from the confusion occasioned by ill-directed flattery, and the jargon of far- 
fetched and over-refined allegory, the ceiling at Whitehall does acsolutely 
present no subject to the mind of the spectator, Associations of mere local, 
temporary notions are too 

, mutable and evanescent to serve as a durable basis for 
the sustaining of symbols and allegorical personages, N32 

Local and temporary ncticns were to beset Thornhill as he prepared his 

work at Greenwich. 
, 

It has been several times pointed out that he 

'deliberated, fortunately in a sketch with annotations, an the relative 

advantages of an accurate or an allegorical representation of the landing 

of George 1.33 In addition to practical difficulties encountered when 

aiming for accuracy ("it was Night, wcý, to represent would be hard and 

ungracefull in Picture"), and msthetic dilemmas which were to surface 

again in later years ("The King's own dress then not Sracefull, nor enough 

worthy of him to be transmitted to Posterity"), there was the Darticular 

problem of how the picture could be made comprehensive without its also- 
being thought treasonable, or at least offensive; some of the nobles in 

favcur when the landing took place were "out" when it came to be 

commemc3rated. 3+ Suffice it to say that Thornhill first decided to paint 
both people and events not as they had, but as they ought 4. -o have been, 

and eventually rejected this altogether, in favour of a conventionally 

allegorical presentation. 

A realistic depiction of near-contemporary events was chosen for a 

series of wall-paintings, and later for a suite of tapestries, 

commemorating the campaigns of the Duke of MarlborouSh. 35 Commissioned 

by the Churchill family, LaSuerre's designs advance the claims of 
Marlborough against those already made, in similar artistic mode, by 

Louis XIV, who had commande4 Lebrun to prepare a cycle of "The Triumphs 

of Alexander" reflecting glory upon the achievements of the Sun King 
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himself. Later, for good measure, Louis commissioned a secand series 

referring explicitly to these achievements . 36 

Captains and kings were not the only subjects of allegorical decorative 

schemes. David Allan experimented with several versions off a secular plan 
for the decoration of an entire house, in a written account made during 

his years in Italy . 37 In addition to noting such classical subjects as 

-he Judgement of Paris and the Hercules and Omphale, Bacchus and Ariadne, 4. 
Choice of Hercules, a dozen subjects from Homer and a Feast of the Gods, 

this last being appropriately intended for a Dining Room, Allan organised 
the dramatis perscnx of scenes like that intended for an ante-chamber: 

'Peace setting fire to different trophies of war, with one hand, & with the 
other crowning Plenty and industry while in the back ground Minerva is intro- 
ducing the Arts, the four lesser circles are emblematicale representations of 
wisdom, fortitude, prudence & liberality with their atributes", 

A number of scenes are, predictably enough, of a kind whose meaning would 
be particularly dear to an artist: 

'for a Study Minerva introducing the Arts to Munificence, the small circles are 
Painting Sculptur h Architectur I Musick, 

Library 
Truth dictating to Clio, the- Muse of History while Time is destroying monuments 
of Antiquity". 

The last scene, with obvious implication, appears to be_ a personal 

blend of a number of themes both pictorial and literary. In cases where 
Allan was probably envisaging an ideal rather than planning with any 
thought- of a possible location, he - could be more ambitious in assigning 

stories to a setting. Leaving aside a Breakfasting Room decorated with "4 

representation of Aurora, or the morning", there is 
'for an Exhibition Room the different Geni of the polite arts, Apollo rewardg 
Merits, & punishing ignorance, AlexOr giving his Mistress to Apelles, Pygmalion 
falling in love with his statue Venus at his intreaty send Cupid to inspire it 
with life, Minerva instructing Theseus about the building of Athens, Orpheus 
playing the lyre, the Geni in the six small circles represent different Emblems 
of honour, Fame, Peace & plenty Sc, " 

Well-known anecdotes have to a great extent here supplanted emblems, 
representing at first sight and most superficially painting, sculpture, 
architecture and music, but also, and more subtly, forming part of a 
carefully chosen scheme involving patronage and "improvement". the 
imitative and affective powers of art, the necessity for both reason and 
inspiration, and, in a return to convention, the benefits of the arts 

which Allan need only partially list. Although he could hardly have 

known of this scheme, James Barry would have approved of Allan's 

approach, since these stariesý were part of every polite education and, he 
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thought, were "long likely so to continue; as the Greek and Roman 

literature is in no danger of losing its credit". 310 

Towards the end of the century, other subjects were thought suitable 
f or lar 

. 
5e decorative schemes allied to particular architectural settings. 

Scottish history and verse were depicted by Alexander Runciman at 
Penicuik House, Gavin Hamilton executed eight canvases "representing the 

story of Paris and Helen" for the Villa Borghese, and Fuseli dreamt of a 
fusion of Shakespeare and Michelangelo in a group of drawings each com- 

, Figure 31 
bining scenes and characters from a different play with a structure 

Figure 32 reminiscent of the Sistine Chapel. 39 Sh4kespeare was later to be 

consecrated in the ventures. of Boydell and Woodmason, by which time 
Fuseli had created his own Milton Gallery and the Galleries of Macklin 

and Bowyer had enshrined a ccrýpus of subjects which were eventually to 

supplant those drawn from the Classics. 40 
A concentration upon national subject-matter is also seen in Benjamin 

West's monumental series of canvases devoted to the life of Edward III, 

painted between 1787 and 1789 for the Audience Room at Windsor. 

Figure 33 Grandiose and spectacular rather than possessed of any emotional or 
intellectual depth, they clearly cost him "many a patient hour" of 

antiquarian research in what Fuseli contemptuously dismissed as "the 

lumber room of heraldry". 41 'As a cycle it is episodic rather than 

narrative, on the scale of the Rubens Nar-le de Xedici cycle but without 

either the allegorical machinery or the d1an. 

The Edward III cyc le, and the various public galleries of paintings 

around a theme, were composed of large paintings in particular settings. 
The works themselves, or others up6n the sýame subjects, could easily be 

imýgined in quite different places. They represent a middle ground 
between the wall-painting as part of a specific decorative plan, such as 
Hogarth's Biblical scenes of healing and succour at St. Bartbolemew's 
Hospital, and the easel-painting as a picture intended for a kind. off 
public rather than for an individual building. The very word "Gallery" 

meant not only the rooms in which these collections of paintings were 
housed but the collections of engravings made after them, bound together 
in volumes and sold to the "common miscellaneous public". 42 This is not 
to deny that Vest's cycle gains significantly from its setting, not only 
from the size but also from the associations of the Castle. 

One other scheme of this time was even more surely conceived as part 
of a building with very specific associations. -Its origins lay in two 
worthy plans to provide a number of Historical compositions, 
commissioned from the most noted artists of the day, for St. Paul's 
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Cathedral and for the Great Room of the Adelphi, home of the Society of 
Arts, each of these plans being soon abandoned. 43 After having been thus 

doubly frustrated, James Barry, one of six artists to be involved with 
both projects, off ered not only to take on the whole of the latter but to 

do so for no more than the cost of his materials and some other 

necessary expenses. He made sure he was at least allowed the choice of 

subject. It was an appropriate one, given Barry's 'leanings, and was 
perhaps inevitable. Early in 1777 he had determined to "ground the whole 
work upon one idea, viz. Human Culture". 44 

In the event, it was to be more than a decade before Barry considered 
the work finished, or as near completion as would ever be possible, 
though he was sufficiently satisfied by 1783 to permit a public 
exhibition. " After years of labouring on what he saw as the "only means 
of establishing a solid, manly taste for real art" in Britain, he was 
Justifiably incensed at the attention paid to the Handel Commemoration or 
to John Singleton Copley's colossal sideshows, although the verdict of 

capable Judges upon his work was favourable. 46 Because this cycle at the 

Adelphi was indeed what Barry intended it to be, the summit of 

achievement in the Grand Style, and because the competition from the 

popular presentations of Copley, de Loutherbourg and the like is a 

paradigm of the changing balance in public taste, it is more fitting to 

consider A Series cf Pictures, in the Great Room of the Societ7 ý7f Arts 

in the context of British painting as a whole rather than the more 
limited genre of decorative painting. Accordingly, it is necessary to 

trace the development of several kinds of easel-painting practised in the 

eighteenth century, from the works hung at Vauxhall from around 1730 to 

those exhibited at the Royal Academy and elsewhere half a century later. 

'With the re-opening of Vauxhall in 1728, then, began a series of 
exhibitions for the public at large, beyond the intimate circle of a 
patron's friends or the ceremonial one of the court. To Judge by the 
titles and descriptions of pictures to be seen there, of which rather 
more than half may still be identified, a change in emphasis becomes 

apparent towards the middle of the century. 47 The earlier works, largely 
by Hayman and his assistants and in style often reminiscent of 
contemporary book illustrations, decorated the supper boxes and pavilions 
with scenes of boisterous amusement - "The play of leap-frog", "The play 
of blindman's buff", and "sliding on the ice" - and subjects drawn from 
the more sedate recreations offered, by the theatre, songs, and novels, 
including Pamela, Gay's ballad of "Black-ey'd Susan", and two incidents 
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involving Falstaff, one of which was later engraved by Gravelot for 

Hanmer's edition of 1744. * That is, the subjects ýhosen were pitched at a 

popular market. By the mid-1740s, Shakespearean subjects had been 

"translated", and the Prince's Pavilion was adorned with scenes derived 

, Figure 34 from the Bard's "historical plays"., 113 By 1760, two earlier paintings of 

British naval victories were Joined by four more depicting "the glorious 
transactions of the late war", when the ingenious Mr. Hayman and his 

masterly 'pencil were employed yet again to satisfy popular demand. In the 

growing interest in Shakespeare, and in these scenes of triumph, may be 

detected the origins of two tendencies, connected though distinct, in 

British subject-pictures. One was to lead to the Boydell and Macklin 

Galleries and a host of nineteenth-century costume pieces and military 

paintings. From the other grew the debate around Benjamin West's "The 

Death of General Wolfe" and the success of Copley's "Defeat of the 

Floating Batteries at Gibraltar". It was the first move, however modest, 
towards linking national achievements and ambitions - global expansion, 

naval power and military victories - with the ýublic display of easel- 

paintings in celebration.. 
The Vauxhall paintings could be seen by anyone who paid the entrance 

fee. From the mid-1740s any visitor to, the Foundling Hospital could, 

"upon proper application" and free of charge, see those presented by, 

among others, Hayman, Highmare, Ramsay, James Wills and Samuel Wale, 

these artists following the generous example of Hogarth. The Hospital 

became "a place of immense attraction, general resort and rendezvous, for 

people of all classes", who could admire examples of Historical 

composition by British artists, or p6ssibly commission a portrait on the 

strength of the samples astutely provided by Ramsay and Thomas Hudson . 49 

The appropriate theme of children, and- in particular abandoned children, 
from the Bible was taken up in Highmore's "Hagar and Ishpael", Wills's 

illustration of the text uSuffer little children", and paintings by both 
Figure as Hayman and Hcgarth of the discovery of Noses. With the introduction of Pigure 36 

an obelisk, step pyramid and what he imagined was Egyptian statuary to 
his rather voluptuous "Finding of Moses", Hayman made some attempt at 
topographical and antiquarian accuracy, in the manner - of Poussin but 

without the rigour. Hagarth's richly coloured "Moses broug'ht before 
Pharaoh's daughter" conveys the import of the story partly by gesture and 
partly by the forms and structure of the painting. The infant hesitates 
before crossin& the gulf which separates his true people, barefoot and 

simply garbed, from the world of ease aind plenty represented by the 

sumptuous fabrics and rich objets around the princess. Historical the 
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subject-matter may be, but the child's expression might have been studied 
from one of Coram's foundlings, while the princess' gesture is 

appropriated from the world of the Conversation Piece. Those "people of 

all classes" who made the Hospital their r-endezvous would have found 

paintings as accessible of meaning to them as were those at Vauxhall, and 
for similar reasons. The Historical subjects were hardly the stuff of 
ordinary life, but no text was more familiar than the Bible. 

Vauxhall may be considered the first permanent public exhibition of 
contemporary painting in Britain. In 1760 opened the first temporary 

exhibition of this kind in London, one which was to become an annual 
event. Around the same time in Glasgow, the Foulis brothers organised 
open-air exhibitions at their Academy, at which were displayed copies of 
Old Naster paintings made by its students and examples of their own 
original work, all hung around the quadrangle of the Old Callege. 60 

The London exhibition was held under the auspices of the Society for 
the Encouragement of Arts, Manufactures and Commerce, which hoped to 

promote Historical painting by offering premiums for the best works in 

this genr-e. Significantly, two such prizes were also offered for paintings 
based an national history, that is, an the kind of subjects to be f ound in 

Hume's History of England, the six volumes of which had commenced 

publication in 1754, or in The Histar of Scotland during the reign of 
Queen Xary by Hume's friend and fellow Scot Dr. William Robertson. The 

first pýemium was awarded to Robert Pine for "The Surrender of Calais to 
Edward III", a scene of royal magnanimity also depicted by West at 
Windsor and by several other artists in later years. s' 

The exhibition of 1760 was a great and literally popular success, as 
were those held in future. While free admission meant that some visitors 
were discommoded by "the intrusion of persons whose stations and 
educations disqualified them from Judging of statuary or painting, and 
who were made idle and tumultuous by the opportunity of attending a 
show", the principle of regular exhibitions for the work of British 

artists was at last established . 52 When the Royal Academy was founded 
in 1768, there were already three other bodies in London alone engaged in 
the encouragement of the arts, the two most recently formed of which were 
also engaged in holding exhibitions. The Free Society had seceded from 
the more prestigious of these, the Society of Artists, itself a body 
disaffected from the original Society of Arts. 

With George III as "patron, protector and supporter", the Academy was 
dedicated priýnarily to the creation and instruction of a school of 
Historical painters. In an ostensible concern to promote only art of the 
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most prestigious kind, even engravers were excluded from full membership, 

but at least an opportunity to exhibit was denied the swarm of Paper 

Cutters, Hair Workers and, incredibly, Shell Arrangers who thronged the 

other Societies in the 1770s. From the first Presidential address, de- 

livered by Reynolds and later published, there was inculcated in students 

the doctrine-of a hierarchy in the art of painting. Among contemporary 

artists, Gainsborough noted, as he could hardly fail to note, just how 

tenaciously Reynolds held to this principle in his speeches. -He could 

also not fail to note the great chasm between the President's ideal and 

the contemporary reality, not simply in the fact that Reynolds chose 

Portraiture as a course more suited to his own abilities and the taste of 

the times, but in the widespread lack of public enthusiasm for Historical 

painting of which this apostasy was indicative. Upon reading the Fourth. 

Discourse, Gainsborough had observed, "Sir Joshua either forgets, or does 

not chuse to see that his Instruction is all adapted to form the History 

Painter, which he must know there is no call for in this country". 13 

Fuseli's deprecation of the practical cast of mind typical of his adapted 

country is well known, the artist sadly concluding that there was 

"little hope of the Poetical painting finding encouragement in England. The 

people are not prepared for it, Portrait with them is everythi*ng, Their taste 

and feelings all goes in realities, " 54 

Fuseli's last staccatd sentence may well be instructive not only in 

accounting for the constant demand for portraits, but for the success of 

Hogarth's "modern moral subjects" and of pictures recording notable 

contemporary events, to say nothing of its relevance to the works of 

Defoe, Fielding, Richardson and Austen. 

There was also, it appears, littlLa, hope of "Poetical* painting finding a 
home in Scotland. Not long after taking first place in the Conccmo 

Ealestra, Allan lamented his having been obliged to neglect such 
Invention in order simply to survive as a painter. + With the optimism to 

be expected of a pz-ct6g6 of the Foulis brothers, he correlated the 

existence of an academy, established with the object of teaching 

Historical painting, with the diffusion of true taste among the populace 

at large: 

'It is deplorable to think that great Britain in Generall has not sooner begun 
to incourage her young ones in the Study of History the nobles[t] part of 
painting, Sr Joshua Rynolds aims with with his pamphlets or academick discourses 
to corect their tast, this is praiseworthy but a dificult task", 6s 

A correction in taste was long overdue. Half a century had passed since 
Hogarth had deplored the picture dealers' trade of "continually importing 

t Appendix 111, 
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shiploads of dead Christs, holy families, Madonnas, and other dismal dark 

subjects'l. sr- Being supplied with paintings from this quarter, British 

k,. ccnnaisseuzýs had little regard far the work of native artists other than 
in Portraiture, or in the specialist Senres of marine and sporting 

pictures, They might enjoy the charming d6car of Vauxhall and appreciate 
the various paintings in the Foundling Hospital, but few would consider 
having such stuff in their homes. The portraitist and writer Jonathan 
Richardson had, it is true, explained how a portrait, by reminding viewers 
of the deeds of sitters virtuous or vicious, could inspire them to emulate 
or to shun the examples thus set. 67 Notwithstanding this ingenious 

attempt to raise the standing of Portraiture in enlightened estimation, 
for most artists a face-painting depended too much upon faithful copying 
of the particular and mortal, too little upon an approach to a Seneral 
idea, for it to "rank in the highest class". Fuseli can always be relied 
an for a memorable phrase, and - after having specifically excluded 
"characteristic" figures liýe Reynolds' well-known personification of 
Comedy, and moving works like the image of "mental and corporeal strife" 

Figum 37 in one of his portraits of Dr. Johnson - he delivered a choice barrage in 

condemnation of portraits in general. These he saw as Ilt4e remembrancers 

of insignificance, mere human resemblance, in attitude without action, 
feature without meaning, dress without drapery, and situation without 
propriety". 51B 

Not surprisingly, patrons were unconvinced by the argument that mere 
resemblances of their own features were without significance, and the 

native painter was virtually forced to work in this Tenre unless he could 
imitate the classical landscapes 'of Claude Lorrain and Gaspard Pousain, 

as Richard Wilson and John Voollet did, or turn his thoughts to "a still 
more novel mode", as Hcgarth did to escape the drudgery of producing 
Conversation Pieces. His "picturld Morals" suited the prevailing taste 
better than his ill-fated "Sigismunda". Historical paintings which were 
admired when first tried by an impartial test of their merits could still 
be dismissed once the so-called cogncscenti, with small fatigue, carried 
out a second from which there was no appeal. Northcote relates how an 
English milard rebuked his son for suggesting that he might actually buy 
West's "Pylades and Orestes", of which he had Just spoken in high terms: 

"You surely would not have me hang up a modern English picture in my house, 
unless it were a portrait? " r, 9 

- 
There was without doubt same snobbery in such an attitude, or at least a 
concern to do the correct thing an all occasions. Hagarth, in the 
"Tailpiece" he designed in 1761 for the Society of Arts catalogue, had 

I 
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accurately taken the measure of those who came to exhibitions with the 

object of helping one anotýer to "despise the wretched English daubs". 60 

To observe that this practice was injurious to the livelihood of 

British artists and stultifying to their ambitions is accurate but short- 

sighted. James Barry viewed the contemporary situation in a perspective 

which extended beyond the present. Writing to Edmund Burke, his friend 

and patron, from Rome, he declared that the cramming of foreign art, much 

of it of indifferent quality, into England might "hold up an appearance of 

art" there for fifty or sixty years longer. Barry was never one for half 

measures, and he continued: 
'If the legislature was to consider, that the vast number of pictures, &c, which 
we have of the Italians, French, & Flemings, are sufficient to prove what they 
could do in art, it may be now time, (before every crevice is filled) that the. 
trials of our own people should be countenanced, which cannot be the case, if 
importation of art goes on much further, ' 61 

Barry's idealism and high-minded concern for the true ends of art cannot 

be doubted, nor can the importance of the efforts he made an its behalf 

be denied. When earlier in the same letter he is to be found writing of 

"an old picture which they christen in the name of this or that master, 

and which has no other merit but that, as nothing is vi! iible, so nothing 

can be objected to", the dry wit only makes more poignant the depth of 

his feelings. 

In undertaking to write upon Historical painting of the later 

eighteenth century, the critic would do well to heed the advice of 

Reynolds an actually painting History, and not enter too much into detail 

lest an appraisal of the whole be lost in admiration of its many parts. 
Nevertheless, by the same authority, some "circumstances of minuteness", 
in that they will enliven the account and contribute subsidiary interest 

and local colour, cannot wholly be rejected. -2- As it is f or Historical 

painting, so it is for narrative painting in general. 
Firstly, then, from a survey of all artists to exhibit. works, or known 

to have painted, at this time, it is possible to distribute their existent 

and recorded pictures into groups each having a particular feature. Since 

most of the works then exhibited have left only their titles behind, such 

an arrangement is of necessity based an the broadest distinctions. Its 

principal use is to show the proportion,, and hence popularity, of each 
genre in relation to the whole cor-pus, and then, within each genre, to 

allow the most frequently recurring subjects or, more significantly, types 

of subjects to be identified. Following from this, and giving due weight 
to the works of major artists, some typical paintings and important 
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characteristics of the most relevant genres can be selected for closer 

consideration. 
Of paintings exhibited at the Royal Academy and at the two Societies, 

the great majority can '-, initially. be assigned to one of four genres. In 

one or other of these categories pictures exhibited elsewhere, never 

publicly exhibited, or painted earlier in the century, may also find a 

place. Portraiture, by far the largest single grouping, would appear by 
definition to be excluded from a discussion of narrative painting, as 
would Landscape. Yet there are occasions when a painting belonging 

primarily to either of these genres may also be seen as partly belonging 

to another, and some note must be taken of such cases in order to present 
as accurate a survey as possible. 

The two other great divisions might be termed, however crud ely, 
"history" painting and Genre, each of which clearly demands some form of 

narrative. The latter might usefully be further divided, should occasion 
demand, according to subject-matter and intent. A Genre painting of 

peasants may be amusing, sentimental, decorative, instructive or indeed 

documentary. With the introduction of pictorial accounts of contemporary 

events, a concern for precision of feature and location is encountered 

which is not essential to the more typical Genre piece and fancy-picture, 

while portraiture and topographical painting may then even encroach upon 
History. 

To admit of such a possibility may not have occurred to an artist of 
the time. In fact, to class as "historical" subjects as diverse as scenes 
from the Classics, the Bible, British history, national literature and 

contemporary events is anachronistic, as will be seen from further 

investigation of this period. Suffice it to say that while appropriate 
treatment of some of these subjects will approach the Grand Style, it is 

essential to make a distinction between true Historical Composition and 
what has come to be uncritically accepted as "historical" painting. 

For ease of making this distinction, one might appropriate the 
definition of "a story" made by Reynolds in the Fourth Discourse, a 
subject "commonly supplied by the Poet or Historian", while bearing in 

mind that to do so is to use his words out of context and with no regard 
to his full argument. sa Such a process of selection and manipulation is 
normally reprehensible, but may for the moment be defensible in that it 
allows a definition of History closer to the contemporary view to be 
reached. Traditionally, the subjects of istaria had been drawn from "Greek 

and Roman fable and history" and from the Bible, and so Scripture and the 
Classics were the sources of a significant proportion of paintings 
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exhibited in the eighteenth century. Only about one in ter, His'. 

paintings was derived from ancient history. To these established sources 

contemporary interests, reflected in some of the premiums offered by the 

Society of Artists, added British history and literature. The process of 

-her compromise thus in-ttroduced was to have far-reaching effects. Furl. 

developed by those ccritemporary interests, exploited by certain 
influential painters, it would eventually result in a confusion of 

- is worse, of the historical with Historical subject-matter and, what 
functicn of true History painting with that of lesser Senres. It is a 

. CS, -S confusion which- leads Cr4-'. J so to misunderstand thi purpose that an 

opinion that a Ccnversati-cm. Piece, "whenever it is heightened by a solemn 

pathos or an ezotic settinS, passes almost unnoticeably from portraiture 
to 'history painting"', can, pass unchallenged, 64 

The total number of painters who had exhibited at one or more of the 

three major venuýs by 1800 was in excess of a thousand. The total number 

ted works of at of paintings hung can be imagined. Artists ivrho exhibit 
least some narrative content number around four hundred; the total of all 
their pictures of this kind stands at about one thousand, six hundred. GS 

There were exhibited slightly more than six hundred paintings which 

drew upon Scripture or the Classics for their subjects. That is, well over 

a third of all narrative pictures may for the moment be described as 
Historical. Two hundred and forty of these were of Biblical or sacred 

subjects, half as many again were of Classical. While annual statistics 

are easy, if time-consuming, to obtain, it is difficult to draw any but 

the broadest conclusions from them. Thus a fivefold increase in the 

number of both' Biblical and Classical pictures from those shown in the 

1760s to those shown in the 1790s reflects an increase in the number of 

exhibitors rather than a growth of interest in Hist -cry. + Whereas, the 
forty or so Historical paintings -shown at the Societies in the 1760s 

account for almost a half of all nar-rative pictures then seen, the two 
hundred shown at the Academy in the latter period represent only around 
a quarter. The high point of the popularity of Historical subject-matter 

t Figures for Biblical and sacred paintings are distorted by the contributions of Benjamin West, wno 
in the thirty years from the firs'. Royal Academy exhibitions to the turn of 

i 
the century exhibited 

seventy such paintings, "vast batches of figure-concoctions', as Fuseli put it, largely destined for 
his work at Windsor. In the 1790s alone West accounted for a third of all iiftlical pictures 
exhibited, his thirty-four titles representing two-thirds of those by the better-known names, The 
equally prolific Angelica Kaufftann had a similar effect on statistics for Classical subjects, of 
which she exhibited nearly forty, mainly between 1769 and 1781, In the 1770s she and West together 
actually accounted for a quarter of all paintings with-Historical subject-tatter, 
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actually occurred during the f irst decade of the Royal Academy's exist- 

ence, with two hundred paintings then farming nearly two-thirds of all 

narrative paintings shown. During the following decade, when the Free 

Society stopped holding exhibitions and the Society of Artists was more 

often than 'not "withdrawn from public notice", in a field of four hundred 

narrative pictures less than a third were of Historical subjects. 
It is not sufficient to point to this relative decrease in the number of 

such works, such paintings of Biblical and Classical material, as proof of 
the lack of encouragement for History cited earlier in the words of 
Gainsborough, Allan and Fuseli. After all, Gainsborough's observation 
that there was no call far the History painter was made at exactly the 

time that pictures with Historical subject-matter were enjoying a par- 
ticular vogue. The conscientious commentator is faced, sooner or later, 

with the problem of accounting for this apparent contradiction. The 

independent Judgements of a number of artists are clearly at odds with 
the impartial evidence of the catalogues. It is true that portraits 
dominate their pages as they do Ramberg's well-known engravings of the 

Royal Academy exhibitions, but to account for the persistence of several 
hundred Historical subjects a critic must postulate either a remarkably 

swift conversion on the part of the public, or a commendable devotion to 

principle on the part of many artists. The survival of these subjects, 
indeed their predominance among narrative paintings until well into the 

1790s, suggests the former, and it appears that "a considerable number of 

the huge quantity of history paintings produced during these thirty years 
did in fact find private purchasers". r, 16 

Thus these painters were encouraged to continue with Historical 

subject-matter. The disappointment expressed by Allan and Fuseli may 
therefore initially seem to be groundless, given that modern British 

paintings, whether portraits or no, could at last be seen an British walls. 
That it was a Justified grievance will be apparent, once a more searching 
survey of the kind of paintings actually exhibited has been undertaken. 

It is, in fact, easier to understand why these artists should hold this 

view than it is to account precisely for the change in public attitude 
since the 1760s. Among the visitors to exhibitions there must have been 

many who wished to follow fashion, or to demonstrate their virtu, by 

owning a History painting, and yet could not afford a smoky foreign 
import. Perhaps demand for these simply outstripped supply, an expression 
familiar in commercial contexts. Royal patronage of Benjamin West may 

also have had. an indirect effect, and Poussin-sized Histories may in any 

case have been found suitable for furnishing reams with elegance, and 
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more congenial to the average painter than the canvases demanded by the 

life-sized figures of Gavin Hamilton. 

There is a great difference between innumerable representations of 

Flora, Hebe or Venus and a painting such as "Andromache weeping over the 

dead body of Hector", the first of Hamilton's Homeric subjects to be 

exhibited in. Landon, as early as 1762. Quite apart from the style and 

emotional content of particular paintings, the narrative in such 
depictions of deities or immortals is often of the slightest, while that 

in Hamilton's painting is of major importance. It was enough that a 

pretty youth in modest drapery be shown holding an antique cup f or a 

general identification with Hebe or Ganymede to be made, but Decorum 

demanded-that each individual in a scene from the M. 2d be represented, 

in appearance, action and expression, "as one should suppose tl2ey Would,. 

or Ought to be". 67 

It is but a short step from ostensibly Historical subjects like these 

conventional personifications to paintings reflecting the contemporary 

vogue for portraits of a sitter "in the character of" some such deity 

or Classical f igure, a mode with respectable artistic precedents and 

some ingenious justifications. No doubt some of these guises were 

appropriate - one thinks immediately of Reynolds' "Kitty Fisher as 

Cleopatra", and may be indulgent towards amateur musicians who wished to 

be remembered as so many Saint Cxcilias - but most seem to have been no 

more than a fashionable dressing-up, comparable to the practice of having 

a portrait painted in Van Dyck costume or in the even more exotic, indeed 

outlandish garb of a Hungarian husýar. The instruction "vide. 1. Aneid of 

Virgil" appended to Ilk lady in the character of Venus" by Beechey is not 

convincing in its presumptuous yoking of the ideal and timeless to the 

personal and mortal. Similarly, Cosway's "Wisdom, Prudence and Valaur 

arming St. George", the Prince of Wales taking ýhe part of the saint, drew 

from Walpole the ambiguous comment "very unlike". '-, " Identical in kind but 

not so presumptuous in their claims are the myriad portraits identifying 

sitters with characters from popular navels, which with a host of 
theatrical portraits may briefly be noted here. About f ifty painters of 
the eighteenth century, including Hagarth and Reynolds, 'practised the 

Figure 38 latter 8enre at one time or another, frequently depicting players as 
Figure 39 though actually in performance. The most prolific of all was Samuel de 

Wilde, but Zoffany's, with a number of portraits of Garrick, is the name 

chiefly associated with theatrical.. Daintings. 
The less prevalent vogue -*of- "historical landscapes" offers an 

interesting parallel with "fancy portraits" of supposedly Classical 

Wýw 
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subjects. Reynolds' strictures upon Richard Wilson's "Large landskip with 
the story of Niobe" are well known, and centre on the observation that 

the setting was "by no means prepared" to receive ideal beings. According 

to Reynolds, Wilson's "landskips were in reality too near common nature 
to admit supernatural objects". 69 It might be pertinently urged that even 

when Reynolds' own -sitters play the parts of Diana, Euphrosyne, Saint 

Caecilia or Cleopatra their features and attitudes are more suggestive of 

polite society in 'contemporary Bath or London than of an ideal conception 

of Mount Olympos or the ancient world. Nevertheless, patrons were by all 

means prepared to receive such identities. They nay also have been 

prepared to buy examples of "historical landscape" as a means of slightly 

observing the priority of History while enjoying possession of more 

popular modes. Wilson himself painted several other landscapes with 
Historical figures and stories, which proved popular as prints. 70 Sandby, 

Hodges, Cozens and even "Athenian" Stuart all made excursions into this 

genre, while among minor artists Jared Leigh and John Bond adapted their 

usual sea studies and landscapes by introducing Biblical episodes, the 

stories of the Good Samaritan and Samson and the lion. British literature 

was soon found to answerequally well, and the landscapist J. C. Nattes 

made an interesting appeal to its associations in his Royal Academy 

exhibit of 1788, a "View from Nature of the Brook of Valombrosa, 

immortalised by Milton in his Paradise Lost" . 71 

. 
Of a, kind with the tame and domestic classicism generally offered by 

"historical portraits" or delicate deities, and by landscapes in which 
History plays a very subordinate r6le, are those blends of classical and 

pastoral in which appear swarms of Cupids and bacchantes, or bevies of 

nymphs reposing, bathing or adjusting their draperies and sandals, though 

in one memorable instance a nymph evades a satyr with the slightly 

suspect assistance of yet another Cupid . 72 Among paintings of more truly 

narrative content, one last distinction, and a major distinction, must be 

introduced. Again, it is possible to do this by relying initially upon 
subject-matter alone. 

As Reynolds distinguished two styles in History painting, the Grand and 
the splendid or ornamental, so paintings which are of classical subjects 
and feature narrative may be considered either decorative or didactic. 73 
Rigaud's exhibit of 1773, for example, "Cupid sharpening his arrows, and 
Psyche sleeping at some distance", suggests the elegance of a boudoir, as 
does "Calypso receiving Telemachus and Mentor in the Grotto", at least 

when the artist is known to be William Hamilton . 74 Hamilton's other 
classical subject of 1791, "Aneas communicating to Dido the necessity of 
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his derarture from Car-ýhage", `_, cuF! i worthy of treal: men, ý in a grand 

-J that sentimental a; Dýcroach so conge a! 'a manner, is again cazable of -11 

this artist and to the public at large. The popularity a, - a subject such 

as Cornelia the Roman mother displaying her children as her only Jewels 

suggests that it struck a particularly responsive chard amons viewers, U 

sensibilities, -76 In short, these and other stories could - 1--: ie "historical 

landscapes" - comfortably be adapted to the decora-tic-n of a laouse, 

set-z'ling in as charmingly as the latest family portraits in the 

characters of Hebe, of Cu-, )id and Psyche, of T saac and Rebec_-a, or even of 

a Madonna and Child. -76 

In contrast to these sentimental ada7ptations, ,, some sub-'acts demaniing 

treatment more heroic, or offering instruction some'-now less cicying, were 

chosen. "Seneca going to the bath" is wcrth any amount of splashing- 

nvmph, s. '-, It is not hard to imagine the dramatic and didactic 

Possibilities of stories such as "Hectcr challenging the Greeks to single 

combat", "The Continence of Scipio", "The Landing of Agrippina wiý, h the 

ashes of Germanicus", or "The retreat of the Greeks with the body of 

Patroclus". " The austerity of Dioggenes proved popular in the 1770s, four 

artists then depicting him either throwing his cup from him or rebuffing 

Alexander. "I 

Yet caution must be urged in equating a subject's po, lential with an 

artist's performance. Titles can be misleading. Dcwnman's Royal Academy 

exhibit of 1782 seems vromising, but "The return of Orestes vide Electra 

of Scphocles" turns out to be no more than a theatrica_ý group T) ar tr a 

accurately recording the gestures and very mortal visages of the cast, Figure 40 0 

and reflecting the contemporary interest in suitable, if hardly exact 

costume and setting. P-O Horace Wal-pole found a ý. cture of "Andromache 

sacrificing to the mem=7 of Hector" '-a be "very pretty", a response by 

both painter and critic only slightiv less incongruous 1 an Zsh us in uc 

subjects as designs for fans, as did both Bartclozzi and Wes-r. a' In such 

" climate the delightfully amb;. gucus "A-pollcl fleaing Mar: ius", in reality 

" casti, 3ation of would-be artists pretending to capabilities beyond them, 

was at least partly apprcýpriate in its implicit defence of correct 

standards. 92- Most Painters simply did not aspire to the Grand Style at 

all, the Classics for them representing no more than a convenient and 

4 
inexhaustible store of fanciful situations and fabulous characters, to be 

captured in "cabinet" pictures, to fill a space in a landscape, to have 

their greatness traves t4 ed in a "fancy portrait" or, by half a dozen 

amateu. rs, to be "worked" in human hair. A subject worthy of Jacques-Louis 

David, "Leonidas leaving his family, going to Thermopylx to oppose 
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Xerxes", which ought to convey the heroic resolve and altruism of the 
king buying time for Greece by stemming invasion, could more probably 
degenerate into a sentimental leave-taking reminiscent of a cottage scene 
by George Morland. 93 The repetitive charm and facility of Kauffmann in 

particular offers an unassuming and nostalgic imagining of things past, a 
vision which-was part of the fashion of her times but which had nothing 
to do with the metier of Historical painter. 

Here then lies the reason far Gainsborough's acute perception that 
there was no call for this kind of painter. It is not enough that artists 
follow in well-worn Classical paths, perhaps with calculating eyes on the 
decorative market, for them to be considered History painters. Reynolds 
had stressed the necessity of captivating the imagination rather than 
gratifying the senses, of endeavouring to improve Mankind by the grandeur 
of ideas expressed in works of art . 84 A rigorous definition of what truly 
constitutes a Historical painting would exclude all but a hand; ul of the 

apparently Historical canvases seen in the eighteenth c4ntury * 
It may be observed that Fuseli spoke not of Historical, but of 

"Pbetical" painting. Whatever may be urged against too close an 
identification of the Sister Arts, it must be allowed that, his description 

is both expressive and economical. It might be advantageous to adopt it, 

and thus always be conscious of the importance of an elevating address 
to the mind, rather than have- continually to insist on a differentiation 

of true Historical painting from the mere illustration of scenes 

mythological, Classical, Biblical or historical. This distinction must be 

made in order fully to evaluate contemporary developments in such 
painting, and is. a distinction forced upon the critic by the effects' of 
those same developments. 

Before turning to other Senres, which may be more summarily scanned 
than History, and having decided the kind of paintings which cannot 
legitimately -be classed as ý Historical, it remains briefly to record that 
some paintings then exhibited and still known may indeed be considered 
Fcetical. 11 They deal with subjects and themes of general significance 
in a manner consciously elevated. The "usual course of reading" made the 
Iliad generally familiar to those of culture throughout Europe, ' and Gavin 
Hamilton's Homeric paintings became as widely known through the 

Figure 41 distribution of prints. 13's The full series of six huge canvases peopled Figure 42 by figures of heroic dimensions presents a drama of the cause and 
results of the anger of Achilles. In contrast to the frequent brutality 
of the epic text, Hamilton's interpretation is one of Neoclassical' 

Figure 43 restraint, with the crucial exception of the scene of Achilles wreaking 
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Figure 43 vengeance upon Hector. Three scenes from the series were exhibited 
between 1762 and 1770.187 

In 1788 Reynolds exhibited his "The Infant Hercules strangling the 

serpents", a subject chosen by himself for a commission given by 

Catherine the Great. 88 It was much admired for its conception, colouring 

and design and, although the huge canvas is rather crowded with dis- 

tracting incidentals such as Reynolds himself theoretically disparaged, "it 

is his most significant venture into the sublime of History. According 

to his own account, the I'valear dlHarcules encor-e enfant" suggested the 

future might of the burgeoning Russian empire. 89 
_ 

Colossal size alone was not a prerequisite of a History painting, 

worthy "exertion of mind" being the- only circumstance that truly ennobled 

art. With his Royal Academy exhibit of 1779, "The Vestals attending the 

. Figure 67 Sacred Fire", restrained in appearance and muted in colour, David Allan 

depicted an unusual subject with the intention of making- allusion to his 

own times. On a smaller scale than these works by Reynolds and Hamilton, 

it lacks the power of the one or the Baroque splendour of the other, but 

depends for its explication upon pictorial form. rather than, as was more 

usual, literary allusions. 90 

Figure 44 James Barry's "The Education of Achilles", of a more modest size than 

is typical of the artist's work, equally demonstrates that hyperbole is 

not necessary to the Grand Style. Even without a-knowledge of mythology, 

a viewer could grasp the essence of the situation, and respond to the 

aura of complete stillness perfectly captured. Thus the youthful Achilles, 

presented in classical profile and attending to the words of Chiron, is 

reminded of his javelin as he istills the. chords of his lyre, silence fall- 

ing on the little sunlit glade. The arts of war and peace are held in 

momentary balance, the shadow of the centaur's pointing hand falling 

across the inscription on a herm and indicating the golden-haired hero. 

Upon closer inspection, and with a knowledge of "fable and history", 

subsidiary details are picked out and contribute to the meaning. The in- 
fant Hercules appears on Achilles' shield, like that described in the 

111ad also "the work and present of celestial hands", and a geometrical 
design has been scratched in the ground, with the lyre a reminder of 
Greek education as Hercules is of precocious heroism. With this greater 
knowledge, these details gradually coalesce in a richly woven web of 
allusion. The shield, for example, does not only recall one of Chiron's 

many former disciples, but warns of the Jealousy of the gods. Hercules 

successfully strangled serpents sent by Hera, but Achilles was laid low 

at the Scman Gate when Apollo aided Paris. Thus the shadow of Chiron's 
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painting f inger - the natural consequence of his having indicated the 

Javelin - presages his pupil's early and violent death. The "haunting, 

dream-like quality" of the painting does not only sensitively evoke the 

world of Greek Sods and heroes, it combines with this and other re- 

minders in creating that sense of inevitability, of destiny, which informs 

the greatest tragedies. 91 None of these details, of course, detracts from 

the grander conception of the picture. Nor does the means by which 
Achilles' one physical weakness is subtly emphasised, as the fateful heel 

is protectively shielded from sight. Thus learned allusion, emotion, 

sympathy, and the portrayal of ideal beauty are harmoniously combined in 

Barry's truly poetic painting. 

As ancient literature had been the traditional source of istcria, so 

modern was to become the source of much painting in later years. The 

works of Shakespeare had early suggested material for paintings as well 

as book illustrations, and in the last forty years of the century some 

two hundred pictures based upon his plays were exhibited, the work of 

almost a hundred artists who most often chose their subjects from 

Xacbeth and from the "Histories". 92 The Boydell venture brought another 

ten artists to this total, and doubled the number of paintings. These 

additions, for obvious reasons, were more evenly distributed throughout 

the canon. 
Paintings, excluding theatrical and other literary portraits, based upon 

all other British literature number almost two hundred and fifty, with 

Milton, Thomson, Dryden, Spenser and, naturally, "Ossian" accounting for 

more than half Faradise Lost was clearly seen as the rightful source 

of the Sublime Burke had more often than not selected Miltonic passages 

for the illustration of points in his Enquir-y - and titles like "Satan 

rising from the regions of Chaos", "Fall of the Angels", and "Satan 

awaking in the burning lake" are representative, although Adam and Eve 

were painted on a number of occasions and John Paxton, late of the Foulis 

Academy, and perhaps bearing witness to that fondness for religious 
debate typical of his countrymen, exhibited two scenes from Samson 

Agonistes, in 1766 and 1772.94 Hogarth had based a striking painting 

upon Faradise Lost earlier in the century, and both Fuseli and Barry 

were ambitious of seeing Galleries devoted to Milton by its end. 9s The 

first of Barry's paintings to be exhibited in Britain was the "The 

temptation of Adam" which figures prominently in Brandoin's print of the 

Royal Academy exhibition of 1771. 

Vith Shakespeare, Milton is an appropriate source for Poetical painting 
which does not depend upon the traditional subjects of Istox-ia. That only 
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these Historical subjects are worthy of treatment in the Grand Xanner is 

a heresy which none would be foolish enough to propose. A work truly 

great, at least according to contemporary theory, is so for all ages. 
Caution is therefore required in deciding the real merit of a 

contemporary work of art, whether of literature or of painting, when its 

success may lie in its appeal to the fashion of the day rather than in 
its address to the taste of all time, a taste which was thought to 
discern those "certain and regular causes by which the imagination and 
passions of men are affected". 9r- The real substance of taste being "fixed 

and established in the nature of things", then "what has pleased, and 
continues to please, is likely to please again" . 97 Macpherson's studied 
reworkings of ancient Gaelic verses, for example, were enormously popular 
in their day, with the blind Irish harper being ranked with Homer, but 
the fashion, though not short-lived, did not last for ever. 

The gentler works of James Thomson could nevertheless occasionally 
provide violent subject-matter, as in the terrific description of a pack 

of ravenous wolves in Wintar, or the incident from the storm in Summe-r 

when Amelia is struck dead by lightning whilst standing beside Celadon. 

Thomson asks rhetorically, 
"But who can paint the lover, as he stood 
Pierced by severe amazement", 

Several artists thought they might try, among them David Allan, John 

Downman and Villiam Villiams, whose -version of 1778 devotes more 

attention to the scenery and storm than to the passions, as does a small 

Fig- 4S oil painted by John Howes some twenty years later-98 More pastoral 

episodes were generally chosen from Thomson's most famous work, that 

involving Musidora being a particular favourite. She, Diana-like, is seen 
by Damon as she goes to bathe in a hoarse-murmuring and refreshing 
stream. Upon learning of his presence, although the "discreet" youth has 
fled, 

"As if to marble struck, devoid of sense, 
A stupid moment motionless she stood,, 
So stands the Statue that enchants the world; 
So, bending, tries to veil the matchless boast, 
The mingled beauties of exulting Greece, " 

Musidara is less a modern Susanna or Artemis than a naturalised Venus de 
Medicis. 99 

The works of Thomson, Milton, Spenser and Shakespeare apart, British 
literature, to Judge largely from the annual catalogues, was chosen almost 
exclusively by minor artists, and a truly astonishing variety of authors 
was covered. All the major names of the eighteenth century, including 
Johnson, offered some attractions, as did such ephemerally popular 
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writers as Xr. Fosbrook, Miss More and one Joe Thomson. Less quickly for- 

gotten, but clearly' more highly regarded in their `own times than in later, 

were authors like Shenstone, Xalloch, Mason and Henry Mackenzie. 

British history, although its depiction was encouraged by the offer of 

Premiums from the Society of Arts, was far less frequently chosen by 

artists than History, British literature or Genre. Despite the great 

contemporary interest in written accounts and antiquarian research, the 

steadily increasing number of pictures of this kind exhibited, -often, it 

is true, by major artists, had still barely passed one hundred by the end 

of the century. To this total may be added thýrty or so canvases derived 

from Shakespeare's "Histories", in that they reflect the same interests 

and often draw upon the same sources. 1110 

The huge increase in the quantity of Genre pieces shown from the late 

1780s onwards can partly be attributed to the larger number of 

exhibitors, partly to certain artists who specialised in this field. 

Wheatley sent a dozen such pictures in the 1780s, and more than twenty 

, Figure 46 
in the following decade, accompanied by The Itinerant Trades of London, 

Figure 41 In tl2irteen engravings. Westall, Northcote and George Mcrland among them 

contributed about fifty Genre pieces during the same period. Of the host 

of. more minor paInters, William Bigg exhibited nothing else but Genre at 

the 11 Foyal Academy, though he sent a classical work to the Free Society in 

1782. His works range from the innocent and conventional to the. maudlin, 

Figure 48 from "A cottage girl shelling peas" to "Favourite chickens going to 

market", but he could choose more emotive subjects such as "A stormy 

night, the wife waiting the return of her husband". 

Some artists specialised in a particular area of Genre, if sporting and 

naval pictures may be considered of. this class. The latter, with its 

precision of detail, predilection far high drama and frequent choice of 

contemporary incident anticipated, and anticipated from the previous 

century, some significant developments in the later painting of notable 

events. "" Since many of those who bought theseý paintings were formerly 

of the sea - and at least one practitioner, a Lieutenant Yates, was both 

artist and sailor - they were as desirous of accuracy in the depiction of 

things they knew as were the cognoscenti for successful, or at least can- 

ventinnal Imitation of human action and delineation of character. 

According to a Liber Nauticus of 1805, written by two naval painters of 

the previous century, not only should the artist be familiar with the 

external appearance of hull, masts, yards and sails, "he should likewise 

be acquainted with Seamanship". ' c12 No departure from vulgar and*'strict 

truth was allowed, it seems, for one painting, though excellent in parts, 
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was not pronounced perf ect until certain sea-changes had been made; "the 

jib should be eased a third an the jib boom - it will look more shipshape 

in blowing weather". 103 The drama of "blowing weather", heavy seas and 

. FIrWV 49 shipwreck was a recurrent theme, its being so consistently popular hardly 

FIFUrt 50 as uunaccountable" as has been thought. '" Although Burke refuted the 

assumption that personal immunity from danger perceived or represented 

was in itself sufficient to cause "delight", few of his contemporaries were 

so analytical, and most would have accepted Addison's view: 
"When we look on such hideous objects, we are not a litle pleased to think we are 

in no danger of them, We consider them at the same time dreadful and harmless; 
so that the more frightful appearance they make, the greater is the pleasure we 
receive from the sense of our own safety, ' 106 

Especially when considered in relation to the theme of shipwreck, the 

passage echoes the famous opening lines from the second book of De Re-ru-M 

Natur-a, and may be taken as a description of one certain cause uby which 

the imagination and passions of men are affected", if hardly the sort of 

cause Reynolds had in nind. 1116 

The variety of subjects exhibited by Bigg can be matched in the work 

of other Genre painters of the time, the unduly piteous strain of his 

unfortunate "chickens" being sounded again in Richard Livesay's "Cottage 

girls finding their favourite lamb killed by lightning". The cottage, indeed 

the country as a whole, as depicted in ty]Rical Genre scenes, offered a 

vicarious retreat into mori pleasant surroundings for the mercantile 

classes of the rapidly growing industrial towns. Titles such as "The 

pensive shepherd". "Cottage felicity", "The Sentimental Shepherdu and "Rural 

Innocence" are revealing. If rural poverty - such as was occasioned by the 

realities of enclosure and the introduction of new machinery - ever does 

obtrude, it is in the world of these pictures instantly "relieved". Among 

Bigg's first exhibits was "A lady and her' children relieving a 
distressed cottager". Members of the gentry - never averse to "fancy 

portraits" - were particularly fond of being represented as thus 

bountiful, in paintings like Beechey's "Portrait of children relieving a 
beggar bay - Sir J. Ford's children", or Bigg's later "The benevolent 

heir restoring an old cottager, confined for debt, to his family". In 1789, 

significantly enough, was exhibited "A nobleman relieving poor, with a 

view of Portland Road Turnpike", a scene combining the themes of charity 

and "Improvement". Wheatley's "Mr. Howard offering relief to prisoners" 

remains a well-known reflection of a widespread humanitarian interest, and 
Penny's "The Marquis of Granby relieving a distressed soldier and his 

Firum 51 family" also enjoyed great popularity in its day. 107 The kind of Genre 

particularly approved by Diderot and practised by Greuze clearly had 
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its adherents across the English Channel, though whether the object were 

didactic or self-congratulatory is debateable. 

The view given of distant climes and their inhabitants was often 

equally. tailored to contemporary expectations. Certain artists - John 

Webber RA, who accompanied Cook on his last voyage, Arthur Devis the 

younger, and -one William Parker - did, paint scenes of largely unknown 

lands primarily with documentary- inteni, while Hodges romantically evoked 

a tropical idyll, but others chose to emphasise the dangers consequent 

upon exploration, Henry Singleton's "A settler-in the interior of America 

attacked by the natives" sufficiently indicating the tone. ',, *' The violent 
death of Cook himself presented artists with an event calculated to 

satisfy popular demand for pictorial drama, one with the added advantage 

of_ the victim's being a British naval hero, and Hodges, who had himself 

previously sailed with Cook, painted a version soon after the attack in 

"O-why-hee". George Carter showed a spirited but ungainly account, on a 

large scale, in 1781, two more artists followed suit in 1784, and Zoffany 

worked an a canvas, replete with motifs drawn from classical statuary, 

several years later. 109 That a demand for such exciting scenes was in 

itself long established can be substantiated by, for exampl4, the evidence 

of all those scenes of sea battles and shipwreck, or of broadsheets 

recording in moralising words and crude illustrations the deeds of 

criminals. 10 That Benjamin West's picture of "The death of General 

Wolfe" played a major part in establishing a new means of satisfying it 

has never been disputed. 

I 
West's "Death of Wolfe" has attracted much comment and a number of 

influential opinions. "' The main points of his intent ions and the 

painting's history and effect are sufficiently well known to require no 

more than the barest account, but some assumptions seem to demand deeper 

questioning. Both the painting, exhibited at the Royal Academy in 1771, 

Figure 52 and the engraving after it enjoyed much contemporary fame, this depiction 

of an officer's death in the field being specifically recognised as 

standard for at least twenty years, its influence being felt throughout 
the following century. ' 12 Galt's full and fulsome account of how Reynolds 

admitted West's "historical picture" would "occasion a revolution in t" he 

art" is suspect, given that Reynolds held that a History painting should 
be of a subject "familiar and interesting ... without being degraded by 

the vulgarism of ordinary life in any country", and should be executed in 

a manner which does not call attention from a central idea towards "min- 

ute peculiarities of dress, furniture, or scene of action". "' In this same 
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Discourse, the fourth, actually delivered at the end of 1771, he also 

painted out that clothes which were familiar were accompanied by "ideas 

of meanness". ' 14 West, far his part, specifically stressed his own 

concern far historical accuracy in such matters. Reynolds may well, an 
the other hand, have foreseen that "this picture [would] not only become 

one of the most popular, but occasion a revolution in the art", an art not 
that of the Histcr-: 7 painter. As has been pointed out, for Reynolds and 

others to consider a painting, play or novel "popular" was qualified 

praise indeed. IIý, Being so successful in gauging aristocratic taste in 

his own profession of portraitist, he could equally well recagnise the 

popular demand which West aimed at satisfying. He ended the Fourth 
Discourse with a warning that the applause of contemporary "fashion" 

might be bought at the expense of neglect by enduring taste, and was even 
more specific in the following year. In his fifth presidential address, 
he again warned artists to choose carefully the type of viewer whom they 

endeavoured to please, and concluded: 
"I mention this, because our Exhibitions, while they produce such admirable 
effects by nourishing emulation and calling out genius, have also a mischievous 
tendency, by seducing the Painter to an ambition of pleasing indiscriminately 
the mixed multitude of people who resort to them. ' 116 

It has been suggested that West, anticipating academic opposition to his 

having represented a scene of heroism, an uncommon occurpance, in familiar 

dress, deliberately emphasised the exotic associations a. ' distant lands, 

presumably as a means of transferring from the setting to the subject 
that sense of the extraordinary which ought to be inherent in the whole 

of an epic work: 

.. *"In West's picture this sense of the marvellous is preserved, The figure of 
an American Indian is prominently placed opposite-the dying hero, He fulfils the 
function of a Ire 

* poussoir' and by leading the imagination into a distant land, 
effectively offsets the sýock. of seeing the hero die in a modern uniform, ' 117 

It is at least questionable if there were any such shock inherent in the 
depiction of a corpse in contemporary uniform, since viewers had long 
been accustomed to seeing battle-pictures in which the participants, 
naturally enough, wore correct dress. 119 The various exhibitions had 
themselves witnessed a number of such scenes. In 1762 "Blarney" Thompson 
sent "A wounded officer supported from the field of battle at Minden; half 
length"i and about the same time Wootton, who never exhibited, painted a 
picture showing George II at Dettingen. As was common with such 
commemorative paintings, and as had been painted an the walls at 
Marlborough House, the king, mounted like Marcus Aurelius an a fine grey 
charger and attended by his aides, gazes from the canvas with an air of 
stern resolve, while in the middle ground a French advance founders 
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bef ore the volleys delivered by steady ranks of redcoats supported by the 

massed British artillery. I 19 
The death of Wolfe at the taking of Quebec had already inspired 

paintings by Romney and Edward Penny, exhibited in 1763 and 1764 res- 
pectively. In fact, the general "notoriety" of the event would seem 
logically to negate any "offsetting" effect the presence of the Cherokee 

chieftain might have had. Since a knowledge of the event itself was, as- 
Reynolds observed though in a different context, "sufficiently general" 
for it to strike powerfully upon "the publick sympathy". then, to a 
contemporary audience, the setting was surely already known, an essential 
part of that knowledge. '--O West was not hoping thus to distance the 

scene -a battle at Quebec is as real as one at Minden - but simply to 

add more local colour to his convincing band of mourners, an assembly 
apparently comprehensive but actually imaginary. '22' Were it not for his 

primitive stoicism, Necha might be described as a "weeper". 
Nevertheless, the argument is advanced that by including this Red Man 

West was, seemingly "instinctively", employing the device by which Racine 
had justified his having dramatised a near-contemporary event. In his 

preface to Bajazzet, it is shown, the French playwright had written: 
'Tragic personages should be regarded in a different light from týat in which we regard 
those whom we have seen close at hand ... Distance of country compensates in some sort 
for nearness of time: for people do not distinguish between that which is, if I may venture 
to say so, a thousand years, and that which is a thousand miles away from them " 122 

So much 
, 

is certainly so. Racine, however, continues with his reasoning 
for four more sentences, sentences essential to the argument be intended 
to advance. Because his own French audience had so little contact with 

princes and others of the ser-all, persons of mores and customs quite 
different from their own, these characters could for all artistic purposes 
be regarded as actually belonging to a different time. The crucial sen- 
tence is not that pointing out mere physical or geographical distance, 
but that emphasising cultural; "on les r-egar-de de bonne beur-e comme 
anciens". 123 A great part of the popular- success of West's picture, a 
success depending little upon recognition of his calculated introduction 
of Lebrun's Passions and allusion to Deposition types, surely lay in the 
knowledge that the hero, however distant the setting, was an English 
officer. It is little wonder that Woollet's print was so profitable in a 
market which, in pictures as in stories, demonstrated again and again its 
preference for reminders of its own present, its own society, and what it 
regarded as its own military successes. 

It was thýs fact and what it implied, rather than the perennial 
distractions of contemporary uniform ver-sus classical drapery, and 
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accurate recounting as opposed to a sentimental group portrait, that 

would have caused Reynolds dismay. For the poptilar market, the "capital 

subjects" of istcr-ia held little attraction when compared to exciting 

events from national history and, especially with the advent of the 

French Revolutionary Wars, contemporary feats of arms. There could be no 

objection to-honouring modern heroes as well as ancient - West himself 

suggested Epaminandas as a suitable pendant to Wolfe, and the 

commemoration of Rev 
, 
olutionary heroes and martyrs produced, in France, 

some of the most enduring images of the time - but the danger inherent 

in such pictures, at such a time, was twofold. Firstly, the ostensible 
desire to honour could, instead of a concern to praise the famous of all 
ages, become a convenient justification for innumerable and repetitive 
pageants of spectacular and stirring historical events. Secondly, and 
building upon this justification, lesser artists desirous of immediate 

popular fame could arrogate for their purposes pictorial devices from 
History painting. 

The vocabulary of gesture, expression and even composition which 

properly belonged to the Invention of Historical subjects would certainly 

make the pictorial effect of these modern scenes more stziking. Reynolds 

had been doing the same thing in his own so-called "Historical 

portraits", aimed at a rather different class of patron but, for all his 

protestations about raising and improving each of these subjects by 

"approaching it to a general ideal', seldom with any truly moral 
justification, as opposed to pictorial or decorative reasons. ' 2+ Mere 

effect ought not to be all. The pictorial language of the Grand Style was 

worthy of its themes and equal to their expression. While the "simplicity 

of the antique air and attitude" may well be ridiculous when. joined to a 
figure in modern dress, the eloquence of the Grand Manner is Certainly so 
when brought to a scene which is not part of a literary, fabulous, or 
dramatic contrivance. ' 2-s These scenes, scenes of artifice rather than of 
reality and thus aesthetically distanced from the mundane, are truly pre- 
pared to receive this elevated style, are, in fact, its proper locus. 

Vest's innovation, the yoking of the Grand Manner to the avowedly con- 
temporary, is essentially vulgar. It is significant that he thought the 
to only reason for adopting the Greek and Roman dresses, is the picturesque 
forms of which the drapery is susceptible", and clearly never once con- 
sidered how incongruous and presumptuous was his passing off as History 

what was in concept either a battle-picture or a Conversation Piece, 
whether or no it were "heightened byasolemn pathos or an exotic set- 
ting". 12'- Leaving aside any detailed account of the disparity between his 
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pious devotion to "all the truth and propriety of the subject" with. regard 
to clothing, and his cavalier attitude to Decorum when he included a roll- 

call of senior officers who were not then present, as he must have known 

had he, like James Barry, actually made himself master of the facts "as 

delivered b7 Historians, or otherwise", it remains still to deprecate the 

fact that Vest's influential position was crucial in showing how an 

opportunist painter, accurately -predicting or diligently following popular 
demand, and perhaps equally superficial, could offer inappropriately 
"elevated" depictions of widely accessible themes and subjects, generally 
with no real purpose but that of gratifying the sight and attracting buy- 

ers. 127 Vest's picture "The Death of General Valfe", at the same time as 
it purported to be an accurate depiction of a real event, used the Pcetic 

'devices of that Grand Style the means of supplanting which it provided. 
Not that this "revolution in the art" was as rapid as has often been 

assumed. There was no sudden "proliferation of scenes from contemporary 
history". 1213 Only a handful of scenes based an events of the day which 

were both "dramatic" or spectacular and of much significance can be 

011 
counted in the thirty years or so after the exhibition of West's painting, 

Fig- 53-Z that is, until the end of the century. There were Wheatley's "Riot in 

Broad Street" and a couple of his Irish scenes, the various paintings of 
the death of Captain Cook, Trumbull's American set pieces, several vast 

scenes of military carnage by Philippe de Loutherbourg, and even "The 

Sacking of the King's cellar at Paris" and a picture of a skirmish be- 

tween British Light Dragoons and French sans culottes painted by Zoffany 

and Sir Francis Bourgeoise respectively, and most of these have proto- 
types in the Genr-e scenes, battle-pieces and naval paintings alreaýy 

shown to antedate Vest's "Death of General Wolfe" . 129 Three British 

artists did paint scenes of officers killed in battle. The shooting of 
General Fraser at Saratoga was the subject of a picture by Samuel Wood- 
fordý RA, who also -included in it portraits of a few officers. 130 John 
Graham's version of thi s general's burial, "to Judge from an engraving, 
clearly shows the influence of antique sarcapba. -i, and was exhibited in 
1791 with a poignant companion, "A commanding officer contemplating his 
dead friend after a battle". 131 Less restrained is Robert Home's "Death of 
Colonel Moorhouse at the Pettah Gate, Bangalore", which was commissioned 
in India by fellow officers who, subscribing for an engraving after it, 
suggested that the painting should be "the size and manner of General 
Walfe". 132 The central group in this picture is markedly indebted to West, 
as was presumably required, but Home, as if to demonstrate his knowledge 
of the artistic tradition upon which the American had built, included in 
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the mid-ground another wounded officer being borne off by three sepoys, a 

vignette closer in appearance to typical Depositions and Entombments. 

Meanwhile, herald of many nineteenth-century pictures, three impossibly 

elegant and immaculate riflemen in the foreground pick off distant 

natives who are darting spears and hurling rocks from the battlements of 

Bangalore into the musket smoke below. 

It was, however, West's fellow American John Singleton Copley who most 

successfully exploited the vogue -of pictorial sensation, and who was, 

incidentally, equally fortunate in securing commissions and Royal favour. 

His first major British success was achieved in 1778, with a famous 

picture the full title of which reveals its kinship with less violently 

dramatic Genr-e pieces: "A bay attacked by a shark, and rescued by some 

seamen in a boat; f ounded on a fact which happened in the harbour of the 

Havannah". Although he did paint a number of Historical subjects, 
Copley's most notable pictures were all similarly founded an fact, their 

dimensions seeming to increase with the national significance of the 

events they depicted. His version of the collapse of the elder Pitt was 

enormously popular and financially rewarding both as the exhibit at a 

private show and as an engraving by Bartolozzi. 133 Most influential of 

all was his "The death of Major Pierson", painted in 1783 and admittedly 

a very f ine picture of its kind. The central group around yet another 

dying officer is not static, as in paintings of General Wolfe by Penny, 

West, and Barry. Instead, the note is of urgency and confusion, Pierson 

seeming to slide limply from the supporting arms of his comrades. This 

drama is part of the wider action, the whole painting being dynamically 

unified around the billowing Colours, themselves a contrast to the 

funereally drooping banner in West's "Death of Wolfe". The movement of a 

section of grenadiers, doubling in on the left flank to drive the French 

from the far end of the village, is balanced by the fleeing mother and 

child at right. So too the greater military action is contrasted with 
this more personal human drama. 

Man in general is the subject of the most impressive part of Copley's 

"The defeat of the floating batteries at Gibraltar", this relief being a 
favourite subject for "spectacles" of the tine. 134- The sea-battle is the 

scene of an elemental drama, a realisation of one "powerful cause of the 

sublime", the idea of danger. Edmund Burke had observed that "the ocean 
is an object of no small terror", and thus both these associations and 
the depiction of actual terror are combined before viewers' eyes in the 

ambitiously arranged =61anEe, Copley dwelling remorselessly upon the 

reality of the doomed sailors, tiny distant individuals, struggling vainly 



II Iýr? A, 
" 

Xt Al 

55, JOHN SINRETON COPLEY: The Defeat of the 
fj0jjjflg balferieS off Gjbrjjjaj-S$Pj$, jb#p 
1782,1783-91, Oil on canvas 52 x 74 (the 
6uildhall painting 214x 297), 



64 

in the water. ' 3s The implied viewpoint from the ramparts of a share 
battery, where the scale is that of life, allows viewers to share 

vicariously in the action. 
Yet, for all the power of the scene and the intensity with which it is 

depicted, it is no more than a background to the group of officers, in 

their own carefully choreographed poses, so reminiscent of a Conversation 

Piece, which forces itself upon the viewer's attention. The general idea 

is again that to which all other considerations are ruthlessly 

subordinated. By this idea the true sublimity is compromised, to this 

commemoration it is sacrificed. Both West and Copley had skill in 

composition, but could see no more in an event than its picturesque 

possibilities, nor, apparently, could they penetrate the often striking 

appearance of their modern pictures to the full meaning and implication 

actually conveyed to the discerning viewer. 13r, It was precisely because 

of their successful and undemanding appeal to emotion, rather than any 
disciplined address to reason, that such paintings - exhibited in tents 

with an entrance fee of a shilling - were eventually to be of such 

seminal importance. They and their progeny were perfectly suited to 

serve the demands of the "common miscellaneous public", the only 

realistic source of patronage for most artists. They are Genr-e scenes, 

Conversations, and Portraiture writ large. 

The exhibition of Copley's pictures in this extraordinary way is 

perhaps the most memorable aspect of their history , but like the 

attractions of other one-man shows, and Vest's "Death of General Volfe", 

the main financial return was to be from the sale of prints. 137 This was 

also the case with several Galleries of pictures each based upon a 

particular theme; Bowyer's Historical Gallery, Macklin's Biblical paintings 
and Poets' Gallery, and Boydell's illustrated Shakespeare. ' 31B In each 
project the intention was similar, Illustrated editions of many works had 
proved popular. The desire to provide illustrations worthy of these 
individual themes was coupled with financial support, based an the 
realisation - following Hogarth's pioneering, example - that the sale of 
prints after the original paintings could make the ventures commercially 
sound. Needless to say, a didactic purpose was stressed, as was the 
beneficial effect an British art of this form of patronage. Many of the 
most noted names of the day, and most of the best artists, worked an one 
or more of these schemes. Boydell's was the most ambitious of the cor- 
porate undertakings, and one major characteristic of all four, the fact 
that anecdotal, picturesque and merely illustrative requirements were 
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better served- than Historical, may be sufficiently traced in the 

engravings and surviving paintings from his Gallery. 

Boydell believed it would be readily admitted "that no subjects seem so 

proper to form an English School of Historical Painting, as the scenes of 

the immortal Shakespeare", and in fact the final appearance of the Gallery 

has much in common with what was passed off as History painting at the 

time. 139 This is hardly surprising, since few of the artists involved 

actually altered their usual mode of painting, although some amplified the 

scale, exaggerated gesture and expression, or borrowed heavily and rather 

too enthusiastically from venerable, and occasionally appropriate sources. 

In some cases their consistency was justified, even if the results were 

not always Poetic. Gavin Hamilton sent what was essentially a Historical 

painting of Roman history, the appeal of Volumnia to Coriolanus, an 

exercise in restrained emotion approached only by Barry's scene from King 

Figurv 59 Lear% Fuseli, whose pictures for Boydell represent but one facet of his 

involvement with the works of Shakespeare, generally appeared in deemonic 

guise, with his scenes from Macbeth and Hamlet, or the hurtling Puck from 

A Nidsummer light's Dz-eam, though he could also be typically disturbing, 

Figure So as in the "fairy pictures" from the latter play. 1410 Less idiosyncratic is 
57 

his scene of Falstaff and Doll from Wenr-y IV, itself based on a sketch he 

made in Rome some twenty years previously. 141 

The episode of Falstaff choosing his troops, such as they are, had 

already inspired paintings by Hogarth and Hayman, and a stained drawing 

by Samuel Grimm, but unfortunately the version prepared for Boydell, to 

judge from the print in the Galler: y, is one of the worst in the entire 

collection-142 Presented with such a subject, an artist is. also faced with 

a problem if any grandeur is expected of his "Historic*al" painting. The 

text simply does not admit of any. In the case of the more comic 

Falstaffian episodes, it was the lighter artists who came into their own. 
The Reverend Peters was appropriately jovial in these and other scenes, 

while Robert Smirke's realisation of Falstaff is both humorous and 
touching, the definitive "creature of bombast" expostulating in the Boar's 

Head tavern. Smirke, Westall and William Hamilton together contributed 

almost seventy works to the Gallery, their generally lightweight pictures 

reflecting its prevailing tone. 

Some artists did rise to the challenge of Shakespeare, Northcote for 

one surpassing himself with a scene of the burial of the Princes in -the 
Figum 58 Tower. In Benjamin West's storn scene from King Lear-, the figures, large 
Figurg do in scale and few in number, dominate the canvas more 'than is usual in his 

paintings. More often, however, the results of such ambition are 
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Fig- 61-62 disappointing or incongruous. In what must have been an attempt to 

impart greater elegance, William Hamilton made his f igures impossibly 

attenuated, and Wheatley, seeking the heroic incident even in The Comed7 

of Errors, peopled his depiction of a shipwreck with echoes of Raphael 

and Paussin. His error of Judgement must have appeared the more un- 

fortunate when the inevitable comparisons Were made with Romney's 

strange, visionary scene from The Tempest. 

Romney, in addition to allegorical pictures of the infant Shakespeare 

attended by Comedy and Tragedy, and by Nature and the Passions, also 
produced the anticipated painting of Lady Hamilton performing. She was 
shown raving, most calmly, as Cassandra, a single figure bright against a 
gloomy background, possibly intended to' complement Westall's similarly 
theatrical Lady Macbeth. Like Romney, other artists thought their usual 
practice quite as adaptable to the Gallery as their usual style, Hodges 

and Wright of Derby continuing the tradition of the "historical landskip", 

and Angelica Kauf f mann reducing everything to a. frigidly elegant pattern. 
Like Shakespeare's works, but for entirely different reasons, the 

Gallery was full of quotations. Reynolds had recommended the adaptation 
by an artist of "hints" taken from earlier works, and the "transplanting" 

of "a particular thought, an action, attitude, or figure" from such a work 
into a new. 143 He had added that the latter kind of borrowing would 

'either come, under the charge of plagiarism, or be warrantable, and deserve 
commendation, according to the address with which it is performed'. "' 

An artist's skill in assimilating these borrowings to his own work was of 

major importance, a skill palpably lacking in many of Boydell's artists. 
Seldom was there a reference as apposite as Fuseli's to a "Leda", 'or 

Northcote's to Van Dyck's equestrian portrait of 'Charles I, or to a 
similar figure. Too often a motif from Renaissance painting or Antique 

sculpture is introduced to a scene with premeditation rather than 

propriety. Flaxman had been making plaster casts of the Lacco6n group, 
Castor and Pollux, Cupid and Psyche, and the Apollo Belvedere - "the 

cream of the finest things in Rome" - for Romney to use as models in his 

work for Boydell, but Raphael and Emma's "attitudes" seem ultimately to 
have been more congenial. 146 Both Joseph Wright and William Hamilton 

made unimaginative use of the Apollo, while Fuseli, better used to 

adaptation, more easily incorporated its stance, reversed, into a scene 
from Henr7 V. 14-r- At first sight, John Graham's rather youthful Othello 
is aptly modelled on the Borghese Gladiator, his expression equally 
'clearly deriving from Lebrun's Passions, but the vigorous action of this 
figure actually owes more to contemporary stage practice than to a 
sensitive interpretation of the final scene. Taken all in all. * more 
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'Figuro 63 ingenuity is displayed in Gillray's notorious print with, for instance, 
West's Fool metamorphosed into an imp with bellows, than in most of the 
hints and borrowings in the Gallery itself. The copying of Henry VIII 

I 
from Holbein was inevitable, Howard's reference to the Ludovisi Gaul is 

Pig- 4 imaginative but not altogether successful, and Stothard's adaptal. ion of a 
Dionysos and acolyte is perplexing. '-47 Reynolds himself was, not immune 
to such lapses. His translation of Poussin's "Death of Germanicus" is one 
of his most glaring and least imaginative "conjurings". 

Reynolds' largest painting for the Gallery, one of the largest there, 
his scene of Macbeth and the witches, was by contemporaries considered 
"clie of his most capital works". "48 In the painting itself, now at 
Petworth House and in a ruinously decayed condition, it is still possible 
to discern Reynolds' poetic invention of a throne constructed of bones, 

and to appreciate the Jagged shadows suggesting a dance of demons in the 
background, but all finer detail is necessarily obliterated, and thus the 

unhappy effect of Macbeth's astonished stance, arms outfluns but feet 

static, is less obtrusive than in the engraved plate from the Gallery. 

Even granting that the original work might have benefited from the 

exclusion of some "minute circumstantial parts" which, like the hedge-pig 

and toad in the foreground, add little to the grandeur of the design, it 

would be wilful to prefer the effect of a painting now ruined to that of 

a print which accurately records the composition and details, if not the 

colour, of the original. Yet it is precisely in its mystery that the murky 
painting approaches more closely the Sublime than -the careful ýrepro- 
duction of Reynolds' visualisation of the apparitions. - As Fuseli said, 
when considering the scenery of subject- paintings, 

'It is not by the accumulation of infernal or magic machinery, distinctly seen, 
by the introduction of Hecate and a chorus of female demons and witches, by 
surrounding him with successive apparitions at once, and a range of shadows 
moving above or before him, that Macbeth can be made an object oý terror, - to 
render him so you must place him on a ridge, his down-dashed eye absorbed by the 
murky abyss; surround the horrid vision with darkness, exclude its limits, and 
shear its light to glimpses, " 149 

The gloomy cavern now presented by Reynolds' canvas supplies, in place of 
such an abyss, the means of losing Xacbeth's own vision in obscurity, and 
ironically, allows the picture more powerfully to address the imagination 
than when it wis crowded with all too literal apparitions, "a very 
elaborate and well-arranged inventory of dreadful objects". 160 

The greatest evocation of the Sublime in the art of the eighteenth cen- 
tury formed but one part of the culmination of James Barry's epic work at 
the Adelphi. During all the years that Boydell and West were enjoying the 
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returns from Woollet's print of "The Death of General Volfe", while Copley 

was organising one colossal scene from contemporary events after another 

and de Loutherbourg's Eldcpbusikon shows of novel illusion were nightly 

crowded, Barry was living laborious days in fulfilment of one grand 
design. 's' A desire for fame, both in his own time and in future, was no 
doubt partly -that which spurred him on, but overriding all other concerns 

was the impulse to prove to the world "the capability of British art, by 

some production of his own,,. sr. 2 

Ironically, it was at least in part due to the print market that Barry 

was enabled to survive at all during the prosecution of this task, by 

working at night an prints of his own design and after his own 
paintings. 193 As has already been stated, in taking on a commission 
originally intended far ten artists he had asked only f or the price of 
the materials he would have to use and the models he would have to 

employ, and had stipulated that he be allowed the choice of subject. The 

vast cycle was founded upon the idea of the progess of Human Culture, 

illustrating in six scenes 
'One great maxim of moral truth, viz, that the obtaining of happiness, as well 
individual as public, depends upon cultivating the human faculties, We begin 
with man in a savage state, full of inconvenience, imperfectionland misery; and 
we follow him through several gradations of culture and happiness, whit 

i 
h, after 

our probationary state here, are finally attended with beatitude or misery, 11 1 SA 

Figure i&S The f irst painting is a poetical dawn scene, with "Orpheus reclaiming 

mankind from a savage state" by the power of music, the second a depict- 

ion of a Grecian harvest festival. Music and dance have long been 

symbolic of social harmony, and with them Barry suggests the very ear- 
liest gradations of culture, rude forest-dwellers being made conscious of 
art, and the youth of an ancient community, rich in the simple worship of 
a day. The zenith of, culture in the Ancient Vorld, it was recognised, had 

occurred in fifth-century Athens, and the third picture of the cycle, 
intended, like the siith, to fill the entire length of the Great Room, 

combines the several perfectioný. of art, philosophy, and athleticism in a 
scene recalling the Panathenaic procession of the Parthenon frieze, and 
dominated by a distant view of the Acropolis itself. Barry was to write, 
in his first lecture as Professor of Painting at the Royal Academy, 

'From the time of Pericles to the end of the age of Alexander, which comprehends 
a space of about two hundred years, the arts in Greece have generally been con- 
sidered as at their highest point of excellence, Under Pericles, Phidias and his 
contemporary Parrhasius, with others, were the introducers of the extraordinary 
style, where the art was raised to the contemplation and imitation of aggregate, instead of individual, nature, u 156 

In the background of the second canvas, Barry included a pair of wrest- 
lers, partly to prepare for the scene of the Victors at Olympos, largely 
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to introduce the importance of eternal struggle and endeavour. 1 ros Neither 

the individual nor Mankind: itself can properly reýt at any stage in this 

ascent; non prcgr-edi est regredi, and f or Barry there was no standing 

still. The reward of achievement, be it applause for. excellence at these 

Olympic games, the veneration of posterity for great artists, or indeed 

the celebration of and profit from contemporary agriculture and manu- 
facture, in that it encourages greater efforts, is a central feature of 
Barry's treatment of his theme in this canvas and those which follow. 

In the f irst of these, one of a pair of smaller paintings each of which 

measures some twelve feet by fifteen, is combined a traditional depiction 

of the "Triumph" of a River God, in this case the Thames, with Barry's 

record of examples of British seamanship and commercial manufacture. 
While it would be ridiculous to condemn as prosaic the inclusion of 

useful inventions and contemporary articles of trade - the wheel itself 

was once a modern invention - the decision to cast reccgnisable 
historical characters like Drake and Cook "in the character of Tritons" 

was swayed too much by Barry's insatiable desire to load every scene 

with meaning, too little by caution, by the realisation that this could be 

misunderstood by those less poetic than he, viewers unaýle to recognise 
the artistic part played by every detail which the creator, or "inventor", 

decided, was appropriate. To include in the previous canvas a likeness of 
Pitt as Pericles did little violence to propriety, the portrait forming a 

small but significant part of the whole. Pitt like Pericles was a states- 

man, Barry like Timanthes an artist, and Cook, by analogy, could have 

taken the helm of Themistacles. As it is, he is shown as a mythological 
sea-crEiature, and endures the ordeal with suitable grimness. 

Barry's penultimate canvas is at first sight a group portrait of 
selected members of the Society of Arts at the distribution of premiums 
for arts, agriculture, manufacture and commerce, watched by a number of 
eminent visitors. Far from being a modern School of Athens, in Barry's 

conception of eternal striving towards perfection it represents a con- 
temporary manifestation of this endeavour, another stage in the way. It 
is not, as it might have been in the hands and mind of a lesser artist, 
merely a flattering commemoration of the perfection which British 

culture, artistic and commercial, had by then attained. It emphasises the 

need for continual support and encouragement of all the arts in a never- 
ending progress of human achievement. One of the buildings in the 
background is St. Paul's Cathedral, where Barry hoped the original scheme 
of Historical paintings might yet be realised. 157 

The "Distribution of Premiums" indicates the historical date of the 
cycle and the possibilities yet before the arts. All the ages of human 
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learning and endeavour are collected in the span of the f inal vast 

canvas, "Elisium and Tartarus or the State of Final Retribution". In his 

Acccunt of the cycle Barry wrote, 
'In this concluding picture ... it was my wish to bring together in Elisium, 
those great and good men of all ages and nations; who were cultivators and 
benefactors*of mankind; it forms a kind of apotheosis, or more properly a beati- 
fication of those useful qualities which were pursued through the whole work"I" 

The concentration upon the human form and human achievement, implicit 

in most Vestern art, is in Barry's major work explicit. It is those 

"almost divine faculties of the mind", as exemplified through the cent- 

uries, which are the true and constant focus of the cycle. 1159 Though 

people are many their humanity is one, the essence of which Barry saw as 

an eternal will to perfection transcending the particular individual, race, ' 

or era. Painting had an essential part to play, since 
lour art has the glory of being a moral art, with extensive means, peculiarly 
universal, and applicable to all ages and nations, to the improvement and 
deepest interests of society. * 160 

Barry saw his work not only as a celebration of human achievement and 

aspiration, but as a contemporary manifesto, an appeal 
8f 

genius to the 

power of enlightened patronage. In the final scene are included several 

groups of benefactors of Mankind in general, one of these being composed 

of patrons like Lorenzo the Magnificent, Louis XIV, Francis I, and "the 

illustrious Lord Arundel". As Barry very pointedly wrote, they had been 

"intentionally the instruments of great good to their several countries, which 
they have immortalised by their munificence, and the encouragement they gave to 
arts and letters, by wisely employing the greatest characters that came within 
their reach, ' 1`1 

That hostility to the preference granted Benjamin West by George III and 
dismay at the rank and hancur accorded certain 'portrait painters were 
certainly in Barry's mind as he wrote these words should not blind the 

reader to their essential truth. 
The concluding canvas itself is actually divided between Elysium, with 

its host of beatified artists, scientists, legislators and patrons, and 
Tartarus, with its legions of damned "precipitating into the infernal 

regions". 1152 Colossal "Angelic Guards" with 
"Celestial Armourie, Shields, Helms and Spears" 

occupy the rocky bounds of heaven, and gaze impassively at the yawning 
abyss or at the assembled contemporary audience. 163 Greatness of di- 
mension and majesty of appearance combine in an awesome manifestation of 
the Sublime, contrasting with that evoked by the terror and obscurity of 
Tartarus. One angel holds a pair of golden, scales, poised approximately 



71 

over the heads of all who enter the Great Room, symbol evocative and 

clear. Barry, perhaps uncharacteristically, relies 6n understatement: 
'The most advanced figure is the angelic minister of divine justice weighing 
goodand evil, and with her hand raised and face turned away, appearing shocked 
at the preponderancy of evil, co-operating with the expression of the inferior 
angel on the side of the light scale, who may be supposed the disappointed 
guardian: whilst the tip of a fiend's wing appearing on the side of the heavy 
scale, gives sufficient indications how the matter terminates, ' 

More typically, Barry could not rest until he had crammed -as many 
illustrious spirits into Elysium as all forty-two feet of the canvas could 
hold. His encyclopeedic approach, coupled with some spatial ambiguities 
in the middle distance, does tend to result in an impression of a throng 

of faces all too reminiscent of the portraits he was obliged to copy, 

especially when, as has been well observed, the sources are "so familiar. 

that they prove impossible to incorporate into the main body. Figures 

such as Sir Thomas More, Hogarth and Raphael simply recall the originals, 

and their new context hardly Justifies the effort of transcribing 

them". 165 A critic could also most pertinently cite Laurence Sterne, there 

condemned to spend eternity with his forefinger pressed to his temple, in 

the attitude of Reynolds' portrait. Yet without this labour, the work 

would be intellectually incomplete, and to regret the numerous particulars 
is to lose sight of the comprehensive nature of the whole. It is best to 

experience the overwhelming effect of this culminating picture, to be 

aware of the broad outlines of its meaning without dissipating energy and 

attention in picking out individuals. It is the only possible conclusion 
to the cycle, and any precise reasoning may later be gleaned from Barry's 

Account, or supported by it. + 

Barry had naturally foreseen the difficulties attendant upon large 

Historical cycles, and specifically compared one aspect of the pictorial 
epic to the literary. Michelangelo had enjoyed the advantages of locations 
like the Sistine Chapel, but Milton in publishing Par-adise Lost "required 

neither palace nor prince": 
'A great effort of historical painting, which requires a church or a palace to 
place it in, and can have but a single proprietor, upon whom the whole expense 
must fall, is likely to meet with many obstructions, to which poems and other 
literary productions of easy purchase are not liable, ' 1616 

For once, Barry's view may have been confined to the single 
instance, to the difficulty of attracting public or private patronage for 

t Incidentally, care must be taken in quoting Or, Johnson's famous evaluation of the cycle: 
'whatever the hand may have done, the mind has done its part, There is a grasp of mind there which 
you will find no where else. ' The implicit qualification does not reflect any slight upon the 
pictorial power of Barry's cycle, Johnson's weak eyesight oust have precluded his judging honestly 
of the paintings, his approval therefore being reserved for the intellectual scheme, 
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such worthy schemes as his. Understandably, he overlooked the full 

implication of the practical point he had made, in his enthusiasm to 

proceed with his ideal cycle. 

However ironically appropriate may seem the opposition of The P=Sress 

of Human Culture to contemporaneous spectacles, expositions and the like, 

there was no longer in Britain any real competition from istoria, given 

the dependence of most artists upon public demand, a demand for pleasant 

Genre pieces, grandiose scenes of contemporary incident, and the 

inevitable portraits. It was a demand satisfied not only by paintings 

often modest in size and in pretension, but by the reproductive print, 

literally a "production of easy purchase". In espousing the Grand Xanner, 

in dedicating himself to vindicating and supporting "the dignity of that 

great line of art, which has ever been the peculiar delight of all 

cultivated peoplp", and in hoping for beneficial effects to accrue or be 

recognised as a result of his endeavour and perseverance, Barry was in 

truth defending a salient which had already been passed by the progress 

of British taste. 167 

Various features of Historical Composition have already emerged from a 

survey of narrative painting. Like Epic, and employing similar subjects 

and heroic characters, it was delightfully and in an elevated style to 

offer instruction relevant to all ages, with the purpose of benefiting 

individuals and the society to which they belonged with the grandeur of 
the ideas thus expressed. It has also been hinted that these Historical 

paintings were tacitly expected to be of subjects familiar to the intended 

audience, subjects "commonly supplied by the Poet or Historian". '" As 

poetry had been, painting could be defined as "an imitation chiefly of 

men and manners", these subjects properly being addressed to the mind 
through the senses, that they might "instruct by pleasing". 1rg 

One requirement of a Historical painting is of particular relevance to 

a discussion of narrative technique. That is the necessity, variously ex- 

pressed by a number of writers, that "it should be reducible to cne 

subject or action, and to one individual instant of tine in this 

action". '10 Since a painter had "but one sentence to utter, but one 

moment to exhibit", it is clear that his pictures could not, in fact, 

, relate "the Histories of Past, and Present Times, the Fables of the 
Poets, the Allegories of Yoralists, and the good Things of Religion". as 
Jonathan Richardson had written . 171 His statement is more than a 
momentary lapse, more even than a poetic comparison of the Sister Arts. 
It is indicative of a consistent way of thinking about this parallel, and 
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especially about the address of a picture to the mind, typical, of the 

eighteenth century. 
It is not enough simply to recognise that a Historical painting could 

not truly be termed a narrative work. Because of contemporary 

circumstances, it did not need to r-elate its subject. Reynolds, as is 

well known, sanctioned one means of compensating the natural deficiencies 

of painting, in advocating that artists deviate from vulgar and strict 
historical truth in depicting saints and heroes in an idealised form. 

This permissible licence allowed them to present in pictorial form the 

qualities thought to be truly inherent in these characters. The painter 

could not, 
"like the poet or historian, e>. patiate, and impress the mind with great veneration 
for the character of the hero or saint he represents, though he lets us know at 
the same time, that the saint was deformed, or the hero lame, " 172 

When a painter represented events historical, literary or mythological, 

the deficiency of having only one moment to exhibit was likewise 

compensated, though Reynolds did not choose to remark the fact, by those 

subjects being "sufficiently general" for contemporary purposes. 

It is true that a painting's instantaneous effect. or its representing a 

single moment, was occasionally adduced as evidence of its superiority to 

cumulative written accounts or descriptions. A single historical event 

could consist of several simultaneous actions, so 

"Where the principal incidents are crowded into a moment, and are, as it were, 
instantaneous, there is room for the display of the painter's skill ... such a 
story is better and more emphatically told than in words, because the 
circumstances that happen at the same time must, in narration, be successive, "" 

The writer, in approaching his subject, must describe sequentially a scene 

the various parts of which would appear all at once, an undertaking which 

is at first sight indeed attended with difficulties. In the case of a 
landscape described in words or captured in colours, for instance, the 

advantage clearly lies with the painter. Dr. Johnson passed balanced 

judgement on Thomson's Seasons: 

"The great defect of the Seasons is want of method; but for this I know not that 
there was any remedy, Of many appearances subsisting all at once, no rule can be 
given why one should be mentioned before another; yet the memory wants the help of 
order, and the curiosity is not excited by suspense or expectation, " "14 

Of many incidents happening not "all at once" but successively, the idea 

of causality, while it nay not govern the order in which they are men- 
tioned, is that by which they appear to be related. In contemplating a 
History painting, any curiosity a viewer might feel about how or why the 

characters came to be in the situation depicted could hardly be 

adequately satisfied by reference to the picture alone. Even without 
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requiring the painting to impress the mind all at once with its one 

grand idea, even admitting that it should both "please at first sight and 

appear to invite the spectator's attention", a critic must recognise that 

the progress of circumstances necessary to any significant event is 

generally too complex to be fully elucidated by the image alone. 17r, As 

will be seen, the curiosity was differently satisfied, the memory 

requiring another kind of help. 
Narrative is properly a sequence of events. The individual History 

painting, therefore, leaving aside Historical cycles, is precluded from the 

category of narrative pictures, as is, by the same logic, the individual 
Gen. re piece, examples of which will be considered in due course. 17r- Yet 

the History painting was more than a static image; its subject implied a 
context. Any past occurrence, any future consequence, was to be deduced 
by a viewer. 

In the case of a painting illustrative of a sufficiently well-known 

story, this requirement need occasion the artist little anxiety, though he 

might exercise much Invention in choosing the most telling moment and 

most appropriate expression, and expend a great deal of ingenuity in 

organising all the essential elements and details. Any educated viewer, 

any member of the cognoscenti to whom such a picture would be addressed, 

could immediately recall the entire story an which it was based, from 

causation to aftermath, from the meeting of Leda and Zeus, or the 

Judgement of Paris, to 

"The broken wall, the burning roof and tower 
And Agammemnon dead, " 177 

This viewer could experience the correct sentiments from the subject 
whether f rom the text itself or from a reminder of it. 

To conf ine the argument, for the moment, to subject-matter alone, it 

appears that any narrative or instructive qualities a Historical painting 
might have were fundamentally and inevitably textual. A picture of 
Socrates drinking the cup of hemlock, for example, might induce the 

viewer to admire the man once he knows the account, but it is no 
substitute for the Apologria, the Cr-ito or the Pbxdo in leading him to 
become any wiser, in "instructing delightfully" in the manner of making 
choices or decisions more or less important in his own day. The same 
might be said of any of the paintings of Seneca, Agrippina or Caius 
Gracchus which appeared during the century. A painting might be thought 
eloquent, but in how different a way from a text. The one is suited to 
expound, develop, and reason; the other to heighten effect, to interpret 
and to illustrate. Barry advised his students to avoid subjects which 
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depended largely upon words for their clear exposition, and counselled 
them to employ their ingenuity 

"upon such moments only as may sustain themselves, independent of words, and carry 
all their elucidation and energy in their exterior appearance, with a force and 
precision that is in vain attempted by any language of mere words ... the 
painter's choice of this advantageous moment is of the most essential 
consideration, and must depend upon that thorough fdeling of the whole of his 
subject, which is the ultimate result of whatever physical, ethical, poetical, or 
other knowledge he may happen to possess, " 178 

Barry's thoughts upon "exterior appearance" were to be f urther developed 
by Fuseli, while the necessity for a knowledge of and feeling for the 

whole of a subject is an indication of the tine rather than the opinion 
of Just one individual. 

Since Invention was employed upon subjects widely known through the 

usual course of education, the vital aspect of a History painting, in 

reminding viewers of its text and thus exciting "proper Sentiments and 
Reflections", actually lay in the success of its interpretatic3n. 179 Two 

kinds of account an which a History could be based must be distinguished. 

The difference between them is not that between charming scenes of 

nymphs and graceful deities and the heroic world of the iliad, a 
distinction necessary when considering the aesthetic appeal or moral 
import of pictures. Nor is it the obvious one between historical facts 

and classical fictions, as embodied in the texts to which an artist would 
refer before beginning work. A description familiar and detailed, though 

fictional, can be seen as of equally canonical status with a well-known 
and detailed description based on fact. The true distinction is between 

a detailed description of any kind - Dante's Ugolino, the parting of 
Hector and Andromache, the distracted Maria from Sterne's Tristram Sband7 

and his Sentimental Jburne7 - and a spare indication, such as the 
temptation of Adam and Eve, upon which a painter could construct his 
History, or a poet found his Epic,. In the case of each kind of story, 
though with greater initial freedom in the latter, the artist was to 

Nmake himself t1aster of it as delivered by Historians, or otherwise,, and then 
to consider how to 141prove it, keeping within the Bounds of Probability, Thus 
the Ancient Sculptors imitated Nature; and thus the best Historians have related their Stories, v 'so 

In short, artists were expected to piece out imperfections with their 
thoughts, to render the crucial facts supported by likely subsidiary 
events, as the *best Historians" of ancient times had reconstructed entire 
speeches in accordance with probability and Decorum. 

It is not surprising that artists should be attracted to powerful 
subjects, scenes from the Iliad, from Par-adise Lost or Nacbetb, nor that 
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they, the reviewers, and the public, should imagine a painting actually 
told a story rather than illustrated it, offering one interpretation, the 

imitation of an imitation. While it may conform to a text, a Historical 

painting is seldom capable of sustaining it unambiguously. 
An interesting parallel, though it is an analogy which ought not to be 

pursued too far, can be made with Theatrical paintings. Zoffany's picture 

of The Farmer's Return was, it seems, 
"a most accurate representation on canvas of that scene as performed at Drury 
Lane, The painter absolutely transports us in imagination back again to the 
theatre, We see our favourite Garrick in the act of saying, 'for "yes', she 
knocked once - and for "no" she knocked twice' ", I'll 

In a similar manner, then-, -the painter could transport viewers back again 
to their libraries, or at least to the pages of a favourite book. 

As has been stated earlier, in dealing with familiar subject-natter 

paintings did not have to be unambiguous, as long as they were precise in 

essential detail. It might be said that a painting did tell a story, if 

that story' were already known. Highmore's illustrations to Famela were 

among the earliest groups of pictures to be based on a text familiar both 

to the growing popular market and to the traditional sources of patron- 

age, and one of these paintings may be selected as a convenient example 

of how textual fidelity may co-exist with pictorial ambiguity. 
In novels largely composed of letters often secretely exchanged, the 

manner, of conveying or concealing these letters assumes some importance. 

In one of his twelve paintings, Highmare depicted Richardson's heroine 

indicating to a clergyman, Mr. Williams, two tiles between which she will 

conceal her sheets of paper, the whole being covered with "mould" and the 

location marked by a sunflower plant. So much is derived from the prose 

account. From the painting, however, no such devious but necessary plan 
can be divined. Pamela is more obviously pointing out the fine quality 

of her sunflowers than indicating the -hiding-place for her letters, an 
identification of the true subject of the painting depending entirely upon 
its title, and recognition of the full significance of the fallen tiles 
depending even more surely upon the text. Mr. Williams' gesture 
apparently confirms such a misinterpretation, as he seems to explain, 
with fingers as carefully poised as Pamela's own, the necessity for 

adequate sunshine and well-watered soil. A viewer, modern . or 
contemporary, not acquainted with text or title but nevertheless familiar 

with the methods of e ighteenth- century preachers - and Swift's A 
Neditation upon a Brcom-Stick, like any worthwhile parody, makes clearer 
the features of the style it imitates - might pursue this view further, 

eventually deciding that the incident depicted is actually an allegorical 
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explanation of the need for spiritual sustenance and revealed religion for 

the improvement of the human soul. 
It was, of course, never supposed that a painter should merely try to 

relay a text, however unambitiously many of the lesser practitioners were 

prepared to do so, for purchasers apparently equally content to accept 

such illustrations and not demand the fruits of more worthy exercise of 
Invention. As has been shown from Richardson's Essay an the Tbeary of 
FaintinS, the artist had to consider how to improve a story in his own 
depiction. At the very least, a representation was to be idealised, its 

characters, for instance, presenting the appearance expected of 

appropriate and beautiful types. Reynolds told those students who had 

attained same skill as artists that "a mere copier of nature can never 

produce anything great", and regarded that "mean conception" of art which 

confined it to mere imitation of appearances as only a "partial 

theory". 1 02 In f act, to judge f ram many examples, many lesser painters 

seem to have found it easy to comply with this demand of Invention, 

producing stereotyped images and situations, deluding themselves and 

their market that they were painting History. , Fuseli saw that 

"Mediocrity is formed, and talent submits, to receive prescription", and 

decided that "he who submits to follow, is not made to precede". 183 His 

observations are equally damning to painters who merely copied the 

superficies of Historical painting - countenances idealised, perhaps 

modelled on Lebrun's Fassicns, and gestures become conventional and 

automatic - or who arranged the requisite details of a well-known story 

in a pleasing fashion. Often the same painters did both. 

More properly, an artist was to improve upon a literary or historical 

source in the way he imaginatively recreated that which was there 

'described, no mean task to undertake when his cultu: ýed audience was so 

sensitive to suggestions thrown out by an author, so prepared to 

visualise a passage and imagine the likely responses of participants., 84 

It is interesting to observe the views held by two Academicians on the 

merits peculiar to words and images in creating each their own effects. 
Reynolds feared that painters had "but very scanty means of exciting 
those powers over the imagination which make so very considerable and 

refined a part of poetry". 186 The art often used in poetry relied on this 

very receptivity and suggestibility of the educated reader, and Reynolds 

acknowledged as much: 
"A great part of the beauty of the celebrated description of Eve in Milton's 
Paradise Lost, consists in using only general indistinct expressions, every reader 
making out the detail according to his own particular imagination ,,. but a 
painter, when he represents Eve on canvas, is obliged to give a determined form, 
and his own idea of beauty distinctly expressed, " 
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Barry's approach was somewhat different, and he expounded at greater 
length. Although he could, in his Inquiry of 1775, quote with approval 
"Simonides's excellent proverb, 'painting is silent poetry, and poetry is a 

speaking picture"', by the time he came to give his professorial lectures 

at the Royal Academy he probably felt the comparison was not sufficiently 

weighted in favour of painting: 
"The pleasure which we receive from poetry is, as has been observed, limited by 
the language of each country; it is also still further limited in this degree even 
in the same country; because the words of the poet do not communicate the same 
ideas to men differently cultivated ... The perfections of form in the painter's 
figures do not, like those of poetry, depend upon the narrow compass of the 
spectator's mind: the figure in painting and sculpture is actually produced, and 
in its highest and most cultivated degree of conception, and completed in all its 
parts, The natural inference from this consideration of compleatness and actual 
existence (and which is wonderful, should have escaped the discernment of so many 
writers) authorizes me to affirm, that painting is not, as has been said, a silent 
poem, and poetry a speaking picture; but much more truly, that painting is poetry 
realised; and that full, complete, and perfect poetry, is indeed nothing more than 
an animated account or relation of the mere conception of a picture. ' "I 

Barry in his lecture went on to consider the Pheidian image of Zeus 

reputedly inspired by two lines of Homer, and such statues as the Apollo, 

Laoco6n and others, wondering "what is there in poetry that could supply 

the loss of them", but he had already made a pointed reference to "the 

heavenly eye, graceful step, and gestures of dignity and love" of Kilton's 

Eve. Reynolds' view had been expressed some five years previously. 
Barry's own remarks were not made simply in opposition to Reynolds', of 

course, but truly represented a "departure from traditional doctrine". ' 11,7 

Each argument, needless to acknowledge, has its merits. Reynolds was 

concerned with the inability of any artefact to achieve the idealism of 

an artist's conception, that "general and intellectual" beauty, that 

'idea residing in the breast of [anj artist, which he is always labouring to im- 
part, and which he dies at last without imparting; but which he is yet so far able 
to communicate, as to raise the thought; and extend the views of the spectator, "168 

Barry, an the other hand, perhaps less daunted by the prospect of such 
labour, regarded the finished painting or sculpture as actually embodying 
such perfection in a form visible to all, its aspect not varying from 

individual to individual as the effect of a verbal description necessarily 
would, since this would be governed by the varying sensibilities among an 
audience. He might, however, have conceded that different spectators 
would, likewise, be receptive in different degrees to the perfection of 
form thus presented. 

Here the importance of, experience and education must be taken into 

account, in that it is they which to a great extent govern the response 
of a viewer to a painting, at least to one not of that "lowest style" 
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which, as Reynolds put it, "may be said, in týe vulgar sense, to be 

naturally pleasing". 189 Here too the actual process by which a painting 
makes its full effect, in so far as this can be isolated and examined, is 

to be considered, as this was then understood. 
In his Thirteenth Discourse Reynolds observed, "as a fundamental 

ground, common to all the Arts with which we have any concern in this 
discourse, that they address themselves only to two faculties of the 

mind, its imagination and its sensibility". ' 90 The artist must first 
"strike" the imagination, in order that the end of art itself - that is, 
instruction - might be achieved, the effect produced upon the imagination, 

and thus felt by the spectator, "being the test, and the only test, of the 
truth and efficacy of the means". "" 

Reynolds' discussion of emotional response and rational understanding, 

of immediate effect and ultimate purpose, is one more instance of his 
distinguishing "how much is to be given to enthusiasm, and how much to 

reason", and is complex and crucial. ' 92 He eventually made a compromise 
between their different demands. The "accumulated ýxperiencell of a 

viewer's whole life, according to Reynolds, results in his being able to 

Judge of both real situations and Art not by "a slow process of 
deduction" but immediately, "by what appears a kind of intuition". Thus 
the first impression made by any cause upon the imagination is to be 

remembered and evaluated by the artist, since part of his own purpose is 
to appeal to this faculty. His object in doing so is ideally to address 
the mind through the eye, to reach the reason by appealing first to the 

senses and emotions, that is, familiar phrase, "to teach and delight". To 

please the audience is of major initial importance, and Reynolds 

acknowledged as much in writing that "Reason, without doubt, must 
ultimately determine every thing; at this minute it is required to inform 
us when that very reason is to give way to feeling". 

Xuch of this "accumulated experience" was derived from literature, but a 
true appreciation of its importance goes far beyond a recognition of the 
frequent and mundane reliance upon a text for the explication of a 
painting, or the drawing of parallels between public taste in each of 
these arts. It could readily be pointed out, for instance, that the demand 
for Sentimental or romantic subjects in novelles was equally met by the 
gentle Genre 6f Wheatley et al, or, for those of stronger sensibilities, 
the sensationalism of Copley. As Hogarth is reflected in the pages of 
Fielding, so too these pictures are echoed in the Sentimental Novel or the 
tale of Gothick horror. Xore importantly, a painting was to have the 
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same, or a similarly elevating effect an the imagination as great 

literature would have, by an appeal made to the' senses as a necessary 

condition of its successful, and more worthy, ultimate address to the 

mind. It is apposite to recall how Reynolds equated the sensations 

excited by the "most sublime passages of Homer" with those experienced 

upon seeing or recalling the greatest works oi Michelangelo. 1 '33 Poetry 

was not merely a superior amusement, nor was painting only a means of 

gratifying the sight. Fuseli spoke for all his contemporaries. when he 

lectured an "that great principle, the necessity of a moral tendency 

useful to mankind in the whole of an epic performance"d 94- 

To ignore the all-pervasive influence of literature and literary asscc- 

iations upon artists and patrons, or, reccgnising it, to expect paintings 

to "work" solely by visual effect, is to view the art of the eighteenth 

century with eyes made unsympathetic by later theories. Fuseli, in writ- 

ing of the importance of Judging firstly of t he whole of a work of art, 

and of Judging an artist's work by what he called "the test of nature", 

composed an Aphox-ism which might pertinently be remembered: 

"if you judge him by your own packed notions, or arraign him at the 
tribunal of schools which he does not recognise, -- you degrade the dignity of 
art, and add another fool to the hard of Dilettanti, ' ` 

It is in Fuseli's writings that thoughts on subjects which, as Barry 

had already expressed it, "carry all their elucidation and energy in their 

exterior appearance" are developed to the point where all literary 

associations are, apparently, disccunted. 19'- So much might have been 

expected from Fuseli, who, notwithstanding his own erudition, struck out 

with vehemence against any suggýsticn that Invention might mean 'Inc) more 

than the moment of any fact chosen by the artist", thus confining him to 

. For him, Invention in pain ing the "alms" of the poet or historian. ' 97 t4 

was exactly the same as in writing, the "combination of the possible, the 

probable, or the known, in a mode that strikes with novelty". 198 This did 

not absolutely contradict anything said by Reynolds as President of the 

Royal Academy, but there can be no mistaking Fuseli's aim when he stated 

in his own lectures that it should be within the artist's province to 

"find or to combine a subject from himself, without having recourse to 

tradition or the stores of history and poetry". 199 

Fuseli's full discussion of the choice of "apt and advantageous" sub- 
jects is too long to be quoted or considered at sufficient length, but too 

important to be passed over hastily. Its outlines might briefly be 

sketched in his awn words, "Subjects are positive, negative, repulsive" -2c"' 
One example of a positive subject, as defined by Fuseli, was the fate of 
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Lacco6n. Barry had already selected the famous group f or particular 

comment, concluding that the sculptor's chief aim had been 

"to impress upon the mind of the spectator those emotions of terror and pity 
which must arise from that climax of distress exhibited in the unavailing 
efforts of an agonising father and his children, the children calling upon the 
father for assistance, and he upon heaven that has abandoned him to his fate"' 

It may be noticed in passing that Barry made reference to information 

not, strictly speaking, available from the work itself, that. is, the 

priest's appeal to the gods. 
Fuseli commended this subject, and some others, as being among those 

which did "speak their meaning with equal evidences to the scholar and 
the unlettered man, and excite the sympathy due to the calls of terror 

and pity with equal energy in every breast" . 202 This, in his estimation, 

was to be the "f irst demand on every work of art". 2113 The 

Nessential part of its subject ought to be comprehended and understood without 
collateral assistance, without borrowing its commentary from the historian or 
the poet'. 

As a particularly telling example of a well-known subject the "essential 

part" of which was not thus evident, Fuseli cited "The Legacy of 

Eudamidas". t All the painter could do in this case was to show a few 

figures around a death-bed, and then rely on the title to make the 

particular subject clear to the educated viewer. It was to be understood 
that such a scene would be affecting in itself, but the true significance 

of the subject would certainly be lost were the story not known. The 

legacy of Eudamidas was in fact his wife and daughter, "bequeathed" to 

his friends in the knowledge that they would be maintained, the tale thus 

being an exemplar of confidence in the faithfulness of these friends. 

Fuseli was dismayed 

"to see invention waste its powers, and execution its skill, to excite our 
feelings for an action or event that receives its real interest from a motive 
which cannot be rendered intuitive", 204 
In a subsequent lecture Fuseli, at first seemingly prepared to discuss 

paintings without reference to their sources, soon slipped easily and 
imperceptibly into the familiar habit of assuming a knowledge of these 

among his audience. He took three paintings, each of a different point in 
the story of the betrayal of Samson, and went on, "considering it as a 
drama, we may say that Julio forms the plot, Vandyke unravels it, and 
Rembrandt shews the extreme of the catastrophe". 205 Romano's painting, 
with grim soldiers in ambush as Samson is shorn, "keeps us in anxious 
suspense, we palpitate in breathless expectation; this is the plot". Van 
Dyck, showing Samson powerless before the armoured Philistines, is said 

t Or 'The Testament of Eudamidas'. 
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to unfold the plot, and "what succeeds, too horrible for the sense, is 

left f or fancy to brood upon, or drop it". It is, rather, left to the 

"gigantic but barbarous genius of Rembrandt" to execute a subject "which 

humanity, Judgement and: taste taught his rivals only to treat such 

is the work whose magic of colour, tone, and chiaroscuro, irresistibly 

entrap the eye, whilst we detest the brutal choice of the moment". 
It is possible to argue that Fuseli was considering each painting, and 

its effect, independently of the account. Thus, the first is ominous, the 

second violent, the last brutal. Yet it must be conceded that a knowledge 

of the Biblical story is implicit in his analysis, particularly of the 

Romano. In short, his sympathy was with Samson, beyond any 114intuitive" 

response to danger, and his fancy was clearly brooding on the later 

captive, eyeless and among slaves in Gaza. Were a critic truly not 

attending to the story - were he in fact ignorant of it - he might 

conclude from the scene of capture that peace had been achieved once the 

giant, like Goliath or Holofernes, had been subdued. 
So much is admittedly speculative. Fortunately, Fuseli's approach to 

Raphael's depiction of the punishment of Ananias is conclusive. 206 He 

began as might be anticipated: 
'In the cartoon ... even before we are made acquainted with the particulars of 
the subject, we become partners of the scene... 1, 

Within a few sentences, referring to the bystanders, he was looking on 

the picture with eyes which had already seen the text: 

'What preceded and what followed is equally implied in their occupation, and in 
the figure of a matron entering and absorbed in counting money, though she 
approaches the fatal centre, and whom we may suppose to be Sapphira, the 
accomplice and the wife of Ananias', 

Fuseli clearly did not suppose all this without being made acquainted 

with the subject, or rather, without recalling it. Nor should he be 

expected to have done so. A knowledge of -a text and the sight of a 

worthy picture would ccmbine, the one enhancing the effect of the other, 
in a natural manner of thought and appreciation, not an artificially 

ordered one with each art anachronistically segregated and lacking 

communication between it and another. No stronger proof than Fuseli's, 

treatment exists of how natural it was for artists and connoisseurs. in 
the nineteenth century as in the eighteenth, and even when they had 

recognised and analysed the contribution made by texts to the explication 
of "narrative" paintings, to think in this way. Nor is there any clearer 
description of this virtually synoptical view of painting and writing, Of 
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literature and visual art, than Jonathan Richardson's elegant and 

comprehensive conclusion of around a century earlier: 
'Painginýa relates the Histories of Past, and Present Times, the Fables of the 
Poets# the Allegories of Moralists, and the good Things of Religion; and 
consequently a Picture, besides its being a pleasant Ornament, besides that 'tis 

useful to Improve and Instruct us, Itis greatly instrumental to excite proper 
Sentiments and Reflections, as a History, a Poem, a Book of Ethicks, or Oivinity 
is: The truth is, they mutually assist one another, R2117 

The meaning of a picture is not solely to be identified with its 

subject-matter, its supposed narrative. Yarrative, all necessary allow- 

ances being made when this term is. used of an image, and irrespective of 

whether or no that image depends upon an independent text, is concerned 

with story and situation. Meaning, on the other hand, involves other 

considerations as well, those of style, of appearances, and of the 

possible implications of the subject itself, Viewers may thus accumulate 

ideas from a group of separate impressions, related to but often distinct 

from the particular story being unfolded or recalled. The Dutch Genre 

pieces in the final scene of Marriage A la mode, for instance,. reflect the 

"ugliness of taste and meanness of mind" of their owner, the inclusion of 

appropriate furnishings and incidentals being a device relentlessly used 

by Hagarth both in single paintings and in those forming part of his 

several series. 21119 As need hardly be mentioned, since the fact, to a 

great extent obvious in itself, has become a critical commonplace, these 

furnishings may comment an the action or, in the case of the series, help 

to impel the narrative. More subtle is Hogarth's insistence an 

appropriate forms for characters whether comic or vicious, and equally 

effective his use of a precise "language" to govern particular actions and 

pastures . 209 In that these devices all support a general meaning they 

may be termed expository or, perhaps more suitably, insýructive. Just 'as 

a writer must expend some words in setting a scene, so too a painter will 
take some care in realising a literary 'description, creati ng an original 

scenario, or evoking a particular response in a contemporary audience. 
There may be a specific intention embodied in the very subject chosen, 

that is, one in addition to the proper sentiments and reflections 

experienced by any educated viewer, As a statue is best seen in its 

intended setting, and a painting at its correct height, so these subjects 

are best seen in relation to their own time, when their resonance may be 

more clearly identified. 

Reynolds considered' his painting of the infant Hercules made 

appropriate reference to the growing might of the Russian empire, as has 
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ý Figure 148 

already been shown. 2-2 0 Samuel Vale RA, among his numerous scenes f rom 

British history, exhibited in 1777 a "stained drawing" of "King Alfred 

making a code of laws, dividing the kingdom into Counties, and 

- Wale encouraging the arts and sciences". There can be little doubt that 

thought Alfred would have made an ideal monarch of the Enlightenment, the 

subject at least providing an exemplar for contemporary Royal 

patronage. 21 I No less apposite to the times, but rathet less welcome, 

was Copley's painting of Charles I demanding the surrender of the f ive 

impeached members of Parliament, an unfortunate subject to choose not 
long 'after the American colonies had won their independence. -212 

Both subject and presentation in Barry's painting showing Ulysses 

escaping Polyphemus, when combined, surely hint at a particular meaning. 

The full title of the painting, exhibited in 1776, would, at first, seem 

incongruously to ally Barry with that host of lesser painters of fancy 

portraits: "Portraits in the character of Ulysses and his companions 

escaping from the cave of Polypheme. Homer's Odyssey". Clearly, though, 

this painting is of an altogether different kind. Perhaps most obviously, 

if an aspect which can too often be ignored in concentrating upon 

theoretical and intellectual matters, the choice of colour is striking, the 

richness of Ulysses' cloak contrasting with the cooler hues of the 

landscape, while the handling of paint itself, from the scumbled wool of 

the ma I ster ram to the rapid, curling brush-strokes of the cloak, is 

masterly. Unusually for a portrait "in the character of" some 

mythological figure, the subject demands, and repays, some attention. As 

Barry wrote at almost the same time, in his An Inquiry Into tbe Real and 

Imaginary Obstrvctions to the Acquisition of the Arts in England, no 

aspect of the art of painting was 
"trifling or mean in itself, it only becomes so when it gets into the hands of 
men of contracted powers, who debase those things by separating them from the 
noble qualities which should support and make them of consequence', 113 

It is f itting that the subject should be one involving terror, indeed 

"self-preservation", since Ulysses in this representation has the features 

of Edmund Burke, with whose Milosopb1cal Enquir-y into ... the Sublime 

and Beautiful Barry, one of the "companions" in the painting, had long 

been familiar. The painting may well be a "statemept on artistic theory", 

a "virtuoso display of how portraiture and history could be mixed without 
either losing its separate identity". 214 Yet the incident depicted is 

so specific - the wanderings of Odysseus witness any number of brushes 

with danger, and the episode in the land of the Cyclopes affords the 

artist a choice of affecting scenes that the "autobiographical meanings" 
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which Barry's painting certainly does contain seem to be of paramount 

importance. 

Some, it is true, are obvious. During Barry's years in Rome, when he 

was gradually discovering that everybody was out of step but himself, and 

making his views an the matter all too plain, Burke in his letters 

several times advised caution. 21 r, Thus, his earlier admonitions more 

than explain his gesture for silence in the painting. Other meanings 

are less apparent, and a viewer truly "cannot help speculating on the 

identity of the evil from which they are fleeing" . 216 Bearing in mind 

Barry's dedication to the "great line of art", remembering that great 

paintings and great artists were to address both reason and imagination, 

and admitting that he did indeed live in constant apprehension of 

conspiracies against him, his blinded Polyphemus may be seen as a. 

peculiarly apt symbol for those of no true artistic discrimination. It 

was, of course, against those whom he saw as thus ignorant or lacking in 

sensibility that Barry continually strove, on occasion restrained, and 

warned of possible dangers, by Burke himself. Lacking the ability to see, 

the Cyclops uses his sense of touch. Same spectators, and no doubt some 

lesser artists, lacking the ability to think and reason before a painting, 

to understand both appearance and implication, can only feel emotion or 

admire. the superficial. 

Just as a painting's subject may make allusion to contemporary events 

and interests, its appearance may imply a reference to motifS familiar to 

an artist's intended audience, or to beliefs held in common. The most 

obvious examples of such references are adaptations from earlier and 

well-known works, those individual "transplant ings" which have been shown 
to have flourished so profusely in the Boydell Gallery. It is also worth 

observing how the general appearance of, for instance, Hamilton's series 

of canvases based an the Iliad, in their imposing size, their clarity, 
their "almost contemptuous disregard for subtleties of handling and 

colour", prepares responsive spectators for the kind of subject they will 
find treated in the series. 217 That is, the "known first effect" of each 

canvas, to some extent also conveyed by Cunego's prints, with heroic 

figures "above ordinary human stature" crowded up against the picture 
plane, immediately impresses the viewer with a sense of grandeur and 
invites his further attention. 2-1111 It is an effect depending solely upon 
the appearance of these pictures and not at all upon recognition of their 

subjects or of any individual adaptations. Having adopted a style which 
does not care minutely to imitate real appearances, and having depicted 
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characters clearly not of the real world, Hamilton indicates that the 

events of which he treats are in the same proportion raised above 
"common nature", that there may therefore be a consonance of heightened 

presentation and epic subject-matter. 
As a consequence of this harmony of theme and appearance, these works 

in the main evoke -the noble simplicity and cal: i grandeur then held to be 

the classical ideal. Winckelmann himself found in the "Parting of Hector 

and Andromache" that "calm which the Ancients sought" .21,3 By the device, 

ultimately of the theatre, of depicting one of the heroes in Achilles' 

tent concealing his grief by shrouding his face in a cloak, Hamilton sug- 

gests more emotion in the penultimate scene of his cycle th4a could be 

conveyed by facial expression alone, if he were to preserve an azpearance 

of stillness in the scene and perfect beauty in its characters; 22() It' is 

itt f cing that a classical motif should be so used, and seemly that the 

moving episode of Priam's supplication should be the occasion. Hamer's 

transition from battle and slaughter to the funeral rites held in honour 

of Hector is, f or once, in accord with later nations of Grecia 
Ia restraint. 

A modern viewer might f ind in the robustness of f igures and broadness c. f 

handling - characteristic of Hamilton's work in general - an echo of the 

almost unrelenting brutality of the Iliad, a quality appropriate to a 

primitive epic and one which is allowed to burst out.. in the turbulent 

scene of Achilles exacting vengeance upon his dead adversary. 
While the exercises in archmological accuracy in Hamilton's pictures 

from the Iliad are particularly indicative of contemporary concerns, the 

dependence of facial types in such History paintings upon classical 
sculpture was of earlier date. Specific references madeý in a picture to 

the Antique or to, the Old Masters have their parts to play in estab- 
lishing its full meaning. Not only did these sources provide students 
with models displaying that "idea of excellence which is the result of 
the accumulated experience of past ages", they afforded a repository of 
motifs which might with propriety be introduced into an original work, 
in much the same way as a learned author might adapt the thoughts of an 
ancient poet to his own day, incorporate a reference in his own writings, 
or prefix an article with an apposite quotation . 221 

By such references Reynolds, to take the most obvious example, could 
ennoble a portrait in the eyes of his patrons. The most effective uses 
of the technique, not surprisingly, are seen when the identity accorded 
the sitter is thoroughly appropriate. Thus when the flamboyant Colonel 
Tarletan rests his foot momentarily on a wrecked cannon, adjusting his 
kneebreeches as he glances round, with enviable coolness, into the chaos 
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of battle, he strikes a pose reminiscent of the "Sandal binder-", then 

thought to be a statue of'Cincinnatus, called from the plough to command 
his legions. 

ferent pur- As regular a borrower from such sources, if with rather dif. 

poses, was Hogarth, who did not confine his "depredations" to Old Master 

paintings or Antique statuary. History, legends, stories, proverbs, even 

contemporary individuals were all brought to serve Hogarth's didactic 

ends, his means allusive, parodic, occasionally emblematical, ' his 

resources deployed amidst the furnishings of the boudoirs he ý created, on 
the signs before inns, among statuettes, broadsheets, and the actions of 
characters in the situations contrived for them. Because his greatest 
achievements- in this respect are to be found in the series, where such 
allusive details, in addition to their referring to the dramatic incidents 

shown, also recall past and prefigure future events, weaving the sequences 
together into seemingly inevitable chains of causality, it is inadequate 

and unfair to treat of one such example in isolation, at the same time as 
it is disproportionate in a general survey to involve a whole series. 
Fortunately, the subject has received ample attention. 222 One example 

which is perhaps not so well- known as the famous allusions and puns in 

The Rake's Pr-cgr-esz and Nar-r-iage J la Mode is the subscription ticket 

designed for the latter. Ranks of copied Old Master paintings - not so 
dismal and dark that their subjects cannot be identified - stand ready to 
do battle with Hogarth's own paintings. Skirmishing has already begun, a 
Feast of the Gods, a Saint in Meditation, a Mary Magdalene and a copy of 
the "Aldabrandini Wedding" flying across the picture to engage Hogarth's 

outnumbered works. While the idea may well have come from Swift's The 
Battle cf the Bcoks, the print does not represent a conflict of Ancients 

and Moderns, nor is it to be properly understood as simply symbolising 
I William Hogarth at war with foreign artists and copyists. The relation- 

ship between each of his paintings shown in the plate and the copy which 
attacks it is at once apparent, but is of deeper significance than any 
mere similarity, or ironic contrast, in their subjects. The "Aldabrandini 
Wedding" attacks a scene from Nar-r-iage J la Hcde, a Triumph of Dianysas 
the "Midnight Modern Conversation". The characters in one are not poet- 
ically charicted by Bacchus and his pards, while the mariage de 
convenance was never ideal at any time. The submissive Roman daughter 
offers the perfect foil to the scornful and selfish Countess. Similar 
ironies may be detected in having the repentant Magdalene pitted against 
her more earthly sister from Hogarth's times, or a meditative Saint 
Francis against the prudish old maid from The Four- Times of Da7- 
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In short, the ideal world of the paintings purveyed by dealers and 

appreciated by cannoisseum - safe inside their' enclosed tower at one 

side, the building surmounted by a fickle' weathercock - is pitted against 

the real world which Hogarth knew and depicted. His most recent work, 

one of the pictures from Xar-r-ia3-e A la Mode stands, Just completed, on an 

easel. Significantly, indeed ominously, the Ancients have not yet had 

occasion to call upon their reserve, a painting of Apollo flaying Marsyas. 

With this detail, Hagarth in effect promised a modern counterpart to the 

ancient fable of true Art exacting vengeance on imposture. For the 

moment, his revenge upon the dealers was more immediate. He sold his 

series by private auction. 
That this, auction was a failure was in a sense irrelevant, although 

naturally disappointing to Hogarth's ambitions. Few members of the 

public at large could afford to buy the whole series of paintings. Many 

more, however, could subscribe for the prints he made after them. As has 

been seen, the discovery was to be of major importance. 

Those who subscribed ten shillings and sixpence for their pFint of "The 

March to Finchley", rather than later paying the market prite of seven 

and six, were allowed a chance of winning the painting itself in a 

lottery, an ironic precedent far the Baydell Gallery. In the event, it 

went to the Foundling Hospital in 1750. The scene is one of the utmost 

dissipation and disorder, such as might have given heart to the Pretender 

hesitating at Derby, as the Hanoverian and mercenary forces move out to 

their positions north of London. Central to the -composition, before the 

Colours and the sergeant getting to work with his spontoon, is a 

grotesque parody of the Choice of Hercules, a subj'ect particularly 
familiar in England through the writings of Shaftesbury . 223 The 

woebegone grenadier is tcra between the rival claims of two drab females 

who stand in place of Vice and Virtue without offering the charm of tI he 

one or the hcacur of the other, A contemporary account by a friend of 
the artist takes up the tale: 

"It is easily discernible that the two females are of different parties, The 
ballade of -'God Save the King' and a print of 'The Duke of Cumberland' in the 
basket of the girl, and the cross upon the back of the wife .,, sufficiently 
denote the painter's intention; and what is truly beautiful, these incidents are 
applicable to the march" , 

224 

An important feature of such parody and allusion is that to be truly 

successful it must imply a reference beyond itself, beyond the momentary 
humour of recognition. While a portraitist, for e. -cample, can convey a 

general air of grandeur by playing upon a viewer's knowledge of certain 
statues and styles - Reynolds pointed out that some costumes could in 

themselves have a similar effect -a satirist does better to be 
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specific . 22-5 Not that Hogarth's humour is as sober and calculated as 
this might imply; the social and political circumstances which animate 
his various series no longer obtain, but any visitor to Slir John Soane's 

Museum can appreciate the human comedy there displayed, and recognise 
how much does endure . 22r, Thus, the pictures round the walls of Hogarth's 

imaginary interiors both satirise the action appearing before them, pre- 

pare for scenes to follow, and comment upon each series as a whole. The 

scampering piglets in one scene af an election contribute to the general 

air of misrule' which dominates the individual painting and the series of 

which it is part, but they are also a typically robust adaptation of a 
Biblical text to fit a contemporary event. Nor is the satire confined to 

a comparison of the conduct of the rival candidates' supporters, crazed 

with abundant drink, to the headlong rush of the Gadarene swine, maddened 
by demons. The reality of the EleCtion series lies in the laughing faces 

watching from an upper window the "chairing" of the new member. Whether 

a Whig victory or a Tory, the people remain beasts of burden. Similarly, 

the grenadier's unenviable situation in "The March to Finchley" is itself 

truly "applicable to the march", or to the reasons for its being ordered. 
His choice is not only between vice and virtue, or duty and dalliance, but 

is symbolic - at the time it may even have been emblematical - of the 

disputed succession between two royal houses. 

, Since it has been shown that paintings of Historical subjects often 
I depended heavily upon knowledge of texts among spectators, the province 

of true pictorial "narrative", so far as the term may be used, would seem 
to be among Genre paintings, "modern moral subjects", and original prints 
of a similar nature. Fuseli remarked, of artists and painting in general, 

"Invention, strictly speaking, being confined to one moment, he invents best who 
in that moment combines the traces of the past, the energy. of the present, and a 
glimpse of the future, " 2 22 7 

A painter of Genre, having no text on which to rely, was compelled to in- 

vent thus, even if his project were seldom as ambitious as Fuseli in his 
Apbc7risms would seem to expect. Among Genre pieces intended to tell a 
story rather than simply to create a mood by depicting, as so often, a 
pleasant rural incident or situation, this story is generally of the 
slightest, and is frequently of a humorous cast, although there was a 
steady flow of sentimental and tearful subjects. Only in a century which 
produced The Man of Feelin, could one of Villiam Craig's paintings be 

countenanced; 
"A scene in harvest: a reaper having, inadvertently, killed with his sickle some 
young partridges lodged in the corn, they are found and lamented by his children' 
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It appears that artists would sometimes borrow "collateral assistance" 

from their titles, though Craig's lachrymose episode must have been 

sufficiently self-explanatory. Henry Morland in 1775 exhibited three 

Genr-e pieces each requiring a lengthy passage setting the scene, 

introducing the characters, describing the action, and even illuminating 

the motives and foretelling the consequences. In his eagerness to achieve 

precision, he destroys any possibility of speculation and discovery, at 

least until the "titles" are forgotten: 

"A boy delivering a letter to a general post girl, The boy has lost the penny, is 
intreating the girl to take the letter without the money, expecting his master 
will correct him on his return if the letter is not delivered, she appears 
unwilling to deny his req. uest to save him from the beating, " 

In fairness to Korland, it must be adnitted that the broad lines of his 

little situations, if not their minor subtleties, do emerge satisfactorily 
from the pictures themselves, of which prints were made. In like manner, 
throughýut Allan's scenes of the Roman Carnival, humorous incidents and 

satirical thrusts are almost always sufficiently explained by the 

pictures themselves, revealing Cunningham's disparagement of the 

descriptive passages accompanying the four prints published by Sandby to 

be an excessively harsh Judgement. Taking into account the interest in 

costume typical of the time and comprehensively addressed by Allan 

himself, even the nice question of the two jockeys may have been 

resolved, for a contemporary audience, by their different clothes . 221 

logarth's Genre pieces may be regarded as perfect exemplars of pictures 

each with a subject which can be explored from anecdotal elements within 
the image itself, as the eye goes an a "wanton chace" of discovery. One 

example among many, with the virtue of not being as widely known and 
frequently cited as some in the canon, is his satirical engraving of 

preparations for a French invasion. It is small exaggeration to say that 

every detail makes a positive contribution to the meaning finally 

obtained, from the foreground figure of a Catholic friar, gleefully 
inspecting a collection of instruments of torture, to the tiny figures 

. ploughing in the distance. The French recruiting officers have clearly 

scraped the bottom of the barrel, to Judge partly from the gaunt 

scarecrows huddled in the foreground, watching an officer literally 

grilling frogs oýer a camp-fire, and partly from those distant labourers. 
Upon closer inspection it emerges that they are both female. All the men 
have been enlisted. 

While Hogarth did rely an the astuteness of his spectators in their 

picking out of all the little clues in his "much more complicated kind of 

writing", he with equal certainty grounded thý action of his implied 
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narratives in the traditional devices of gesture and expression. He saw 
his pictures sharing some of the characteristics of "representat ions (in 
the stage"; 

"Subjects I considerld as writers do my Picture was my Stage and men and women 
my actors who were by Wean[s] of certain Actions and ex. presstions] to Exhibit a 
dumb shew", 229 

Barry, for one, was impressed with the skill of Fiogarth's "ocular 

demonstration", magnanimously bestowing high praise on the artifice 
involved while in the same breath distinguishing fine Expression from 

fine Invention: 
"his little compositions considered as so many dramatic representations, 
abounding with humour, character, -and extensive observations on the various 
incidents of low, faulty, and vicious life, are very ingeniously brought 
together, and frequently tell their own story with more facility than is often 
found in many of the elevated and more noble inventions of Raffael, and other 
great men", 230 

Of particular importance in a consideration of pictorial narrative is 

Hogarth's having made popular, whatever the exact genesis of the idea, 

printed seriesý of related incidents from contemporary life, typified by 

his The Rake's ProEress or the later Xarria37e i la mode. The pictures 

of a "progress" seem to capture significant moments in a succession of 

events, an extended process of cause and effect. As has already been 

pointed out, neither the individual Genre piece nor the individual History 

can properly be termed a narrative work . 231 Each is a single image, and 

some make additional reference to an independent text. A sequence is 
I 

better suited to tell a story in pictures. As Fuseli later said, 
"as the condition that each work of art should fully and essentially tell its own 
tale, undoubtedly narrows the quantity of admissible objects, singly taken, to 
remedy this, to enlarge the range of subjects, Invention has contrived by a 
Cyclus or series to tell the most important moments of a long story, its 
beginning, its middle, and its end; for though some of these may not, in 
themselves, admit of distinct discrimination, they may receive and impart light 
by connection, 9 232 

It is the connections between the individual paintings, or prints, of a 

series which allow it to be considered narrative, as the pictures are 

seen either successively or together, ordered by the idea of causality or 
by their participating in a history. 

- Hogarth's statement that each of his progresses was , I'design'd in 

series ... having somýthing of that kind of connection which the pages 
of a book have" must be treated with some CaUtion. 233 The connection is 
looser, the stories rather less readily legible than his words, scanned 
hastily, might suggest. - Vhile it is true that one picture follows another 
in unfolding a- drama, this progression lacks the kind of continuity which 
in a typical novel of the tine, and for another century, was taken for 
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granted. HoZarth's characters are simply seen acting in different 

settings, often ir. altered circumstances. Where the pages of a book 

would have been taker. up with tracing the characters' paths or describing 

-heir these transitions, the viewer must either infer, or speculate on, 

-ions and mot and the reasons for their circumstanses tives various ac 41, 

-he time which has supposedly elapsed. having changed during 46 

One of the earliest series, The Rake's Prog-ress; s, is probably the most 

easily followed. The Rake's character is quickly established, and he 

simply conforms to type in the circumstances shown, As one account has 

it, the series represents 
"in a lanouaoE which the illiterate can read, and all nations can uriderstand, 

the fatal arýd usual effects of vice - the natural consequences of an 
prof' unrestrained course of iqaCy'll 234 

-h socially and mor- The progress of the Rake is steadily downwards, bot 

and ally, each scene presenting a tableau of one more gradation of debt 

debauchery. Hogarth displays great ingenuity in a context which is not 

otherwise distinguished by subtlety, in his elaborating on the simple 

fable by' including much allusive detail, his almost Ketaphysical wit 

finding in common objects and familiar references a world of satiric 

correspondence. Perhaps because this 19FIrogress" is so reminiscent of a 

cautionary tale with an obvious moral, these ironies seem less integral 

to the plot, their identification being more of a super-added intellectual 

pursuit, than is the case in lfaz-. riage A la Mode. There, every detail, 

from a half-built and heavily mortgaSed mansion to an unframed Genr-e 

picture, from a guttering candle or a theatre ticket to a broken sward or 

a child's teething coral, is necessary to the full meaning of the series, 
is an essential commentary rather than an additional gloss on a seem- 
ingly autonomous sequý-nce. 

To encounter Mar-z-iage A la Node for the first 'time is to be faced with 

a complex history, one requiring some effort to perceive those conn- 

ections between its constituent pictures which are necessary for it to 

have any logical continuity. The unity which a set of literary 

illustrations would have, or that which The Rake's Fr-q87r-ess does have, is 

here compromised by the existence of the several plots and concerns 

which HoSarth suggests and sets in notion. A set of illustrations is 

accorded unity initially by its being associated with a text, at least 

when that text is known, while the - first few scenes of The Rake Is 

Ftogress involve what is recognisably the same weak young man, the last 

three, with the protagonist sadly changed, continuing the theme of decay 

, 
rity, of course, the earlier introduced. In addition to this thematic intec .6 
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ty simply eight prints of The Rakes ProEress are perceived as a unit 

because they were published together in order to form a series, In both 

this case and in that of Xar-. riage A la Mode, the buyer is impelled to 

discover the connections and motives which, Hogarth implies, must exist. 

After all, he who published these two series actually created their 

characters and set then on the path he determined in advance; in Xaz-rlage 

A -la. Xode, though the suggestion of choice, of free will, is more marked 

than in the headlong career of the Rake, it is no less illusory. As in 

The Rake's R-ogress, the recurrence, but not the continual presence, of 

certain major characters - Ithe heir, his wife, the lawyer -- does have a 

part to play. It is noteworthy that, though Hogarth was to employ "the 

best Masters in Paris" to engrave the series, the actors' heads, "for the 

better Preservation of the Characters and Expressions [were) to be done 

by the Author" .. -23S 

Because the implied time scale in the longer series is generally so 

great,, and the stories so complex, a good deal'of necessary action must 
take place "off stage". Thus Counsellor Silvertonsue, the lawyer, last 

seen' escaping from the window of the bagnio after killing the young Earl, 

has in the following picture become the hero of a broadsheet relating his 

"last dying speech". Far from these lapses of time causing the sequence 
to appear disjointed, they encourage the viewer - who will have in mind 
Hosarth's insistence, or at least implication, that the pictures are 

causally connected - to construct the necessary intermediate events for 

himself, actually becoming more closely involved with the dramatic 

narrative than if everything were already presented. Viewers. interpolate 
their own narratives between the six, or eight, moments deDicted, narr- 

atives governed by preceding and guided by subsequent events, the 

pointers and targets provided by the artist. 
Hogarth claimed to regard each scene of Kar-riage A la Xode as "an 

entire subject of itself", and each could indeed exist independently as a 
"narrative" picture, full of incident, explanation and implication. -236 Of 

course, some could sustain themselves -more successfully than others, but 

none depends so strongly upon its context as does, for example, the first 

scene in The Rake's Prog-r-ess, literally calling out for further 
development. As Johnson might, have said, the curiosity is ! -ndeed excited 
by suspense and expectation. It is that curiosity, aroused and satisfied 
by the artist, which allows a fictional 11cyclus" to cohere. Were the 

pictures which form XarriaEe ý la Mode actually a set of illustrations 
for a novel of the 1740s, like Highmore's almost exactly contemporary 
paintings from Pamela, or, better still, were they actually a number of 

-L 



94 

incidents from a stage play, like Hogarth's own versions of the finale of 

The Beg-Ears' Opera, then, each might represent the crucial moment of a 

- of an act. chapter or the climactic moment 
-he pages of a back, Hogarth's description of his series as being like t 

though clearly not satisfactory on- many grounds, is appropriate in one 

sense. The similarity nay have occurred to him partly because these 

pictures - which are, after all, sheets of paper, - were printed in 

"editions" which ran to several hundred copies. Like "literary pro- 

ductions of easy purchase", epic or otherwise, they were individually 

cheap but, by their beingr sold in large numbers, able to provide an 

-hc-. 4 artist with an adequate return far his labour. 237 Like an aut n- 

dependent of a patron, Hogarth made his appeal to that audience, or 

rather market, at which increasingly numerous and popular periodicals, 

novelles, and even books of sermons were dire cted. His "modern moral 

subjects" were, in essence, 
"Dedicated to nobody But if for once we may suppose nobody to be every body, 
then is this work Dedicated to every body, " 238 

Hogarth's moral tales were easily perceived by members of this audience 

to be relevant to their own times. They were set there. Dress, posture 

and surroundings all spoke as eloquently to a contemporary as did 

actions, expressions, "inscriptions", even words themselves, every detail 

thus contributing to the meaning of each picture and to the development 

or resolution of plot. 

It has been suggested that, since Historical Compositions are in the 

main indissolubly wedded to texts, true pictorial narrative is more often 

to be found in Genr-e pictures and "modern moral subjects", these being 

'ings, however, can frequently encountered as original prints. Some pain'. 
both be considered truly "narrative" (within the limits necessarily im-_ 

posed upon pictures), in that they do not make reference to a known and 
tyle. The effect pre-e:: istent text, and be seen as aspiring to the Grand St 

they have on the imagination is instantaneous, they "invite the spec- 

tator's attention", and they repay such further study . 23V Furthermore, 

they should be possessed of "a moral tendency, or of some doctrine useful 

to mankind", expressed -by the artist and discovered by the viewer . 240 It 

is possible to appreciate when such an approach is made or such an 

effect produced, but not easy to state comprehensively and conclusively 

how this may be done. Some things cannot fully be taught by rule. 2-4-L 

It should first, 
, and always, be borne in mind "Chat the essential 

power of a History painting is in no way compromised as an Inev 
, 
itable 

consequence of its having been based on a literary subject familiar to an 
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audience. Its independence from literature is not in itself any reason f or 

commending a picture. Macbeth or Ugolino, to adopt examples selected by 

Fuseli, are "fit subjects for the pencil" whether or no they are "prepared 

by history and borrowed from Shakespeare and Dante". 24-2 The brooding 

intensity of Fuseli's own "Italian Count" is evident from the picture 

alone, unaided by history or literature. That is, the emotion can be 

rendered "intuitive". In this -painting, Fuseli brought his Invention to 

bear on a subject of his own devising, though it seems that "Braccioferro" 

may have been derived fro= a real historical character; 
Count of Ravenna, surnamed Braccioferro or Iron Arm, musing over "Ezzelin, 1. 

the body of heduna, slain by him for infidelity during his absence in the 
Holy Land, 0 243 

Although it would be unclear exactly how, why and by whom Meduna had 

been slain without "collateral assistance" from this title, the emotion 

itself is vividly and memorably expressed, since the subject is, in 

Fuseli's terminology, "positive". The painting is reminiscent of some of 

his own illustrations to Dante. 

So too the grief of Achilles over the body of Patroclus is dominant in 

Hamilton's third painting of the group inspired by the Iliad, as is the 

sorrowful entreaty of Andromache in the second, though neither the 

crucial reason for the death of one character, nor the various emphases 

of the plea made by another, could be divined solely from the pictures 

. Figures 4-1-2 themselves. Their immediate power lies in the image, f urther explication 
in the mind of the well-read viewer. These subjects all 

'owe the sympathies which they call forth to their assimilating power, and not 
to the names they bear: without names, without reference to time and place, they 
would impress with equal energy, because. they find their counterpart in every 
breast, and speak the language of mankind, "' 244 

Not all those paintings which aspired to the Grand Manner, or were 
later thought to have done so, were of Historical subjects. Vest's 

painting of General Wolfe, and several of Copley's compositions, have 

"ondon, "Brook6 already been noted. Copley's first major success in T 

Watson and the shark", that am-Plified Genre piece "founded an a fact 

which happened in the harbour of the Havannah", certainly speaks the lan- 

guage of Mankind in depicting a human being in peril, and speaks with the 

accents of the Grand Style. For all that, the painting "has no grave his- 

torical import or moral lesson for mankind ýbut [ is I frankly exciting 

and romantic". 24-5 It is indeed the "exact antithesis" of the traditional 
History theoretically upheld by Reynolds or Barry. 

There is little need for ex. plication. The situation is seized at a 

glance. A youth has fallen overboard, or has been attacked while 
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-heir number swimming. - Some sailors in a dinghy try to rescue him, one of -1. 

attacking with a, boathook the predatory shark. As in all Copley's later 

-ion is carefully Judged, with the figures the boat works, the composit 
tightly arranged in a pyramid, its base formed by Watson and the shark, 
the whole dominated by the sailor about to lance the creature. 2-44-- More 

striking than this conventional construct -ion is the sense of movement 
implied throughout the scene, itself held together by an interplay of con- 
trasting actions. Two sailors their poses, perhaps inevitably, taken 

from Raphael's tapestry cartoons stretch downwards to reach the frantic 

youth as he flounders towards the' boat, and the boatswain,. reminiscent of 
Saint Michael triumphing over the dragon, plunges the boathook towards 

the shark as it surges around the bows. Thus the painting is undoubtedly 

of an excitinS subject, the depiction of a particular human being helpless 

before an elemental -danger, and, regrettably, it proved both popular and 
influential. It could, in its way, be thought sublime, since 

'whatever is fitted in any sort to exýite the ideas of pain, and danger, that is 
to say, whatever is in any sort terrible, or is conversant about terrible 
objects, or operates in a manner analogous to terror, is a source of the 
sulhlioa; that is, it is productive of the strongest emotion which the mind is 
capable of feeling, K 247 

Copley certainly arouses strong emotions, but he does so with no other 

purpose (apart, presumably, from the making of a name for himself) than 

that of simply arousing them for the moment. Such terrible and painful 
ideas may be attended wit -h the comfort of recognising personal safety 
from danger which, "does not press too close", the "passions belonging to 

self-preservation" being the strongest passions of all. 2-48 There is no 
question of any address to Reason. Copley aims at the sublime by a 
direct assault on the emotions : with the immediate depict -ion of terror, 

not by any ominous suggestion of danger, not by encouraging viewers to 
dwell imaginatively upon vast and awesome subjects, but by the stark 
presentation of actual pain and fear. The calculated control of the 

composition contrasts with the unpleasant sensationalism of subject and 
depiction. Burke, significantly enough, had written that "a true artist 
should put a generous deceit an the spectators, and effect the noblest 
designs by easy nethods". 2-4'9 Copley left little to the imagination. 

It is strange that Copley should have been thought to have introduced 
this note to British paint 'ing, when painters of actual shipwrecks had 
long been purveying the same kind of material for those with a taste for 
it. He focuses attention more closely upon the terror-stricken individual, 

arousing the emotions not by grandeur of conception, not even with 
associations of terror, but by stridency of interpretation, It cannot be 
denied that, in depicting the wild-eyed Watson literally face to face with 
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4, the monster, Copley heightened the apparent peril to a. ludicrous exten.. 

Had any shark actually approached in the position shown, the youth would 

never have escaped, as in fact -he did, with no more than the 
Ilass of a 

leg-. , Copley, like West, while pretending to depict actual events, was 

quite prepared to depart from "strict historical- truth" when, it, suited his 

commercial interests. 

That the painting proved popular and a print after it profitable 
indicates a public taste greatly changed from that of only,, a decade or so 

earlier, when ý spectators affected "such nice feelings. and so much 

sensibility, as not to be able to bear the sight of pictures where the 

action turns upon any circumstance of distress". 250 Perhaps 1. -he spec- 

, "f erent kind. Of greater concer tators themselves were of a diý n than 

either affectation or sensat ion- seeking on the part of the public is . the 

fact that any such paintings of distress, and- of action both violent and 

contemporary, in their making pretensions to-the Grand Manner, did so de- 

spite their heedlessly violating, or tainting with vulgarity, one of the 

necessary conditions of great dramatic art. Such- paintings could never 

arouse in the viewer a deep sympathetic involvement with their char- 

acters, far less creatp the experience of catbarsis in the "release" of 
the tenctions aroused by Tragedy, an experience normally consequent upon 
the death of the protagonist. 

In a dramatic product -ion, a character involved in 'such action is made 
known to the audience in a few hours' "traffic of the stage", whereas 
Brooke Vatson is presented as little more than a stranger, his particular 

and unusual situation nonetheless prompting a terror, _ which ý finds its 
"counterpart in every breast". It is' not enough tc-complain that a 

painting, having "but one moment to speak", is quite -precluded from ever 
achieving catb3rs1z, though in any case one 'art 'can never fully be 

"engrafted with' success an anotherl'. -2sX The traditional characters of 
History painting were already familiar to the cultured viewer, the 

sympathy due their situations being arou, _: ýed for figures always hnown to 

exist only in the world of the imagination, or to have lived in the 
distant past. The artist, with- greater or' lesser success, offered an 
affecting interpretation of a familiar scene, for viewers sufficiently 
sensitive to appreciate it. Neither is there, in Copley's paint Ang, any 
sense of an individual's being inevitably doomed by the gods. Watson Is 

plight is not only unique, it is an accident, its being thought worthy of 
consideration beside History a historical aberration. 

That this painting - like that of Major Pierson actually a fine example 
of its type - has been a pernicious. influence an the. appreciation of 
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"history painting" is not merely due to its having been based an an 

actual and contemporary event. Admittedly, there can be little doubt that 

some of its appeal to the public lay in the fact that its hero was not an 

ancient or mytRological character, not even a contemporary figure of 

national standing, but rather the kind of person made notorious for a 

while by a broadside ballad of his last confession or, in a later age, by 

the popular press . 2S2 Of much greater importance than the distinction 

between the contemporary and the ancient - between Pitt and Pericles, or 

Wolfe and Epaminandas - is that between the avowedly factual and the 

recognisably f ictional, 

The depiction - the f itting depiction - of Odysseus evading 

Polyphemus, of Philoctetes, Dido, or Ariadne abandoned, of Lacco6a 

succumbing to the serpents, or of Hector refusing Andromache's appeal, 

calls for a different kind of appro 
, 
ach, an the parts of both artist and 

public, from that required by paintings like Copley's. . The danger, the 

grief or the suffering is imaginatively seized as being real and present, 

though the Reason knows each to be fabulous and JM41 tated, when, that is, 

the viewer is possessed of the necessary literary background and under- 

standing. Furthermore, actual events and characters from history, real 
though they were, have, when sufficiently distant in time and different in 

costume, that same aura of remoteness from "this ignorant present" which 
the best artistic imitations, however lifelike and heartfelt, always 
have. 253 Thus Alexander, Ceesar, Edward III and Mary, Queen of Scots - or 
Bajazet, the foreign prince - are legitimate subjects of drama or History. 

Viewers or readers could regard them for the moment as dramatic char- 

acters, their situations as being artistically cr-eated for the exhibition 

a. - expression of emotion. 254- The viewer, in theatre or gallery, must be 

conscious of both artifice and Decorum, and be prepared to appreciate the 

artistically heightened - the Fcetic - imitation of historical events with 
these characters as primary subjects, rather than the skilful reproduction 

of reality with unknown, and otherwise inconsequential individuals as 

chance objects involved in remarkable incidents. 

Reynolds spoke of the style peculiar to Michelangelo as requiring a 
voluntary effort on the part of the viewer for its true appreciation: 

"It must be remembered, that as this great style itself is artificial in the 
highest degree, it presupposes in the spectator, a cultivated and prepared 
artificial state of mind, It is an absurdity therefore to suppose that we are 
born with this taste, though we are with the seeds of it, which, by the heat and 
kindly-influence of his genius, way be ripened in. 4s. " 25s 

An appreciation of truly Historical painting depends no less surely on 
cultivation. Only the lower styles of any art were considered "in the 
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vulgar 
. 
sense, to be naturally pleasing". 266 In short, the viewer was 

expected to ex. perience emotion whilst remaining conscious of artistic 

cc exper- -ion, not contrivance. in the subject no less than in the imitat 

ience a frisson of horror at See4 tional representation of a ing, a sensat 

real boy savaged by a reallshark. Ar. admiration of the artist's skill in 

an event shouid ideally c--=', -ine with a presenting '"is interpretation c. 

recognition that. Invention had been em-ployed to realise the Poetic, not to 

recount the factual. 2-67 

To turn from Copley's pictorial bid for fame to a self-portrait by 

Angelica Kauffnann' in which she is seen hesitating betwee-1 the carts of 

Music and Painting is to enter less turbulent waters. This painting too, 

like Copley's not depending for its explication upon any tey. t., makes some 

effort to pass itself off as a History . 2S8 It is cast in the f amiliar 

mould of the Choice of Hercules, "Miss Angel" being courted by two f emale 

f igures representing Music and Painting. The f irýt, with a musical score, 

sits by a temple in the foreground, the second, equipped with brushes and 

palette, indicates another temple on a distant hill. Although there are 

parallels with literary accounts and with other pictures, the recognition 

of these is superfluous to an understanding of this picture's meaning. 

Even the attributes of the two symbolic figures can hardly be classed as 

-a a society or culture in which paintings are "emblems". - To belong t 

exhibited implies knowledge of a paintbrush. 
The picture's internal narrative is as simple as the painter's choice is 

immediately obvious. The upward way indicated by the personification of 
Painting is arduous, the temple of her particular art perched high on a 

rocky eminence. Music, on the other hand, bids Kauffnann daily in the 
temple dedicated to her- art, its rich swathe of drapery contrasting with 
the austerity of the other building no less surely than does its lower 

position, a contrast echoed and heightened by the vestments - warm red 
and chilly blue - a-! ' the two allegorical figures. The painter, with some 
show of regret, is. already bidding "Music" farewell. 

Such is the' obvious reading of the piece, and nothing could be more 
simple. Yet underlying this immediate view is the implication that Music 
is a snare, or merely an attraction to lure an artist f rcm the more 
demanding task of attaining the heights of Painting. Angelica, at any 
rate, appears to believe that she has no more of Music to learn, having 

apparently accomplished all the art can offer or require, and in fact the 

personal reference is the key to this painting. Any thought that it 

might have some relevance for the Arts in general evaporates when it 
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becomes clear that Kauffmann simply fixed an the universally significant 

choice of Hercules between Vice and Virtue as a convenient pattern far 

dramatising her own rather less important concerns. This is af ancy 

portrait masquerading as a narrative History. The logic, the full 

implication of the piece has not properly been considered. The form is 

appropriate to only one meaning, however the identities of the 

participants might change. 269 Were the piece to be accepted without 

question, music is implicitly vicious in that it necessar 44. ly diverts 

artistic energies from the virtuous exercise of painting, as Garrick's 

fondness for Comedy dragged him away, an occasion, from the heights of 

Tragedy. In An-nibale Carraccils famous painting of "The Choice of 
Hercules", it is true, an open songbook and some musical instruments lie 

amoD, ý, the array of attractions offered by' Voluptas. 260 That music, or 
indeed painting, might be. turned to unworthy purposes by some is no 

reason to condemn either ý art thus indiscriminately. Some words from 

Barry's An Inquir7 into the Real and lmaginar7 Obstructions to the 
Acquisition of týe Arts in EnEland, though concerned with a quite 
different form of separation of form and style fro= content, are 
ironically appropriate to this picture. Barry wrote that no part of 
painting is 

'trifling or mean in itself, it only becomes so when it gets into the hands of 
men of Contracted powers, who debase those things by separating them from the 
noble qualities which should support and make them of consequence' . 261 

It may be more charitable to attribute the faulty reasoning demonstrated 
in this portrait to its autobiographical nature, since Kauffmann was 
thouFht "no small proficient in music", Winckelmann believing that "as far 

as singing is concerned, she ranks with our best vix-tuosP. 1" Even so, 
there is the disquieting impression that she might cheerfully, and even 
less sensibly, have interchanged attributes had she decided a musical 

career was more suitable than a decorative one. 
Copley's sensational painting depicted a contemporary event in a style 

pretending to the Grand Nanner, while Kauffmann's self-portrait arrogated 
to itself a respected motif from History. David Allan's Royal Academy 

exhibit of 1779 does not depend upon precedent, high drama or a literary 

NSUM 67, text to make its effect. and convey its meaning . 263 The subject, the 

Vestals attending the Sacred Fire, is of the simplest, the narrative being 

*ure. There is a rising at once comprehended in the very form of the pict 

emphasis which traverses the canvas, beginning at the oldest woman, pos- 

itioned by the correct viewing place an the right, and painting into the 

picture's space as she explains to her youngest charge the girl's new 
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d -ies. The eye swiftly crosses from these figures, via the ewer and ut 
-self, I salver, towards the sacred flame it he lamp being supplied with oil 

by a maiden palpably descended from classical sculpture. Balancing the 

elderly woman at the right is another seated at the left, below the flame 

itself and reading a sacred scroll. , 
Thus the necessitv of continual 

study to guardians of the light is emphasised, as being of no less sig- 

Aificance than the lifelong dedic-ation implied by the various ages of the 

ted. These six guardians, 'like the texts which they six figures depict 

study, unite with the imagined present the knowledge of the past and the 

promise of the future. 

Such major compositional elements are necessary to the struct -ure of the 

painting and essential to its meaning. Further significance, as in all 
the best History paintings, emerges with greater attent -ion, once the 

viewer, having been first attracted and then conducted,,. through the 
immediate import of a picture, is 

, 
awakened to its deeper resonance. The 

original flame of Vesta was, according to ancient story, brought to Rome 
by Aneas when he fled the sack of Troy, and was inseperably associated 
with the Fenates, with every sacrifice to the gods, and 4. 

, 
with the 'hus 

Roman state itself. The tending of this flame was in essence a survival 
of the Grecian cult of Hestia, goddess of the hearth. Vhen Allan's 
painting is considered in relation to his time, to the comm unity of which 
he was part in Rome, and, additionally, to those letters 

, and other 
writings of his which survive, then its representation of reverence for 
the past, and its implication of the importance of continual study, assume 
" new and greater consequence. If the tending of the flame be considered 
" metaphor for the dedication of artists like Gavin Hamilton or Jame's 
Barry to the Classical ideal, then Allan's painting itself equates en- 
couragement of the Arts with the well-being of the state. To establish 

-ain the and maint true principles in art would be comparable to 

achievement of good government in a country, when 
"... dire Debate, and impious War shall cease, 

And the stern Au be softened into Peace: 
Then banish'd faith shall once nain return, 
And Vestal fires in hallow'd temples burn. ' 114- 

This deeper resonance only becomes apparent with a more thorough 

reading of the painting, once its visual appeal. to the imagination has 

been made and recognised. What narrative there is appears negligible, 

and this is as it should be. There is nothing unusual in the incident 

depicted, if incident it can be called. The tending of the fire was once 

a centuries-old tradition, unbroken for generations, and it is this sense 
'of both antiquity and continuity' which Allan evokes. The austerity of 
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the Piece suggests that he also evokes by its very * style the purity of 

those early days, perhaps even advocating to f ellow painters a return to 

an almost Doric simplicity rather than a development based on the 

classical tradition of the previous century. It is a restrained classicism 

quite beyond that seen in any of his other History paintings from these 

years, or indeed in those by his contemporaries. The works of Gavin 

Hamilton, for instance, even those based upon the Iliad and consonant 

with its barbarism, appear ornate by comparison. If, in choosing to 

exhibit this painting - which dates from 1772 - during his s-Itay. in 

London, Allan were truly demonstrating that an apparently naYve style is 

the one most appropriate to an ancient, a "primitive" subject, -16 -hen some 

of the ideas he was later to develop in Scotland may already have been 

formulated in Italy-115 This calculated choice of style is another aspect 
of the theme of artistic simplicity which he explored in "The Origin of 

FLA TZ N Painting", by that time circulating in several printed versionsý2" 
Such experiments and developments were still in the future when Allan 

put this work before a public more accustomed to pictures of action and 
excitement, or of 3ýumour and sentiment, than to pictures of reflection and 
instruction. The atmosphere of reverence and study in the subject and 
the unadorned simplicity of the style make equal claims on the viewer's 
attention, and with 

, 
good reason. The picture portrays what is broadly a 

fusion of the two, a reference to Classical principles, as represented by 
Neoclassical art. 

Although, like impression of danger, "greatness of dimension is a 
powerful cause of the sublime", mere physical size does not by itself 
imply grandeur. " Designs that are "vast only by their dimensions, are 
always the sign of ý common and low imagination", the "confounding 

greatness of size with greatness of manner" being an "erroneous prin- 

ciple" springing from "faulty taste" and leading in turn to worse faults 

and errors. 2611 In Fuseli's remarkable drawing, of "The Artist in Despair 

'he Magnitude of Antique Fragments"'may be found both a suggestion over 4. 

of - immensity and a deeply felt personal statement. The actual size of the 

drawing is only some eighteen inches high. In its implication of ýastness 

Figwo it is reminiscent of Piranesi. 

Like Allan's I'Vestals attending the Sacrea Fire", Fuseli's picture relies, 

and relies even more emphatically, upon its aspiring form to convey its 

meanings. No work in all his oeuvre better satisfies Fuseli's demand 

that the essential part of a subject should immediately be comprehended. 

Though it is a sketch, it would be hard to f ind a finished -Dýcture which 

more powerfully makes the single, complete effect so indisper-sable to the 
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Grand Style. At the same time, the depiction of a pathetic individual 

overwhelmed by the achievements of the past cc-exists with the 

- same glary and implication that modern artists must strive to attain that 

perfection. Although literally earthbc3und, on a level with the colossal 
foot, the artist is encouraged by the painting hand, or will be when he 

eventually brings himself to look at it. The picture tells of 4-uture poss- 
ibilities and, while hinting at the idea of 

, 
Inspiration, really indicates 

- with cLricsity and the models to f allow, not in a servile manner but 

discrimination, in forming "the true 
* 

idea of beauty" . 2659 The particular 

and actual - fragments of a colossal statue of Constantine - represent 

all surviving great works a*. Antiquity and symbolise the "almost divine 
faculties of the mind" which enabled them once to be created and forever 
to be venerated. 270 So too, of course, the particular artist represents 
all others. Past, present andý future time, artists historical, contemporary 
or yet unknown, and works of art from all ages, are but the most immed- 
iately addressed of the picture's many themes. It 6omprehends and, extols, 
either obviously or implicitly, by depiction or suggestion, 

"the perfection of form, the pursuit of sublimity, beauty, grace, or any other 
of thosý valuable qualities 'which perfect art by calling forth the great 
exertions and the ultimate vigour of the artist', 271 

1 

In these two pictures, - with their calculated allusions 'to the Antique, 
both Allan and Fuseli, however obliquely, implicitly addressed their own 
society. The sculpture, wall- paint ings and other artefacts of those days 

represented more than "great examples of the Art"-" In addition to 
their calling forth emulation and even rivalry, such surviving works, of 
both Antique art and Classical verse, allowed foiýmer times to live again 
in the minds of artists and antiquarians, and allowed viewers and readers 
of later ages to Judge of the achievements of societ 'ies preceding theirs. 
James Barry had made his admiration of Ancient Greece - ". from the time 

of Pericles to the end, of the age of Alexander" as public and eloquent 

as he could, and Fuseli was later to write that 
'The artist and the public are ever in the strictest reciprocity: if the Arts 
flourished nowhere as in Greece, no other nation ever interested itself with 
motives so pure 'in their establishment and 'progress, or allowed them sc ample a 
compass, *As long as their march was marked with such dignity, whilst their union 
excited admiration, commanded attachment, and led the public, they grew, they 
rose; but when individually to please,, the artist attempted to monooolise the 
interest due to Art, to abstract by novelty and to flatter the multitude, ruin 
followed. To prosper, the Art not only must feel itself free, it ougnt to reign: 
if it be domineered over, if it follow the dictate of Fashion or a Patron's 

'ion at hand, 01 273 whims, then is. its dissolu. 

There can be little doubt that artists who had drawn attention to how 

the arts of former ages could endure until their own had also recaSnised 
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that the arts of their own day, as they in turn were preserved and 

studied in future, allowed their achievements, and those of their society, 

to be judged in like manner. Fuseli's account of the relationship of art- 
ist and public moves from a general statement to a particular example 

and comes to a conclusion generally applicable. ' Vhen appl ied to his own 
day, as he surely intended and composed it to be, this conclusion was 
damning indeed. Only once, in 1788, -did David Allan broadcast his own 

views thus publicly, in what was virtually an open letter to Gavin 

Hamilton, the British artist of highest European standing, -and his 

precepts and examples remain to be studied in greater detail. Allan sev- 

eral times referred in this letter, published with his edition of Ramsay's 

"Justly admired Pastoral" T12e Gentle Sbepberd, to the lack of demand in 

the country for "the nobler departments of the arts", and a keen sense of 
disappointment in "the general taste of the public" was clearly never far 

from his mind as it may be glimpsed between the lines of this dedicatory 

preface. + The diffidence with which, according to his own words, he sub- 

mitted the edition to public gaze was matched by the moderation with 

which he expressed his regret. Barry's exhortation of around a decade 

previously, an the other hand, was characteristically incisive: 

'History painting and sculpture should be the main views of any people desirous 
of gaining honour. by the arts, These are -,: ý tests by which the national char- 
acter will be tried in after ages, and by which-it has been, and is now, tried 
by the natives of other countries", 27+ 

In short, and -taking as paradigms these two pictures, Allan and 

Fuseli - the one with a painting of an ancient tradition, the other with 

a drawing evoking the grandeur of things past - seem to have seen their 

own art as part of a great continuum, and to have intended their own 

pictures to be relevant to all ages. The thought was not an unusual one. 
Reynolds, towards the end of his Fourth Discourse, had brought together 

the works of poets, painters, moralists and historians, and stated that 

those "which are built upon general nature, live for ever" -. 275 Few 

listeners or readers could have been unconscious of the irony as one who 

was primarily a. portraitist concluded: 
"Present time and future may be considered as rivals, and he who solicits' the 
one must expect to be discountenanced by the other " 276 

As has already been shown, Reynolds returned to the theme in his Fifth 

Discourse, acknowledging that the love of fame is not in itself repre- 
hensible, provided that such fame is justly acquired. 277 An "excessive and 

undistinguishing thirst after it", however, -an immoderate attachment to 

Appendix IV, 
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the "allurement of popularity, which always accompanies the lower styles 

of painting", degrades both works and taste . 2-78 

Reynolds' deliberately 61itist argument seems actually to be overly con- 

cerned with the times in which he lived. It was Fuseli who added to the 

President's carefully balanced aphorism the necessary condition that "all 

depends an the character of the time in which an artist lives, and on the 

motive of his exert ions". 279 Reynolds, for all his professed confidence 

'"hat the labours of artists could eventually "raise the thoug ts, and ex- 

tend the views of the spectator", seems to have been less convinced "Chat 

the Arts did truly have any didactic effect than artists such as Hogarth, 

Allan, Barry or Fuseli, - as far as their several public statements may 'be 

-her hand, his ambivalent attit interibreted. 2110 On the ot . Ude towards public 

exhibitions may have caused him to issue an incautious, and inapprop- 

riately general condemnation: 
"It is certain that the'lowest style will be the--most popular, as it falls 
within the compass of ignorance itself; ý and the Vulgar will always be pleased 
with what is natural, in the confined and misunderstood sense of the word. ' 281 

The very 6-litism of Reynolds' pronouncement tends to obscure its con- 

temporary relevance. While artistic theory might proclaim the primacy of 

History, the majority of artists was under the necessity of satisfying 

the demands of the popular market. The discovery, early expressed by 

Hogarth, that "small sums from many" reproductive prints could eventually 

amount to more than the acceptable price for an original painting was 

soon accompanied by another realisation, one shared by many later 

tist had to paint what would sell. painters. The art 
As has' been demonstrated, their- having a moral purpose had for long 

been advanced as a vindication of artists and the artsý282- Instruction by 

msthetic or imaginative -means had long depended upon empathy. Mystery 

plays had exploited the technique centuries before Briiish theorists and 

atised and critics had written upon the arts. Where those-plays had dram 

placed in a Universal light the plights of "Everyman", of Adam, or of Job, 

the painters of a later era chose their moral exemplars from the Classics 

as well as the Scriptures, 'and ultimately turned to national history. The 

relevance of such Historical, paintings to'4. 'heir own lives could hardly 

have been readily apparent to many of those who attended public exhib- 
itions and caused Reynolds such disquiet. Being but slightly acquainted 

with the Classics, " many a' member of the "common miscellaneous public" 

might well have'wondered what was Hercules to him, 'or he to Hercules, or 
for that matter Hector, Helen, Hecuba or Homer himself. Such a viewer 

could nevertheless always recognise in a "modern moral subject" by 
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Hogarth, or by one of his many imitators, an immediate relevance to his 

own life and society7ý The figures in these pictures were not strangely 

idealised antioue heroes' but pointedly realistic, recognisable, perhaps 

even identifiable characters, "alwa , ys placed in contemporary settings and 

engaged in credible, - often commonplace activity. 
Both Historical Compositions and thes6' less ambitious pieces were, at 

least in theory, intended' to 'advance a useful moral, to "Offe'r insý'ruc`.. n 

as they afforded delight. In many a "modern moral subject", all too often 

there is little more than a simple cautionary tale designed to be 

appreciated on superficial contact, without any of the deepe. - and more 
humane portrayal of the vices and follies, or the virtues and occasional 

acts of benevolence, encountered in contemporary society. In many 

paintings avowedly Historical, the evidence suggests that true grandeur 

of conceptýion 'and execution was less often shown or demanded than were 

prettily nostalgic and decorative interpretations of classical 

subJects. 21" Even Barry almost certainly in a jocular manner - could 

be accommodated to the Procrustean measure of fashion. Burke happened to 

call" when he was painting "young Mercury inventing the lyre, by 

accidentally f inding a tortoise shell at break of day an the sea-shore. 

'Aye, ' said the philosopher, 'that is the fruit of early rising, there is 

the industrious boy! I will give you a companion for it, - paint Narcissus 

wasting his day in looking at himself in a fountain - there is the idle 

boy! "' - 211-4 This z-eductio ad absurdum, amusing in itself but not to be 

taken too seriously, is probably a reflection of the banality which the 

ften at public exhibitions. two encountered so ci 
That they represented in part the pictorial expression of an uplifting 

moral could possibly be advanced in support of West's "Death of General 

'Wolfe" 
and several other pictures of British aff'icers making sacrifices 

for their country whilst f ighting in other 
, 
lands. Especially when such., 

pictures are cast in a style recalling the Grand Manner, they 
_ 
might be 

mistaken for Histories despite their being unashamedly accommodated to 

the popular. market, to the demands of 
'"the 

Vulgar'11.2916 The 
'exercise. 

of 

mind in these painted paeans of -martial glory seems to have been limited 

to sounding the same, notes again and again, generally at the same pitch 

justif cation a. any and in the same made. There is not even the tenuous f 

nobility,. 
_of,., 

theme, in Copley's painting of a boy's being rescued. from a 

shark, a, f rankly exciting modern subject. All is subsumed in the desire 

to satisfy, the popular appetite, to gratify the "fluctuation of fashion" 

by disregarding the unchanging principles,, of taste. 211 As, Johnson might 
have said, -Copley was "so much more caref ul,, to please than - to instruct. - 
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that he seems to I have painted I -without any moral purpose" . 287 There was, 

quite simply, a good market for such stirring stuff, the drama of which 

appealed to-the'vast popular audience. 
As might. be expected, the demands of the popular market were experienced 

and reflected in the'ather arts as well. -, Wordsworth, for instance, lamented 

that aý "craving , for - extraordinary incident", arising from the recent - great 

accumulation ofpeople in'cities; and influencing contemporary literature and 
"theatrical- exhibitions", had brought about-the neglect of works of true 

merit in favour of "frantic novels, - sickly and stupid German Tragedies, -: and 

-deluges -of idle and extravagant, stories irv verse". 2118. The impulse to, re- 

capture a simplicity thought characteristic of earlier times-, and to express 

emotion and sentiment more truly and naturally; is, a notable feature of the 

works of many-artists of, the time. 289 

,A parallel may be -drawn between a "craving" for extraordinary pictorial 
incident and the real, as distinct from, the ostensible and proper function of 

Historical painting. Those scenes of contemporary, often military action, 

scenes which came to form a staple - of popular pictorial fare in the nine- 

teeuth century, scenes which have been so often and so mistakenly called 

"history paintings", may be seen as a less subtle manifestation of the kind 

of appeal made earlier, to a smaller class of patrons, by paintings with 

Historical subject-matter . 290 In sum, much of what passed as History 

-, painting, like many Genre pieces, was really a means of confirming the 

existing order rather than a didactic means of actually "raising" people or 

improving society by its supposed instruction. These paintings, and the prints 

made after them, served to af f irm and reaf f irm to viewers and to purchasers 

that whatever was was right, and that they lived in the best of all possible 

societies. On the one hand, a small social d6lite felt that the Classics, and 
therefore paintings based upon them - eternal reminders arranged around 

panelledýwalls or positioned on library shelves - were in some way a unique 

preserve of their own "condition", as well as a vehicle for decorative dis- 

play of wealth and 'culture. On the other, members of the larger, less 

homogenous, group which later demanded a supply of paintings and prints of 

exciting contemporary incidents and pleasant Genre scenes were, in their own 

way, as convinced of the superiority of the nation, centre of an Expire, to 

which they belonged and in which everyone knew his place . 291 -By the turn of 
the eighteenth' century, at least in the view offered by the typical picture 

of this kind, the peasantry was industrious and content, the gentry was just 

and benevolent, the Fleet was rolling in the Channel, and the disgruntled, 

seditious French were kept at bay by Telson and his tars, Bluejackets and 
Redcoats forming the stoutest of bulwarks between Britain and that 
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"neighbouring kingdom, where Anarcby sits triumphant upon the guillotine, 

with Nurder at her back, trampling upon law, liberty, and religion, and 

treading the rights of mankind under her feetu . 292 

If the reality were somewhat different and certainly more complex, evidence 
to this effect is generally found in sources other than contemporary picý- 
tures. Artists themselves, of course, did not merely respond to the demands 

of the popular market. Their being "ever in the strictest reciprocity" with 

society implies much more than the detached provision of paintings, or writ- 
ings, such as the public preferred and would buy. Each artist was himself 

part of that society, and to a great extent must have shared its beliefs and 

concerns. At the same time, although the relation of an artist's works and 
interests to his circumstances and his century is generally clear, few his- 

torians would argue that there was ever any uniformity of belief, let alone 
taste; critical opinion was divided over the very existence of the sources of 
Xacpherson's Fragments, and few were as taken by Benjamin Vest as was 
George III. Among artists of that time as of any other, some might not only 

have had to balance their ambitions against their abilities, their interests 

against the requirements of patrons or the demands of the popular market, 

they might also find developing a struggle to reconcile their own views with 

generally accepted. social attitudes and artistic theories. 

David Allan's later career, more diverse 'than those of most artists, and 

passed almost entirely in Scotland, may profitably be followed in some de- 

tail. Soon after his return to Britain from a decade of study in Italy, Allan 

observed and recorded how the conditions which he encountered were in con- 

flict with the artistic principles which he had learnt . 293 The works which 
he executed during the next fifteen years, the years of his creative maturity, 
demonstrate how, taking account of popular taste in painting, literature and 

music, he reconciled theory and practice with frequent ingenuity and 

appreciable success. While it is likely that the wide range of his art came 

of a personal trait and would have developed in a similar manner in any age 

and society, it may, like the identity and combination of his interests, doc- 

umented in letters and memoirs and evident in his pictures themselves, have 

been due in great measure to his contemporary situation. Some aspects of 
Allan's art and many of his concerns are certainly to be placed in the cow- 
text of eighteenth-century British painting and society as a whole. Others, it 

seems, were peculiarly Scottish in origin and resolution. 
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Allan's Portraits, Conversation Pieces and Genre scenes. 

1780-1790 
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Visit to the Righlands-Man at Blair Casile-Por traits and Family Sroups-Man at 
11opotoun House-Convorsation Pieces-early Sonre scones-the I'llighland Banco' and 
variations-Me Famous Nial 6ow-Righland customs-Me Scots Arcadia-411an's first 
experiments with an appropriate vernacular style, 
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"If I have health and time? I intend to do groqps of the 
manners in Scotland, which would be now and entertaining and 
good for engraving, I have painted at 91hole for myself a 
iýi. gýljnd Dance as a companion to the Neapolitan, but the 
Hjýhland is the most picturesque and curious ... Yha ta ver 
way encouragement may go am resolved not to be idl#, N 

David Allan, November 1780,1 

As early as 1780, Allan had both established himself as a major portrait 

painter to the Scottish gentry, and expressed his intention to "do groups 

of the manners in Scotland", the works which were to prove his most 

lasting influence upon Scottish art. It was his f irst full year in 

Scotland after his lengthy and successful Italian sojourn, and the', short 

period in London which had, by his own account, been attended with poverty 

and privation. He had, in fact, hoped to return to London in time f or "the 

Season", but had been obliged by ill health, exacerbated by the severe cold 

of the winter, to remain in Edinburgh and make a living by the painting 

of small "cabinet" portraits, f or the like of which he anticipated a 

steady demand. -- 
Allan the Historical Painter naturally felt aggrieved that, as he was 

soon to complain to the Earl of Buchan, he had been obliged to give up the 

Grand Style in the absence of public encouragement. Despite this, he was 

actually more fortunate than other artists whom he recognised as being in 

the same predicament, forced by necessity to paint portraits or "copy 

Gathick wigs per Vivere". He may not, as he acknowledged, have been 

a gentleman of independent means, but he had "the good fortune to know the 

firs rank of conoscentill, and it was they who assisted him greatly in the 

matter of obtaining commissions for portraits, in the several modes he 

practised. In these first months in Scotland, when his "groups of the 

manners" were, largely, still in the future, his portraiture was providing 
him with an adequate income, occupying a place in the forefront of 
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contemporary Scottish art, and demonstrating a skill equal to that of the 

best of his earlier, Italian, work in this field. Indeed, the earliest 

Scottish Genre works of this decade suggest, for reasons which will be 

advanced later, an artist not yet fully in command of, or, more probably, 

not quite comfortable with his means of expression. 
Allan had good reason to be grateful to cognoscenti and noble 

patrons alike. His entz-6e to the best circles of ezlgr6s in Italy had been 

aided by one patroness, Lady Cathcart, the sister of Sir William Hamilton. 

In Scotland. his. introduction to the titled families was accomplished with 

the help of Jane, daughter of Lord Cathcart and wife of the fourth Duke of 

Atholl. In his first lettert to Sir William Hamilton since leaving Rome, 

Allan - after briefly mentioning his unsuccessful two years in London, his 

return to Scotland and subsequent dangerous illness - told how 

'the Duchess of Athole was so good as to call me to the Highlands to paint 
their family in a group, which I did. That pure air improved my health and 
has introduced that kind of painting, and has the prospect of being well 
employed in this way, " I 

The route most probably taken by Allan would have allowed him to visit 

family, friends and familiar scenes at Alloa and in Clackmannanshire, 

before he headed northwards past the Ochils and the "fine Gothic faqades" 

of Perth towards that steep pass into the Highlands from which emerged 

the rapidly rolling Tay, darkened and partially hidden by overhanging 

woods. 15 He paused long enough at Dunkeld to make a drawing of a bridge 

near the Hermitage, and two views of the town itself. r- There too he may 

have sketched fashionable visitors taking country exercise and sampling 

the goats' whey .7 Another day's travelling, following the Tay, the Tummel 

and finally the Garry, saw him at Blair Atholl itself, some twenty-five 

miles further north. 
Allan, received kindly by the Duke and amiable Duchess, and charmed 

by their three young children, lost no time in planning his painting. The 

Journey from Dunkeld, particularly the final stages through the Pass of 

Killiecrankie, had convinced him that a landscape settiiýg would be both 

appropriate and striking. Accordingly, he 

'painted them on the green, with the Duke returning from the hunting in the 
Highland dress, his gun under one arm and in the other a heath cock which he 
holds out to the young marquis who is running to take it. The Duchess with the 
others sitting on a bank looking on, and in the distance Athole House with a 
view of the country, which please very well and figures about two feet high. "" 

The outdoor setting, in fact, may not have been entirely of Allan's 

own choice, however well he responded to the challenge of the distant 

f Appendix II, lHas", in the second sentence of the extract quoted above, say be rendered "I havel. 
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Grampians. Firstly, as with any portrait, the wishes and suggestions of 

the sitter would have been taken into account. The popularity of relaxed 

portraits in informal surroundings, after the manner of Devis or 
Gainsborough, would have made the inclusion of a landscape view 

particularly attractive to many patrons. Ia the case of the Atholl group, 
however, there was the additional consideration of the painting Allan saw 
hanging above the mantlepiece in the Drawing Room at Blair Castle, 

Zoffany's depiction of the Third Duke and his family an the banks of the 

Figure 69 
Tay at Duakeld. 9 There can be little doubt that this work was of some 

Figure TO importance in shaping the development of his own companion piece. 
Allan's group is comparable in height to Zoffany's, but, perhaps 

because it has fewer figures, is shorter and more tightly organised. 
Nevertheless, in its approach to the frieze-like arrangement typical of 
family groups, the composition is clearly based upon the earlier painting. 
At one side of Zoffany's canvas, the Third Duke, having returned from 
fishing the Tay, is welcomed by the pyramidal group of his wife and 

children which occupies the'ather. As always in Zoffany's larger groups, 
there are obvious interrelationships, and subsidiary events of brief 

anecdotal interest, all occurring within the full structure of the 

painting. At the same time, the overall impression is one of movement 

across the canvas towards the vertical emphasis of the Duke, with the 
L 
k strong diagonal of the other figures - reinforced by a repoussoir tree - 

being taken up by the fishing rod which he carries over his shoulder. The 

organisation is undeniably artful, conveying both the eagerness of the 

family at the return of its head, and the childrens' innocent enjoyment of 
their Same. Nevertheless, perhaps as over-zealous compensation for the 

fact that the figure work was conceived, arranged and executed in a 
London studio, or simply because even ducal children are more boisterous 

than nabobs or ccTnoscentl, Zoffany's painting seems literally overloaded 

with dctivity. 10 A viewer might almost imagine that the Duke has taken 

up fishing because he despairs of ever controlling the unruly swarm 
tumbling around their mother's skirts. 

By way of contrast, Allan's painting is simpler and more placid. 
Again, the family welcomes the returning father, but the focal point is 

the figure of the "little marquis" as he stretches out his hands for one 

of the ýpoils of the hunt. The r-epoussolr- tree in this instance, rather 
than emphasising any impulse across the canvas, seems to offer stability 

and shelter in its shade, and, echoed by the little clump in the 

background, suggests the security felt by members of the family in the 

setting of their own abundant grounds. 



70, [The Atholl Family iroup], 1780, Oilon can- 
vas '416 x 41), Private collection, Duke of 
Atholl, Blair Castle. 
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Allan's painting is deceptively simple and direct. 'It would seem to 

present no more than a moment during a fine summer's day, the Duchess 

having arranged to take the children to the hills in order to meet their 

father on his return from hunting. Yet the scene is not merely a record 

of a pleasing incident in which the innocent pastimes of the 

flower-gathering children are contrasted with the sterner pursuits of the 

Duke. This family group suggests further responsibilities, particularly 
those associated with inheritance, as the boy abandons the crude little 

cart -' literally putting away childish things - in order to accept the 

gamebird which his father passes to him. It is not by coincidence that 
the, family seat, "in the distance ..., with a view of the country", 
appears in perspective directly above this centre of interest. At the 

same time, the immediate concerns of the adults are those of any parent, 

as "Anticipation forward points the view" to the years ahead. ' The 

flowers collected by the two eldest children are mare than an echo of the 

chaplets in Zoffany's painting of the previous generation, although their 

underlying meaning may be the same in each case. In falling from the 

daughter's lap, the scattered wildflowers indicate, with -the familiar 

classical allusion, that the years will pass speedily. 
To concentrate attention entirely upon Allan's debt to Zof fany and 

others is to overlook the extent of his originality in this work. That 

he depicted the Duke "returning f rom the hunting in the Highland dress" 

as a deliberate balance to Zoffany's fishing scene cannot be questioned, 

but the significance of those details he includes as giving a specifically 
Scottish identity to the painting should not be ignored. 

Allan's was not the first portrait of a Highland chief or nobleman 

wearing the kilt. John Xichael Wright's striking full-length has been 

dated at around 1680, and, even from the days of proscription, examples 

can be cited from the hands of Ramsay and Batoni. 12 Nor was he the 

first to paint the landscape of the Highlands. Charles Steuart, who 

probably prepared the background of Zaffany's group, had actually 

painted five panels for Blair Castle in the decade and a half before 

Allan's visit, and Steuart himself exhibited intermittently at the Society 

of Artists until 1790 . 13 Xast of his paintings were of scenes in 

Perthshire. In 1778, for example, he sent "A Romantic View and Cascade 

on the Bruer, near Blair, a seat of His Grace the Duke of Athol. " 

In his canvas of 1780, however, Allan combines with the distinctive 

dress of the Highlander and the majestic panorama of mountain and forest 

a theme which was to characterise depictions of the Highlands throughout 

the following century. Admittedly, the two deerhounds led off by the 
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kilted gamekeeper can be seen as simply a rugged Scottish variation an 
the pampered lapdogs yapping and gambolling across many a southern 
family group, a contrast amusingly heightened by the inclusion of the 
Atholl childrens, favourite slumbering peacefully in the foreground. 14 It 
is in the depiction of the antlered stag in conjunction with a seemingly 
endless recession of peaks - "huge dusky mountains , piled one over 
another" - that Allan introduces a view of the Highlands as a whole, and, 
equally inaccurately, of Scotland itself, which has persisted to the 
present day. 15 All the essential visual elements of the Victorian 
obsession with one aspect of "North Britain" are anticipated in this 
painting at Blair Atholl. 

No detail of the work is, in itself, false. It accomplishes 
perfectly what Allan set out to do, to please his patrons by presenting 
them with a scene of themselves enjoying one of their recreations. Only 
when undue and unbalanced emphasis was later placed upon a single aspect 
of the Highlands was any significant falsehood perpetrated. Although 
this was largely a creation of the nineteenth century, the initial impulse 

was well under way by the time Allan posted north. Rather than seeing 
the mountains as menacing, monstrous or merely disagreeable for "their 

stupendous bulk, frightful irregularity and horrid gloom", travellers came 
to regard them as "the most beautiful and picturesque view of wild and 
gloomy nature that can be conceived". 16 They were the stamping ground of 
magnificent beasts and quaintly garbed savages alike, noble quarry for 
huntsman and novelist both. 

While the fate of the one at the hands of the hunter was frequently 

pictured all through the following century, the true existence of the 

other was too often ignored, or fabricated. Unlike Dr. Johnson, who had 
declared an leaving the Strand for the "rocks of Scotland" that he who 
had never seen "regions mountainous and wild . 1. . must live unacquainted 
with much of the face of nature, and with one of the great scenes of 
human existence", later commentators or visitors to galleries - had a 
knowledge of contemporary Scotland which was limited to precisely the 
area which Johnson had felt was not sufficiently known, and which 
concentrated exclusively an acceptable "scenes of human existence". 17 
Scotland, to foreign eyes, had by this time become equivalent to the 
Highlands, and they were no more than a romantically misty paradise for 
the wealthy sportsman. Meanwhile, in a process lasting over a century, 
the indigenous human population was being forced to the shores or across 
the seas. However effective the expression of a distinctly Scottish 
identity in the early Atholl family group, and whatever the Implicit 
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flattery of one family in particular and the heriditary principle in 

general, the truth -a wider view of Highland life - was depressingly 
different. As Johnson had observed - twenty years before the 
introduction of the Cheviot, forty before the notorious Strathnaver 

evictions, and eighty years before the founding of the Society for 
Assisting Emigration from the Highlands and Islands of Scotland - the 

population was no longer the wealth of a country. "The Lairds, " he 
remarked to Boswell, "the Lairds, instead of improving their country, 
diminished their people. ""' 

Allan's own more immediate concerns, those of earning his living by 
practising his art, were answered for the time being by the prospect of 
being "well employed" in painting wealthy families. After finishing the 
Athall group, he may have continued his Journey northwards as far as 
Grantown an Spey, the introduction to Sir James Grant in this case 
possibly coming from the Abb6 Grant, whom Allan knew from Rome. 19 He was 

'glad at least that they have got into the Notion of geting their familys done 
in fartiliar case in Groups by which painters may get great improvemen in this 
Study of Nature 

... 
020 

In 1780, the "improvement" thus gained was ten guineas for each figure as 

a "general price", but 

Pay Benefactors & frends whos recomendation is better than gold I will take 
only what they can spare", 21 

A few years later, Allan was able to command twelve guineas f or these 

small figures, but, commendably, did actually reduce his price for Sir 

James Grant of Grant, in recognition of the kindness lately shown him by 

that eminent Scottish patron of the arts . 22 

By the end of 1780 Allan had established a friendly association 
with the Hope family, one which was to prove fruitful and, no doubt, 
flattering to the artist. As he reported to Sir William Hamilton, 

"Has done some other familys particularly Lord Hopes, It has pleased them so 
well that they are so good as to invite me to live with them while about 
Edinburgh, So I stay there with them in the winter, and in the summer I paint 
familys in the country, which is good for my health, 923 

A second trip north followed in the summer of 1781, on which 
occasion the Earl of Kinnoull and his assembled relatives were painted at 
Dupplin House, on a scale comparable to that of the Atholl group . 24 The 
small-scale depiction of a family in a landscape setting was repeated 
with the Watson group of 1782, a painting even more suggestive of the 
contentment and security felt within the grounds of an estate than the 
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Figure 71 Blair Atholl canvas. It features a ýarmoniously contained, almost 

circular composition such as Allan found particularly congenial 
throughout his life, the several minor connexions and relationships ýeing 

woven together by a carefully chosen pattern of postures and glances, the 

whole group shaded by trees and surrounded by the pleasant demesne at 
Saughton .26A mother is again seen cradling an infant in her arms while 
sitting on a bank, as the father proudly surveys his estate. Meanwhile, 
this slightly stiff, self-conscious dignity is undermined by an 
apprehensive glance from the elder child, as he surreptitiously feeds 
biscuits to a pet terrier which eagerly wolfs them down. The informal 

charm of Allan's portraits often disarms criticism, belying the $kill with 
which they were conceived. 

A family group of the Hopes was painted in the same year as that of 
the Watsons, and similar pictures of the Erskines, Cathcarts, 

Hunter Blairs and Halketts were to follow. They all conform to a similar 

PLATE YXI pattern, with the family, engaged in some favourite pursuit, arranged 

before, its country seat or a familiar prospect, this being in the first 

case the Firth of Forth as seen from near Hopetoun -House itself. 

Children dance a cotillon to their own accompaniment, or join together in 

pulling a small chariot; they loose arrows at a hat placed in a tree, or 

Sather flowers like the young Murrays of Atholl in earlier years. The 

portrayal of young brothers and sisters dancing togethýr with all the 

charm of their years and all the elegance of their times is, it may be 

observed, not only a pleasing compliment an the part of the artist as he 

makes reference to their polite accomplishments, it is also a skilful 

means of creating a picture at once informally relaxed and yet 

harmoniously arranged. 

As in the Atholl group, these innocent pastimes occur in familiar 

surroundings. Alloa House, which "Da. Allan Allaaensis" also included in 
topogeaphical and literary pictures, is shown with sheep grazing almost 
to the windows, while Schawpark, the home of the Cathcart family, is the 

setting for an early Scottish cricket match, if not quite "the very first 

Same of the kind to be played north of the Tweed . "26 Several members of 
the family took part in the game, one, evidently Just dismissed, sitting 
down with a 'kerchief to map his brow, another preparing to take the 
field, ind a third keeping note of the scare on a tally-stick. One child, 
too young to join in, and standing in a parody of the pose of the Apollo 
Belvedere, holds a golf club and ball as if to advance the claim to 

antiquity of the native game. In this same year, 1784, Allan had actually 

Figure 72 designed a diploma for the Honourable Company of Golfers, an Edinburgh 
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club of which he was elected an honorary member in 1785, in recognition 

of "his good services done the society". 27 Around the same time he would 
have painted"an anonymous Edinburgh archer and his family, the picture, 

still in the possession of the Royal Company of Archers,, being typical of 
his "familiar ... groups" and adapting a drawing of a mother and child from 

his Italian sketchbooks. 
A more important election than his admission to the Honourable 

Company of Golfers was Allan's being appointed Master of the Trustees' 

Academy in 1786, the assured income of one hundred and twenty pounds per 

annum allowing him to give up the travelling involved in painting family 

groups in the grounds of their estates. 28 No, example of this kind - of 

picture, which he seems to have thought "the most dif icult and lest 

prof itable", is known to have c(3me from his hand later than this date. 2-" 

The "Nation" of having families painted "in familiar case in groups", 

which Allan had very* largely introduced to Scotland, continued to be 

satisfied by Alexander Nasmyth in such pictures as those of Lady Honyman 

and her children, Dugald Stewart and his family, or, -closest of all to 

Figure 73 
Allan's work in its detailp and atmosphere, the scene of the third Earl 

Figure 74 of-Rosebery and his family before Dalmeny House. 30 

Surely the most sýmpathetic of Allan's family groups is that painted 

for the Erskines of Xar, the family for which his father had worked as 

FLA TE V11 
Shoremaster. Three of the children depicted in the painting are said to 

have been barn blind, according to family tradition an amen that the 

Earldom of Mar was to be restored. 31 The fact of their blindness is of 

more than passing anecdotal interest. Vithout such knowledge, many a 

viewer must nevertheless have been struck by the apparent absorption of 

the little boy in the centre as he gently taps on his xylophone. Upon 

learning of the peculiar family misfortune, and noting a similarly 
distant, almost vacant expression on the face of the sister kneeling by 

her m6ther, the attentive viewer may come to realise the full subtlety of 
Allan's art. The little girl has recently plucked a posy of flowers, 

perhaps appreciating their scent the more because she cannot see them. 

In the same way, her brother is rapt in the sound of his own music, as 
Allan shows him enjoying another of the five senses. Meanwhile, their 

young sister Charlotte, just old enough to crawl. tugs at the skirt of 
their fýther's coat, reassured by this touch that he is near. Then, to 

offer the sharpest contrast he could, Allan equipped their elder brother 

with a bow and arrows, as he aims at the top hat which be can see so 

clearly in the branches above him. The allusions are pointed indeed, and 

all the more moving because they could have been appreciated, in their 
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own time, only by the Nar family of Allaa and those who, like Allan, knew 

them well. 
During the several occasions when he stayed further along the coast 

at Hopetaun House, when the various members of the Hope family were not 

sitting to him for individual portraits or, in the case of the younger 

ones, perhaps having a few drawing lessons, Allan was free to sketch the 

landscape along the Firth of Farth, or to make copies of the paintings in 

the Earl's collection. 3: ý In fact, it seems that the artist, diffident by 

nature as he admitted to being, made the sane favourable impression on 
Lord Hopetoun as he had earlier made on Sir William Hamilton, who 

considered "LaIdy Cathcart's little painter" to be "one of the greatest 

geniuses" he had ever met . 33 Not only was he taken to Leadhills in order 
to view the Earl's smelting works there, later making a number of 

Figure 75 sketches and working-up four small oils recording the process of lead 

Figure 76 extraction, Allan was encouraged to take some part in the social life at 

PLA IT X-TV Hopetoun. His humorously informal sketch of a- concert party there, 

perhaps of professional musicians but more probably of gentlemen 

amate=s like Sir Gilbert Elliot or the Earl of Kelly, might be thought of 

no more personal significance than his drawing of a celebration held by 

Lord Hopetoun's calliers, were it not for an account of an incident which 

occurred at Hopetoun House during one of Allan's protracted visits. A 

troupe of professional Italian singers had performed the finest arie to a 

great party without eliciting any response other than "the most solemn 

gravity", since "not a tenth of the audience understood the wordsm: 

"A splendid entertainment followed of good cheer, As the exhilerating glass 
went round the Earl said, 'Mr, Allan, we have heard much of the finest Italian 
music; will you be so good as to give us a specimen of one of your best Scotch 
songs, such as I have often heard you sing? ' This request was most readily 
complied with, and ... every verse produced convulsions of laughter, so that 
they were scarcely able to keep their seats, 0 34 

What adds to the humour of the situation, of course, is the fact that 

Allan was among the few there who understood the Italians' language. To 

judge from his scenes of Italian festivities, he knew something of their 

music too. Perhaps of more value than its humour, and certainly of more 

relevance to an appraisal of Allan's art as distinct from an account of 
his life, is the light which this anecdote throws an the background to 

his later illustration of Scottish songs .3 ra 

His depiction of a Hopetoun concert, slight though the drawing is, 

and informal as the gathering appears to be, is of some importance for 

the position it occupies in Allan's ceuvre, being both'a form of group 

portrait and a representation of contemporary Scottish life. It can be 
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Figure I 

Figur* 78 

seen as existing in a middle ground between the portraiture of posed 
individuals and the recording of actual events, in this case typical of 

genteel recreation, into which certain known individuals are introduced. 

In fact, with some obvious exceptions, portraits can themselves be 

regarded as depictions of typical scenes of their age. In the very 

simplest sense, they afford an immediate, visual description of clothes, 
hairstyles, furniture' And interior decoration then fashionable. Those 

which do not provide even this historical information would, in the 

eighteenth century, include allusive or allegorical works in which, for 

example, Mrs. Siddons portrays the Tragic Muse or Mr. Garrick casts in 
his lot with Comedy, as well as that host of minor portraits "in the 

character.. af" this or that minor deity, personification or figure from 

popular literature. Orm While it is hardly a scene from contempoz-ary life, 

Allan's posthumous portrait of the first Earl of Hopetoun has some 
historical significance. The features from a head of the Earl by Aikman 

were made the basis of a full-length portrait in which he is shown 
holding the plans of that Hopetoun House which preceded the present Adam 

building, a wing of this earlier house being seen in the background . 37 

Of greater social significance are the glimpses portraits often 

provide of the typical interests and polite accomplishments of the time, 

or even, remembering Zoffany in particular, the theatrical conventions. 
Thus, lords and ladies share glasses of claret or dishes of tea, play 

musical instrumenýs or games of billiards, while Macklin - in a work 

which Allan appears to have known - is depicted in his famous 

reinterpretation of the r6le of Shylock . 38 So too Allan portrayed his 

father playing the recorder and Robert Foulis inspecting his academy, 

some of the Cathcart family at a cricket match, members of the Society. of 
Antiquarians, or the anonymous musicians at Hopetoun House. 39 

It is in such cases that one specialised kind of group portrait, the 
Conversation Piece, comes into its own, being expressly developed for the 
depiction of friends and relations engaged in some favourite, shared 
activity. The concept of sharing is fundamental to the genre. Individual 

figures within these works are linked by kinship, situation, or a common 
field of interest, as general and wide-ranging as music or ancient 
sculpture, or as specific and ephemeral as an experiment with an air 
pump. From the smallest group in the familiar surroundings of a library 

or country estate to the largest assembly of Academicians or brother 

officers, Conversation Pieces entail some degree of interrelationship 

among those depicted, some narrative interest in the scene arrested upon 
the canvas. Hagarth, one of the earliest practitioners of the style in 
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England, effects Ia reconciliation between the portrayal of a large number 

of people, with several subsidiary areas of interest, and the depiction of 

a simple, instantly grasped central theme, in his well-known painting of 
the Wollaston family. Consisting of sixteen main figures, it is actually 
divided into two smaller scenes, each of a group arranged around a table, 

the one supporting teacups while cards are 'dealt at the other. The whole 

picture is nevertheless artfully linked by the figure of Mr. Wollaston 
himself, glancing to one group of friends while indicating the other with 
a momentary gesture. He holds the painting together as a whole, just as 
in reality he provides the bond among all the people in it. 

That which links the characters in one of Allan's finest 
Conversations, usually known as "The Connoisseurs", is their common 

TUTZ Zr 
culture and interests. The intimate grouping, more typical of the genz-, -.. 
than Hagarth's piece, and in its easy informality suggestive of a French 
influence, is set in a room furnished plainly with a small table, two 

chairs and a bookcase- bureau, an which a couple of books are carelessly 

placed. 40 A curtain has been drawn back fully to admit the morning 
light, enabling two men - possibly father and son - to study a print of 
Raphael's "St. John in the Wilderness", before passing it to a third 

seated opposite. Equally, the print may Just' have been given to the 

father for his opinion. In a sense, the attempt to find any more precise 

motivation for the action is unnecessary, though it might add some 

anecdotal potential to decide whether the print has been taken from the 

portfolio leaning against a chair or is about to be added to it. The fact 

that the boards are already unlaced would suggest the former. It is 

enough that the print, the portfolio and the books are there. In the 

reality of eighteenth- century Edinburgh, the men were broughi together. 
for the moment by their shared interest in art, just as it is art, through 
the medium of the painting, which preserves their images and friendship. 
The print is forever there and still 'to be appreciated, though the three 

sitters - like the portrait of af ourth, set on the wall behind - are 
known today only from this painting. 41 That is, the group' ideally 
fulfils the purpose of a Conversation Piece, and, in doing so, exactly 
meets Allan's own theoretical expectations: 

"I woud bend towards the small Domestic and conversation style as it tends 
most to improvement, h the most useful as it is the means of everlastingly 
Joining frends together on the canvace. 0 12 1 

In this aim and practice, he had few Scottish predecessors. There 

was Seton, with paintings from the 1770-s, and earlier still there had 
Figum 7? been Gawen Hamilton, one of Hogarth's chief competitors. Even that curious 
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double portrait of Alexander Runciman and John Brown can be considered 

as a Conversation, the two artists being seen as they discuss a passage 
from The Tempest, the former "making a damnable face" as ýrown finds 

fault with his interpretation of the scene. 43 An appearance, or at least 

a suggestion of eavesdropping is an essential quality of the Eenre if a 
painting is to create an atmosphere of informality. A tension will, in any 
case, be inevitable between the impression these pieces must make and the 

actual process of their execution. The paintings have to be composed and 
gradually built up; the scene depicted must appear artless, natural and 
momentary. The action of returning a print, as in "The Connoisseurs", is 

so inconsequential that only when every detail is questioned does the 

viewer realise why this particular moment was chosen. Only by having the 

print thus turned towards him can he see its subject as well as the faces 

of the three sitters. At the very least, this establishes that the reason 
for the meeting was cultured and liberal rather than material and 
prosaic, an interest in the Old Masters rather than a dry discussion of 

some point in a legal'document. 

Allan's working method in preparing such groups may be established 
f rom a number of letters tQ Sir James Grant. With one, he enclosed a 

sketch of a proposed Conversation Piece, requesting an opinion of this 

initial idea. Presumably, most other commissions were carried out at 

less inconvenient distances than that between Edinburgh and Grantown an 

Spey. Despite this difficulty, and in spite of what has been suggested, 
Allan disliked working from "personal portrait sketches and ... a lay- 

figure", only having recourse to the former when there was no alternative, 

and apparently eschewing the latter entirely : 44 
"Dear Sir Edr June 13th 1785 

1 r1ecelived the honour of yours with the two Black lead Drawings hI 
flater myself to make an agreable Groupe of three figures, Mr Duff Lady Ann & 
Lady Grant h has inclosed my present Idea of the composition h begs your 
remarks on it if aproved off I will get some persons of their stature to sit 
by an organ which will be my next step to study nature, M? D, has a wig pray 
let me know what colour or poudered or whether it shoud be his own light Brown 
hair tyed I particularly the colour of Eyebrows Eyes of both him h Ly Ann 
Duff we must supose them all many years younger at the time Mr D, lived I 
think it woud make a prety picture h about the size of S' Wm, Hamiltons- & its 
price is 15 guineas, this price being three portraits shoud be the same if 
agreeable your own shoud be twelve but I only take ten Each as you have been 
good to me If you wished to have the picture sent to france soon it is 
posible for me to send it in about a month, if not in a hurry I coud do easily 
by Noyr or Deer when I return to Town, will remain here this month h if you do 
me the honour to write it will find me even if I was out of Town, the plan of 
6rantown will do exceeding well to put in the picture 

I have prepared yours, for Ly Ann D, & your own is well advanced, in this 
month I will have the heads & necessary parts finished so the other might go 
when you think proper I have the honour to be truely 

Sir your obligd Sert D, Allan 46 
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The enclosed sketch, entitled "Ly A. D. playing Ly G blowing the Organ & 

Mr D. attentive", is again an ideal example of the Conversation Piece, and 

shows three members of a family sharing in the pastime of music-making in 

the familiar surroundings of their home. Unfortunately, no finished 

painting of this subject in oils is known, the idea having apparently been 

abandoned or modified in the summer of 1786. The only Conversations 
r associated with the Grant family are that of 1780 and a later variation 

upon it. The earlier portrays Sir James and his wife, with a gbillie and a 

couple of dogs, and is clearly based an a painting of ten years before 

Fiv,. 60 showing Sir Villiam Hamilton, his first wife and a carriere volante at a 

Fig-ure ai villa on the Bay of Naples. This repetition may actually have been 

suggested by the patron, who could have seen the Hamilton group at the 

Royal Academy in 1779. Nevertheless, the artist himself was nothing if 

not economical, and the figure of Sir James in the double portrait was 

Al 
itself repeated as a single full-length in a setting identical even to a 

Figurt 82 map of Scotland on the wall. Again, he was later to Aake one sitter in 

the Hope family group, Lady Eliza, the lone subject of a couple of small 

posthumous portraits, each of which reproduces exactly the pose 4 the 

larger painting, repetitions presumably requested by the family In 

ivejrcriamýý On a lighter note, one of the dogs in the first plate for 

Allan's edition of The Gentle Sbepberd has clearly been chosen f rom a 

FJgWV 115 study of Sir James Grant's terrier. Allan never relinquished his 

sketchbooks, nor did he ever forget a useful drawing. 

In the Grant double-portrait as in the Hamilton group, Allan took 

care to present his sitters in as careless a guise as possible, whilst 

yet - bearing in mind that they were ladies and gentlemen of the 

Enlightenment - maintaining an air of culture and assurance. It is a 

84 
poise similar to that seen most memorably in Ramsay's paired portraits of 

FigWV 65 Hume and Rousseau. Neither the informality of the one nor the relaxation 
of the other can detract f rom the sitters' self-possession, or allow a 

viewer to forget the power of their reason and imagination. There is no 

redundant display of learning; their dignity is innate and unaffected, the 

artist recreating in each painting both the appearance and attitude of its 

subject. Rousseau, shrouded as ever in simple Armenian 'garb, turns in upon 
himself and away from any spectator. Hume, on the other hand, comfortable 
and genial in red and gold, confronts the viewer with the same steady gaze 
that he turned on the "narrow limits of human understanding" . 47 Vhen cam- 

pared with Ramsay's earlier portrait of Hume when Keeper of the Advocates' 

Library, this painting is almost uns ettling in its directness. For all 

the ease of the pose, and despite the careless - or artful - disarray of 
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waistcoat and shirt, Hume's arm rests firmly and resolutely an a couple 

of leather-bound volumes, his weighty and densely argued writings 

contrasting with the delicate, airy fineness of the lace cuff brushing 

over them. 
For all that he is shown wearing the Order. of the Bath, there is no 

confusing Allan's presentation of Sir William Hamilton in a Conversation 

Piece with that in a later portrait, over seven feet high, of the same 

subject. In this, Sir William is attired in all the- splendour of his 

Figure state robes. A Greek vase nearby, an allusion to his antiquarian 
interests and famous collection, appears almost as an imperial trophy. 

When Allan presented this portrait to the British Museum, in which 
Hamilton's "Noble Colection of interesting and beautiful monuments of 

Antiquity" was already stared, he explained its purpose as neatly as he- 

was later to describe "the small Domestic and conversation style": 

"I have inclosed the bill of Lading and hopes to be excused for sending the 
picture so large, but I have thought best in fuly imitating his resemblance to 
the life, it was best to add likewise his Character as a man of taste; which 
is expressed by the different things about him, " 

In the earlier work, Hamilton is shown not as the Plenipotentiary but as 

a private individual taking a few moments away from affairs of state to 

appreciate his wife's playing of the spinet. Again his artistic tastes 

are indicated, in this case by a Correggioand a bust of Serapis, but his 

duties as an ambassador are not neglected. The coz-. rier-e has just been 

dispatched with a sealed letter, and another bundle of correspondence 
lies on the table at left, incidentally obscuring Sir William's violin. 

This form of almost iconographic allusion to the tastes and 
interests specific to an individual was, and is, a particularly obvious 
device and one favoured by many portraitists. Allan was no exception. His- 

FLA TE M youthful self-portrait spares no effort in proclaiming his devotion to 
Antiquity and academic classicism. When finished his sketch of a 
triumphal arch, he can turn to the red chalk drawing by "A. Carracci" an 
his table. Later, he thought it sufficient to be seen simply as an 

Fiffum 87 
artist, in Anne Forbes' small canvas of 1781.49 His companion portrait, a 
particularly sensitive and assured painting, shows her glancing. round FUTE V 

from a drawing board in a manner reminiscent of a poetess from the 
Herculaneum frescoes which Allan had studied so thoroughly. 611 

Two more of Allan's Scottish colleagues in the arts are also 
accompanied by their "attributes". The architect James Craig, predictably 
enough, is seen with his plans for the New Town of Edinburgi, another 
drawing, showing his proposed elevation for Physicians' Hall, having 
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f allen to the f loor. The informality of this modest "cabi: Ret" picture is 

of a kind with that of Sir James Grant of Grant, in which the sitter 
holds the plan of Grantown an Spey which Allan agreed 

, 
would "do 

Figure 82 exceeding well to put in the picture". 61 Both these pictures are in 

marked contrast to the life-size portrait of the first Earl of Hopetoun 

mentioned earlier, a contrast not confined to difference of scale and 

presentation. The plans of Hopetoun were intended for a grand private 

residence. In the period which saw Argyll1s village of Inveraray and 
Sinclair's town of Thurso, James Craig and Sir James Grant present their 

own visions of "improvement" for society at large. 

The second of Allan's colleagues in the arts to be thus painted with 
his *attributes" was a friend of long standing, Allan having known him 

since his time at the Foulis Academy. James Tassie, who modelled "most 

correct likenesses in basso relievoll of Allan and his wife, supposedly 
"under the direction of the painter himself", looks up from studying- his 

Figure 88 
own cast of the Strozzi Nedusa, and appears an the point of welcoming a Figure 8-0 

companion, or requesting his opinion. 62 Some companions must have 

enjoyed the Joke hatched by the two friends in this portrait. Tassie, 

whose exquisitely modelled portrait medallions preserve the features of 
his contemporaries as in stone, has here been captured by Allan holding 

the most appropriate of all Antique cameos. 
An easy informality is the hallmark of much of Allan's portraiture, 

PLA TZ YZ 
and is particularly memorable in a late example, dating, from 1787. By 

bringing together elements from two distinct though related aspects of 

portraiture, he combines with specific allusion to the interests of a 

single subject those anecdotal glimpses of a wider contemporary life more 

normally found in Conversation Pieces. The surgeon Williara Inglis, one of 
that Company of Golfers of which Allan had been an Honorary member since 
1785, stands before a busy stretch of- LeAh Links, resplendent in his 

cocked hat and uniform of black breeches and red jacket faced with blue. 

To Judge from his unbuttoned waistcoat no less than the view of the 

course behind him, the round has so far been a strenuous one. Among the 

background scenes is one drawn from another area of Allan's interests, 

the depiction of characters and events familiar in the capital. Every 

year since its foundation in 1744, the Company held a competition at 

which a club, ornamented with silver golf balls, was paraded, and in 1787 

Allan added this scene to his series of "Scotch Figures" as well as to 

F19- 90 the' Inglis partrait. r-3 

On a rise above all this, a tight-lipped Inglis pauses to see the 

result of his last stroke, as his caddy hurries along behind, perhaps 
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with a report on their current standing in the competition. There is 

something 
, 
in this commanding figure seen against a panorama of distant 

activity which brings to mind a particular portrait type, that of a 

general in heroic pose on the battlefield. The notion is at f irst 

amusing, if not startling, the result a commemorative portrait in which 
the informal- and the official are held in fin e equilibrium. The caddy 

appears both as an essential adjunct to the game and as a ragged parody 
of an aide de camp, the jacket badge is in ef fect an insignia' of rank, 
and the Silver Club remains the standard of the Company, of which, 
significantly, Inglis was twice Captain. The association is not gratuitous 
but apt, the portrait among Allan's finest pieces of character isat ion. 

Golf had for long been popular in Scotland, being one of the sports 
banned by James II in an attempt to encourage the practice of archery. 
Some ten years before Allan's first connexion with the Honourable 

Company, Captain Topham, noting that the Same was "peculiar to Scotland", 

had reported that "all ranks and ages play at it", apparently in some 

unorthodox locations. 54 Allan's view of the golfers and onlookers at 
Leith Links can claim with some justice to be as distinctlvely Scottish 

as the vista of Blair Castle with the slaughtered stag. Furthermore, 

though ba . th are scenes of real life, golf was practised and enjoyed by 

many more Scots, "from the senator of justice to the lowest tradesman", 

than could afford, or were permitted,. to hunt in the Highlands. 66 

The background to the Inglis portrait is essentially a Genre scene, 

with anecdote nascent in every group or figure an the course. One golfer 
heatedly pursues something beyond the canvas; a dog runs in from the 

same side but closer to the viewer, who wonders if the two events are in 

some way related. When the number of participants is taken into account, 
the prospect of losing a ball to the occasional cur seems less alarming 
than that of being struck by a wayward shot. In a day when golfers did 

not balk at driving balls aver the weathercock of St. Giles', perhaps 
Allan's allusion to a battle scene is more pointed than appears at first 

sight. 66 

From his earliest years, Allan had always taken the opportunity to 

record scenes of the life around him. There followed from his 'northern 

Journey of 1780, in addition to "the fine family piece" at Blair Atholl 

and the views of Dunkeld, a number of sketches of Highland characters -a 

, Figure 91 sbillie, a piper, a beggar - and some pictures of typical Highland 

activities . 57 A sketch of a "Highland Family" may later have been worked 

up into the large oil sold from Allan's studio in 1797, but nothing 
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-Figure 92 
beyond a small outline drawing is known of his scene of one boisterous 

Highland bridal custom, and his print of a "Funeral Procession" was last 

recorded in 1798. s8 If, as seems likely, this picture wereof a Highland 

funeral, its being paired with a "Highland Dance" may not be as 

incongruous as might at first sight appear. What with the abundant 

supply of whisky "as strong as geneva", the provision, of "a sumptuous 
feast, accompanied by the music of a dozen pipers", and the discharge of 

pistols with which the ceremony closed, it was little wonder that such an 

event would have "all the air of a grand festival", or be of some interest 

to a Lowlander and his public, among whom funerals were "conducted- with 

a silence and a solemnity which makes sorrow appear still more dismal"-" 
Figure 91 

More soberly, Allan's Shillie found his way into the background of the 
. Figure 80 

Conversation Piece for Sir James Grant, while a sketch of the Gow 

brothers, Niel and Donald, provided him with the' basis for a double 

portrait in oils and a multiplicity of dancing scenes. 60 

The "Highland Dance" was to become a frequent theme. Even in 

Allan's practice, with his habit of repeating in new combinations figures 

and. Sroups- from several other' pictures, this subject is remarkable for 

the number of variations that are still known. It exists as oil 

paintings in several sizes, watercolours, etchings and aquatints. There 

may have been as many as a dozen distinct versions. 61 One was exhibited 

at the Royal Academy in 1781; another, presumably a watercolour,. had "the 

Landscape part by Paul Sandby". 62 

The largest version, and one of the earliest, is that formerly at 
FLA TZ Z bunimarle and now an permanent loan to the National Gallery of Scotland. 

As Allan's own comprehensive title makes clear, to term the work a 

"Highland Dance" is actually a misnomer, though one which accords with 

the letter of 1780 to Sir William Hamilton, and which serves to 

distinguish it and variations upon it from works illustrating several 

customs enacted at Highland weddings. On the verso of the Duninarle oil 

is inscribed: 
A Highland Wedding 
DAVID ALLAN PINXT 

AT BLAIR IN ATHOL 1780 
FAMOUS NEIL SOW FIDLER 

DONALD SOW BASS 
MOST OF THE OTHERS FROM NATURE 

Most versions of the "Highland Dance" have a structure broadly 

similar to that in this painting. In a couple of wash drawings of the 

subject, differing in many details from the oil, Allan has in fact simply 

reversed the composition whilst retaining its centres of interest and 
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activitv, A group of figures gathered before the dark mass of cottages 

at one side is balanced on the other by a smaller group beside an earthen 

Figure 93 bank and af ew trees. A clear space is thus created in the centre for 

the dancers. It is an obvious and conventional composition, one which 

Allan was to adapt for another scene of dancing, "The Penny Vedding" of 

fifteen vears later. Beyond this human activity in the foreground, the 

country setting descends gently at first to a second ridge, then falls 

away into the atmospheric perspective of a landscape of mountain, loch, 

and gloomy solitude. The few cattle and blackface sheep gazing from a 

knowe in the middle distance of one variant serve to throw into greater 

promiiience the lonely blue mountains beyond. In one of his wasla 

drawings, in place of these domestic brutes, Allan actually included a 

distant stag, pausing in its passage along a precipice as though at the 

Figure 94 sounds of revelry below. Music in this picture is provided by a couple 

of pipers, left-handed as so often in Allan's work, whether intended for 

printing or no, but when a much-reduced version of the subject was rather 

Figure 95 coarsely engraved for a book of Scottish songs, these and other 
Figure 178 specifically Highland notes were deleted. 63 Even the piper, seated atop a 

ruinous stone wall, has become a conventional fiddler. 

Niel Gow's hold on the fiddle, as depicted by both Allan and Raeburn, 

Figure 96 was anything but conventional. His skill, and consequent reputation, were 
just as remarkable. Living in Dunkeld, he was paid five pounds each year 

to play at the festivals held by the Atholl family, particularly the 

Duke's birthday at the end of June. In his later years, apparently, he 

was reluctant to play at all unless to the accompaniment of his brother 

Donald, whom Allan depicts by the side of Scotland's "king o' rant and 

reel", 64 It is worth noting that, although the figure of Niel in Wilkie's 

"Penny Wedding" is manifestly derived from the famous Raeburn portrait, 

that of Donald can only have come from David Allan. Both brothers, as 

the inscription on the Dunimarle canvas implies, were requested to sit 

for their portraits during Allan's stay at Blair. -rl 

While Niel Gow's habitual costume 'of tartan breeks and hose was as 

distinctive as his low, elbow-tucked hold on the f iddle, his brother and 

most of the other male guests wear the kilt. To do so bef ore the repeal 

of the Dress Act in 1782 was, strictly speaking, illegal, but several of 

Allan's paintings, and the experiences of Dr. Johnson and Boswell in 1773, 

suggest that its terms were neither so rigorously nor so universally 

enforced as at f irst. 6c. In the years immediately after Culloden, Allan's 

amorous soldier in the blue facings of the Black Watch, or more probably 
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Figure 97 

some Fencible formation, would instead of joining them in a wedding 

celebration have been engaged in hunting down those who 

"on any pretence whatsoever, wear or put on the Clothes commonly called 
Highland Clothes (that is to say) the Plaid, Philebeg, or Little Kilt, Trowse, 
Shoulder Belts, or any part whatsoever of what peculiarly belongs to the 
Highland 6arb", 67 

The groom sports one of these varieties of the Highland garb, a pair 

of trews diced with the distinctive Cath-datli pattern. This dress, no 
less than the presence of the Gows, suggests that the wedding is 'no 

ordinary one. The traveller and naturalist Thomas Penniant had noted in 
1769 that "tr-uis were worn by the gentry, and were breeches and 
stockings made of one piece". 160 In turn, this social circumstance may 

account for the minister's obvious approval of the mirth and dancing. in 

contrast to the intolerance of the General Assembly towards such 
festivities. rog The musicians have struck up some sprightly air as "a 

tune for the Sean Triubas, an ancient Highland dance where the sporran 

and kilt are replaced by tartan trews". 70 The piper, presumably after 

piping the party from the kirk, refreshes himself at the table, a lass 

standing attentively by with a bottle and a kebbuck. It may be the last 

time he will be called upon to perform, since Niel and Donald had been 

known to continue playing "incessantly, for upwards of twelve hours". 11 

Musicians, both pipers and fiddlers, are glimpsed in the backgrounds 

of other wedding scenes, in which the main intention was to record the 

customs attendant upon such occasions in the Highlands. Once again there 

exist several similar pictures by Allan of the same customs, and once 

more the wedding is not of commoners. The f ather of the groom is 

apparently an officer in some Highland regiment, again probably a company 

of Fencibles. The bride, in being welcomed back from the distant kirk, 

bows her head to allow the breaking of bread or shortcake above her, 

after which ceremony -* in one drawing - the unmarried girls of the 

parish scramble to collect the fallen pieces of "dreaming breid". The 
lines of movement thus created by their upraised or downstretched arms 
enclose the bride in a protective arc, ensuring that, for the moment, she 
is the centre of attention. In another version, the same function is 

performed more gently by a length of ribbon held by two guests. The 

groom's party, in every case smaller than that of the bride, is also 
partially arcaded by the gestures of other guests, and the whole wedding 
group is bracketed by two upraised firearms discharging shots to ward 
off the Deil. 72- A similar custom prevailed in the Lowlands during the 
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previous century, to judge from the crudely painted wedding scene 

sometimes attributed, oddly, to de Witt. 

In addition to this documentary detail, anecdotal touches, as might 

be expected, abound in all these pictures, whether of wedding ýances or 

bridal customs. The secondary male dancer at Blair Atholl -a favourite 

figure of Allan's - is birling with such abandon that he has already lost 

his bonnet. Nearby, one lass adjusts a garter before entering the fray. 

Opposite, the oldest guest is content merely to watch the blythsome 

bridal, while the one-legged veteran behind him is compelled to do so. A 

dog, sitting at the edge of the clearing, turns its head as at the arrival 

of more guests. A serving lad draws the dook from a hogget of ale to 

ensure that every stoup will be well supplied. The young gallant in 

uniform, broadsword laid aside, appears to be making the most of his-. 

leave, arousing the Jealousy or consternation of one lass keeking round 

the clump of trees. A more friendly rivalry, perhaps, is seen in one 

group of unmarried girls, distinguished by their wearing snoods around 

their heads rather than kirches over them, as they snatch for the bridal 

bread. " One enterprising lass holds out a scoggie, or apron, to catch 

the falling pieces, but another finds her efforts frustrated when her 

tunag, the light plaid hanging from her shoulder, is seized from behind 

by a third. While this struggle is watched with amusement by old men 

and young lads alike, a late arrival is so startled by the report of a 

gun that she may not collect any bread at all. It is certain that AlIan 

had observed all the human actions as closely as the traditional customs. 

As his wife and half-brother were later to recall, 

'His vigilant eye lay always on the watch, for every eccintric figure 
*, 

every 
motley group, or ridiculous incident, out of which his pencil, or his needle, 
could draw innocent entertainment and mirth, 1 71 

Despite much evidence to the contrary, encountered both in Allan's 

paintings and in his writings, this comfortable view of his limited aims 
has persisted almost without question. That he found a Highland dance 

"curious" suggests a deeper interest than might be expected of an artist 

whose only thought was to find amusing or ridiculous peculiarities, and 
Allan in this picture as in others can be seen to have had a more serious 

purpose than has previously been allowed him. 

The "Highland Wedding ... at Blair in Athol" was the first subject 
from Scottish life painted by Allan after his return from Italy. Still 

wishing he were working "in the invention graupe", that is, as a History 

painter, it is understandable that he should first have conceived this 
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picture on a grand scale, and its size, compared to Allan's other scenes 

of dancing, is quite striking. He must immediately have been conscious 

of a fundamental dilemma between his first aspirations and his classical 

training, or at least experienced initially an ambivalent responýe to his 

subject. A dance of peasants is not the stuf f of the Grand Style. All his 

pictures of Italian dances and customs had be en unambiguously cast as 

small Genre pieces. Yet scenes of the manners among Scottish Highlanders 

were, to an alert contemporary, capable of a different interpretation. 

Artists were urged to study both nature and "the great works of the 

great masters, for ever" . 7s This study, it was understood, was not to be 

undertaken for the purpose of "narrow, confined ... and servile" 
imitation, but in order that the artistic principles an which a work was 

created could be apprehended: 

"we must not content ourselves with merely admiring and relishing; we must enter 
into the principles on which the work is wrought: these do not swim on the 
superficies, and consequently are not open to superficial observers, ' "' 

In a like manner, a cursory glance at the appearance of Allan's "Highland 

Dance" is quite insufficient. He may have been f ortunate in his 

contemporaries, in that they, conscious of the significance of the way of 

life shown in this picture to certain theories of the time, might have 

approached it in a manner sympathetic to Allan's intentions and receptive 

to his ideas. The principles upon which his whole presentation is based 

are those of Enlightenment philosophy, when the attention of writers was 

turned upon "the natural history of mankind", especially "with regard to 

the state of mankind in the rude parts of the world". 77 William 

Robertson, Historiographer for Scotland, Noderator of the. General 

Assembly and Principal of Edinburgh University, with whom Allan seems to 

have been on friendly terms, held that the study of the "condition and 

character" of peoples then living a more primitive existence was 

"one of the most important as well as instructive researches which can occupy 
the philosopher or historian, In order to complete the history of the human 
mind, and attain to a perfect knowledge of its nature and operations, we must 
contemplate man in all those various situations wherein he has been placed, We 
must follow him in his progress through the different stages of society, as he 
gradually advances from the infant state of civil life towards its maturity and 
decline. " 78 

That the Scottish Highlanders were seen as just such an aboriginal race, 
"ancient and unmixed", perhaps not quite in the "infant state of civil 
life" but unquestionably of a less polite and elegant cast than, far 

example, the Edinburgh Litez-ati, is readily established. Many writers 
found both the antiquity of the race and the simplicity of the Highland 



131 

life worthy of remark. Like the Greeks in "their unpolished state", as 

described by Thucydides, the Scottish Highlanders had for long carried 

weapons at all times, even to church. 79 The irregulars whom Dundee had 

led to victory in the previous century, men from "the interior parts of 

the highlands", were viewed retrospectively as 

"a people untouched by the Roman or Saxon invasions on the South, and by 
those of the Danes on the East and West skirts of their country: the unmixed 
remains of that Celtic empire, which once stretched from the pillars of 
Hercules to Archangel, ' 80 

Dr. Johnson, touring the Highlands with Boswell in 1773, observed more 

circumspectly that 
"mountainous countries commonly contain the original, at least the oldest 
race of inhabitants, for they are not easily conquered, because they. must be 
entered by narrow ways, exposed to every power of mischief from those that 
occupy the heights; and every new ridge is a new fortress, where the 
defendants have again the same advantages, " 81 

While such martial thoughts are understandable only a generation after 

the Jacobite rising of 1745 - Johnson seems later to have been reminded 

of the conquests of the Romans - he also advances sound commercial 

reasons for the continued difference from the other inhabitants of 

Scotland of the Highlanders, "a distinct nation, cut off by dissimilitude 

of speech from conversation with their neighbours". 82 Few strangers 

would be brought to such barren and rough tracts by the hope of 

profitable trade, and thus the native inhabitants would be denied the 

opportunity of "gradual refinement" from commerce with - those more 

prosperous than they. There were, however, other reasons for visiting the 

north. Only a few years after Johnson, another English visitor, as a 
diversion from writing Letter-s fz-om Edinbur-gh, went hunting through these 

"regions mountainous and wild", and was satisfied with the evidence of 

primaeval cultures which he found there 
"As I frequently wandered over the mountains with my gun, I often found a 
sequestered village, which had little communication with the rest of mankind, 
that had received scarce any form or fashion from art and human invention, 
and consequently, was not far remote from its original simplicity", 113 

There may be an echo of Johnson's words in Captain Topham's observation, 
but he might equally well have been influenced by the writings of 
Rousseau. Not only was the countryside, or the Highland landscape of 

muir and ben, an agreeable retreat for the polite, the existence of its 

rustic inhabitants was seen as ideal, and unchanged for ages. Highland 

villagers dancing near Loch Tummel could be thought the counterparts of 
the Swiss peasants of whom Rousseau had written by the shores of Lake 
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Leman. In effect, and in addition to the romance, and the perceived 

danger of the Highlands, these still-foreign people could be regarded as 

the inhabitants of a latter-day Arcadia, beyond the north wind to be 

sure, but still following an "ancient faith that knows no guile", speaking 

a language "pure and original", and sentimentally suggesting the days 

"when mankind were but callans", each 

it as free as Nature first made man, 
Ere the base laws of servitude began, 
When wild in woods the noble savage ran, " 

It seems that both Classical and Vernacular could satisfy the same 

contemporary longings, those for simplicity and purity. In Highland 

areas, actually termed "the Scots Arcadia", none could be surprised if he 

were welcomed with an "Arcadian offering of Milk and Cream", or if he 

heard of acts of fidelity and chivalry comparable to those of ancient 

heroes. 191- There too, when he had read the legendary fragments with which 

James Macpherson fed the contemporary imagination, the traveller could 

feel "an enthusiastic pleasure" in surveying "the brown heath that Ossian 

was wont to tread, and hear the wind whistle through the bending 

grass". 116 It was but a short step f or many to hail this ancient, blind 

harper as the northern Homer, "the eldest ballad singer an record", the 

compositions of each growing from the kind of society in which "human 

nature shoots wild and free" . 07 Allan, when he came to illustrate some 

Ossianic tales, certainly recognised the' potency of such an identification 

whether or no he agreed with it, and clearly had the famous Antique 

portrait bust in mind as the prototype for "the last of the race of 

FLA TE X1 Fingal". 66 

While it is of more importance to Allan's illustrations of Scottish 

literature than to his "groups of the manners", a parallel with the 

Vernacular movement itself ought not to be overlooked. A rude and "firy" 

language was seen as another survival from ancient times, better suited 
to powerful and poetic utterance than speech more refined. 69 In this 

cultural milieu, even the functional Scottish plaid was ennobled, Ramsay 

for one seeing it as the "First of garbs", one 
"So long employed, of such an antique date", 

Allan did not neglect the possibilities offered by the plaid of 

classicising scenes of Scottish Highlanders, and used its folds to 

heighten the Antique appearance of the group around the bride in his 

pictures of Highland wedding customs. Contemporaries might have been 

expected to appreciate the manner in which he. equated the pastoral 
simplicity of the Highlanders with the acknowledged antiquity of the 
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plaid, which could be disposed in the manner of a classical toga or 

cb1amys. As Ramsay put it, 

"Antiquity, contains a certain spell, 
To make ey'n things of little worth excel ... Much more 'tis valu'd, when with merit plac'd, 
It graces merit, and by merit's grac'd, " . 

91 

That Allan, wishing to be employed in his native country, might have 

found in all this enthusiasm encouragement for a thoughtful depiction of 
the Highlander is not unlikely. 92- That his painting need not be a modest 
Genr-e piece had already occurred to him. Again, the lead had come from 

literature and literary theory: 

"Critics upon works of fiction have laid it down as a rule that remoteness of 
place, in fixing the choice of a subject, and in prescribing the mode of 
treating it, is equal in effect to distance of time,, - restraints may be 
thrown off accordingly, " 93 

As has already been clarified, remoteness of place generally 
implies difference of character and costume. To decide that because 

Canada was -a 
distant and savage land in which occurred events 

"marvellous and wonderful,., the nerve of the epic strain", then a painting 

of any significant event there, even one involving British officers, is 

necessarily a History painting is, as has been demonstrated, a wilful 
distortion of this argument, one which emphasises the less important 

detail, geographical distance, at the expense of, indeed to the exclusion 

of, the more significant consideration of difference of mores. 94- 

Scottish artists did not need to go far from home in order to 

discover difference of costume, and hence find a form of temporal 

remoteness despite proximity of country and identity of time. -Since 
Scottish Highlands were the modern Arcadia (even before Edinburgh became 
the Athens of the North), and since their inhabitants were members of a 
race preserved by its remoteness in all its ancient simplicity and 
purity, then of course restraints might be thrown off in describing the 

customs of these people either in words or in images. Ironically, while 
the works of those Gaelic poets like Donnchadh BAn and Mac Mhaighstir 
Alasdair, men every day acquainted with the scenes and people of the 
Highlands, were, at this time, rarely published or regarded in the 
Lowlands, the adaptations of Macpherson, dealing with a legendary past 
largely of his own conjuring, were wildly successful among the Literati of 
Edinburgh, a prelude to their European fame. It was, apparently, beyond 
the grasp of most writers'ar painters to find in the contemporary life of 
the Highlands fit material for artistic treatment, despite the 
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Justification afforded by theory. It is, therefore, all the more 

remarkable, and all the more indicative of his originality, that David 

Allan should recognise more possibilities than those found in "the 

actions of other times". 

For all that the wedding depicted is that of some gentleman, Allan's 

painting "The Highland Dance" is not of some grand event, the proper 

subject of Invention upon a large scale. One of the earliest foreign 

travellers to give an account of the Highlands, Captain Burt, observed 
that "Writers, for the most part" had supported "the Dignity of History" 

by treating of generals, councils and "the Order and Event of -Battles, 
Sieges and such like", but added that "the Genius of a People has been 

thought beneath their Notice". 9s For his own part, Burt continued, he 

"should be as well pleased to see a Shepherd of Arcadia, free from poetical 
Fiction, in his rustic Behaviour and little Economy ,I. as to know the 
Character of a Consul; for ... it is the Comparison of past Ages, and 
foreign Countries opposed to our own, that excites my Curiosity and gives me 
Satisfaction, " 96 

As has been shown earlier, the writing of history, poetry or ethics, and 

the painting of Histories and - in Richardson's ingenious argument - 

portraits, were seen as mutually assisting one another in conveying ideas 

and thoughts "clearly and without ambiguity". 217 

Thus Allan, in his conception of this painting, drew upon several 

strands of earlier and contemporary thought. The Highlands were of 

particular importance to discussions and theories of Man's original 

nature, or of earlier states of human society. If the Genius of this 

people, as' expressed in their arts, their activities, their dress and 

manners - their costume - were worthy of such debate among the Literati, 

and if the nature of their lives and culture did effectively set*them at a. 

remove from Allan's own Lowland society, then the decision to paint "The 

Highland Dance" in the Grand Manner was an inevitable consequence of 
Allan's having followed these - separate ideas to their logical conclusion. 
It is the imaginative leap involved in thus combining ideas and acting 

upon the synthesis which is all-important. 
To be sure, the painting dwells upon "all the minute particularities 

of a nation differing in several respects from the rest of, mankind". '90 

Yet if - as ýwas the case - these people were seen as a survival of an 
earlier state of Mankind, there could scarcely be a subject of more 
general interest than an event of their social calendar. "The Highland 
Dance", when a little thought is expended upon its social context, is 

truly "built upon general nature", the expression of human activity as 
evinced plainly, emphatically and without restraint by these dancers. 
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At the same time, while it might by certain criteria even be termed a 

History painting, the picture is not realised in the Epic strain. There 

were further considerations to be made than those of scale. Allan gave 

some thought to the question of style. The style chosen by Gavin Hamilton 

for his vast Homeric canvases was broad and robust, in keeping with 
their near-barbaric subjects. The style appropriate to a rural celebration 
an the other hand, particularly in this age so deeply influenced by the 

writings of Rousseau, was one of the utmost simplicity. Peasants, whether 
highlanders or no, were literally closer to Nature, representing Mankind 
in an innocent state, uncorrupted by city life and untouched by artifice. 
A wedding provided an occasion for these villagers to gather together in 

a ceilidb of artless airs and dances, a spontaneous overflow of powerful 
feeling, naturally and directly expressed. Clearly, Allan decided his 

style must be equally simple, quite as innocent. 
Perhaps most obviously, the handling of much of the painting is 

rough and crude. Dull earth tones predominate, with thinly painted 

passages of raw colours and harsh contrasts, quite unlike Allan's 

typically harmonious, if occasionally warm palette. The style in which 
figures are drawn is likewise carefully adapted to the subject-matter and 
interpretation. On the scale of the Dunimarle painting this intentional 

nafv&6 at times approaches the primitive. Even in the smaller scenes of 

wedding customs, or his pictures of Highland cottage interiors, Allan's 

drawing could often be termed quite inept, had he not literally proved 
the excellence of his disegno to all Europe a decade earlier. Needless to 

say, the consistent adoption of a child-like style in his Highland scenes 

supports the view that Allan did see these pictures as visual expression 
of contemporary' theories about early societies. 

In the large oil painting, this primitive style is most apparent in 
the figure of the principal male dancer, much of the ingenuousness of 
other participants, such as the ill-defined woman at a window or the 

young Highlander rowed in his plaid, being largely a matter of lack of 
"f inish". This latter fact may be due to Allan's having painted the 

picture for himself, as he explained to Sir William Hamilton. He did not 
bother to rub out thoroughly some earlier details when he changed his 

mind in the course of painting the scene. Thus, one lassie adjusts a 
garter while her skirt still reaches to her toes. The same nigbean was 
originally greiting, as may be deduced from the ghostly head still 
visible, but this anecdotal 

, 
touch - presumably occasioned by the altered 

attentions of the soldier - was transferred to a jealous face in the 
background. The central character, an the other hand, is fully finished 

k. 
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and must therefore be as Allan wished him. Insubstantial and purely 

linear, hardly as graceful as the bride fornenst him, this doll-like 

figure uncomfortably suggests a smaller study amplified for a canvas 

measuring some three-and- &- half feet by five. Yet this dancer, painted 

like his partner in a lighter key against predominantly dLl tones, 

serves to throw into relief the solidly modelled group at the left of the 

picture, as though Allan chose to emphasise the nai'vet6s of the one part 

by forcing a comparison with the accomplishment of another. 
These three portraits combine informality and innate dignity in 

the manner of Allan's best Conversations, that of Niel Gow - "a short, 

stout-built, honest highland figure, with his greyish hair shed an his 

honest social brow" - capturing his convivial aspect in a cheerful 

counterpart to the more reflective image recorded by Raeburn-95' It is.. 

not too fanciful to remark that in one painting the note is that of Gow's 

Lament for Abercairney or for the death of his second wife, while in the 

other he strikes up "Athale Brose", "Highland Whisky" or "The Braes a' 

Bushbie". Nor is it only Allan's skill in portraiture which is seen to 

advantage in "The Highland Dance". The landscape background works 

particularly well an a large scale, summits "ranged in wild disorder 

along the verge of the distant horizon" and shouldering aside the mist 

that hangs in the glens in a prospect which is-as successful an evocation 

of the Highlands as the Atholl family group. ', " 

It must nevertheless be remembered that Allan could hardly afford 

either the time or the materials to paint for himself and uncommissioned 

scenes of the "manners" an this ambitious scale. Contemporary taste must 

always be borne in mind. It was one thing to enthuse over, and buy, his 

scenes of the Roman Carnival when they were made available as prints, as 

Hogarth's various series had been before. It would- have been quite 

another to pay the higher prices appropriate to paintings, even small 

paintings, of the same scenes. Hagarth's original paintings for his 

engravings had themselves generally been small; indeed, his cumulative 
detail is often more easily discerned in the prints. Whatever 

encouragement existed- in reality far the large Historical compositions 
beloved of theory, there was much less, then or later, for scenes of real 
life, involving ordinary people, painted an the same scale. Whatever the 

views of contemporary philosophers upon the origin and progress of human 

societies, -few among Allan's public at large would have regarded "The 
Highland Dance" as other than a pleasant picture of rustic revelry, 
despite the clues afforded by its exaggerated nai'veUs and coarse 
handling. Admittedly, with hindsight the evidence of his child-like 



98. 'Highland Family", c. 1780/90. Pen & water- 
colours over pencil IR x 22 ( approx, ; 
badly torn ), Ounimarle album (f, 52), an 
loan to the National Galleries of Scot- 
land (Prints & Drawings), 
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Figure 98 pictures of Highland cottagers may also be adduced, at least one of these 

scenes of Highland families being painted, in ails, - as a pendant to a 
"Highland Dance". Almost invariably, however, when artists painted 
Genre scenes these were small, generally unassuming, most frequently 

humorous or gently sentimental. As Sir Walter Scott. put it, 

"A painting of Teniers is very well - it is of a moderate size, and only 
looked at when we choose", I'll 

Genre itself, of course, was accorded a suitably humble position in the 

established artistic and academic hierarchy. Only once again, as far as 
may be known, with the paired dancing scene and cottage interior, did 
Allan attempt Genre paintings of other than modest dimensions, and they 

were considerably smaller than the early "Highland Dance". 102- 
That all his subsequent Genre pieces were small need not be wholly 

due to lack of encouragement for large works of this kind. The 

recognition that simplicity and "innocence" were paramount in depicting 

such groups according to his own conceptions may have reconciled Allan 

the Historical Painter to the smaller sizes an which he was to work. The 

importance that overall simplicity in these pictures had for him may be 

gauged from their paucity of intricate detailing. Nothing would have 
been easier than for Allan to have included a mass of essentially 
decorative staffage, external and superfluous to the expression of each 
piece, These touches are kept to a minimum, and are generally of items 

specifically Scottish rather than picturesquely rustic: a dirk, bagpipes, a 
plunge-kirn, a hantle of coggies and laiglens. Often, these articles have 

a particular relevance to the scene in which Allan places them, other 
than simply marking the setting as a fermtoun or ingleneuk in rural 
Scotland. This device is primarily to be found, in his illustrations of 
songs, which should not be too rigorously isolated from those scenes more 
typically classed as Genre. In these illustrations too, as might be 

anticipated, Allan draws upon contemporary thinking about the language, 
the music and the manners of less "polished" societies. 

Unlike the work of later artists who did accumulate a clutter of 
meticulously delineated -articles in emulation of the Dutch little masters, 
Allan's Genre scenes, whatever their scale, approach in their simplicity 
the austerity demanded of the Grand Style. It was not simply the natural 
response of a Historical Painter, drawing encouragement from contemporary 
interest in remote and simple societies, that caused him to attempt "The 
Highland Dance" on a large canvas. It was an attempt to show, by the 
decision to paint a peasant celebration on this scale, what is now 
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accepted as obvious. These peasants, more than half a century before 

those of Courbet or Millet, are accorded the respect due simply to their 

shared humanity, their dance recognised to be as worthy of serious 

depiction as any other social activity. Here as elsewhere, an4 contrary 

to what has generally been stated or implied of Allan's art, his common 

people are not Just paraded for the amusement of those more attuned to 

the culture of the towns. His recognition that the dance was 

"picturesque", the manners entertaining, does not perforce deprive the 

participants of all human dignity, nor does it rob the painting of all 

genuine feeling and artistic value. For Allan, to adopt a Vernacular 

style, as being suitable to his subject, was not invariably to produc e an 

amusing piece, a painting of "low life and comic characters". 103 He was 

later to write that "the best moral effects" could often be derived from'. 

"the Just representation of ordinary Life", and saw a more significant 

purpose for this aspect of his art than "the ludicrous representation of 

laughable incidents in low lifell. 104- Humour is certainly present in many 

of his later Genre scenes, but, as will become increasingly apparent, it 

is a humour shared and sympathetic in nature, and a serious and 

consistent purpose is common to almost all these little pictures dating 

from the fifteen years between the first "Highland Dance" and Allan's last 

major work, the "Penny Wedding" of 1795. 

Again, perhaps predictably, Allan's approach may be compared with 

the conclusions of contemporary philosophy. Both were founded upon 

observation and experience, the study of human nature or "the science of 

Man". As Hume noted, 

"It is needless to push our researches so far as to ask, why we have humanity 
or a fellow-feeling with others, It is sufficient, that this is experienced 
to be a principle in human nature, We must stop somewhere in our examination 
of causes, and there are, in every science, some general principles, beyond 
which we cannot hope to find any principle more general, ' "I 

As will also become clear, there is one more reason why a small scale 

was essential to Allan's purposes, as he expressed them in the long 

letter sent to Sir Villiam Hamilton in 1780. It is one which, when 
limited contemporary expectations are taken into account, can actually 
Justify that too-glib souhriquet "The Scottish Hogarth". Quite simply, 
these Genz-e scenes were seen by Allan as "good for engraving". 1-11r. 

The making of prints from his subject- pictures, at least as an 
objective, was to assume increasing impartan ce for Allan in following 

years. Those drawn from contemporary life, in addition to Highland 

weddings, included scenes of "Presbyterian Catechism", Kirk discipline, 

k N, 
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and various kenspeckle characters, notable ceremonies and familiar events 

of the city of Edinburgh. During the decade after 1785, however, it was 

the illustration of literature - from the works of Shakespearg to those 

of Hector MacNeill - which was to attain greater prominence in his life 

and art, quite apart from absorbing more time and effort, than his prints 

of Genre scenes. Allan must have been influenced by contemporary writing 

again, in this case, not surprisingly, the works of the Vernacular poets, 
in turning his attention firstly but not exclusively to the poetry and 

song of Scotland, his interest in which has already been indicated. "" 

Chief among these undertakings was the "set of the Gentle Shepherd" which 
he had contemplated at least as early as 1783, and upon which he began 

working soon afterwards. 
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The Hi9bland Dance, signed and dated "D. Allan px. 1780", inscribed 
an verso: "A Highland Wedding I DAVID ALLAN PINXT I AT BLAIR 11 
ATHOL 1780 1 FAMOUS NEIL GOV FIDLER I DONALD GOW BASS I MOST 
OF THE OTHERS FROM NATURE". Oil an canvas 40% x 60%. National 
Galleries of Scotland, on loan from Dunimarle. 

IA Highland Wedding 1, c. 1780. Pen and watercolours 13 x 18% 
National Galleries of Scotland, Department of Prints and Drawings. 

Self-Fdr-trait, signed and dated "D. Allan Pinxt Roma 1770". Oil 
on canvas 49* x 38*. Scottish National Portrait Gallery, on 
loan from the Royal Scottish Academy. 

IV. The Origin of Painting, signed and dated 1775. Oil an wood 
15 x 12 (oval). National Galleries of Scotland. 

V. I Portrait of Anne Forbes, 1745-1834 1, dated 1781. Dil on 
canvas'14% x 124. Scottish National Portrait Gallery. 

VI. I Portrait of William Inglis, d. 1792 1, dated 1787. Oil an 
canvas 51 x 41. Scottish National Portrait Gallery. 

VIL C The Erskine Family 1, signed and dated "David Allan Alloansis 
piwc*- 1783". Inscribed an verso, are the names of all the 
f igures, and the ages of the children. Oil an canvas 60 x 84. 
Scottish National Portrait Gallery. 

VIII. "Edinburgh Watercarrier - 1793.1', c. 1785/90 (inscription in a 
later hand, referring to a print of this date; Fig. 270, p. 325 ). 
Pen and watercolours overpencil6% x 5: % Private collection ( D. B. ). 

The Connoisseurs, c. 1780/90. The three figures, and the por- 
trait an the wall, are numbered 1-4. Oil an canvas, 34 x 38%. 
National Galleries of Scotland. 

X. "Fish Wife", c. 1783 (Allan's print of this subject, entitled "OY- 
STER GIRVI, is dated 1784). Pen & watercolours over pencil 94 x 7%. 
National Galleries of Scotland, Prints and Drawings D 404. 

XI. Frontispiece illustration in an interleaved volume of trans- 
lations from Gaelic poetry, c. 1780. Signed "D Allan. " Inscribed 
with two lines of verse from "M--Phearsorils translation of 
Ossian's Poems" and the title "Croma" (no page reference). Pen 
and watercolours 71A x 57a (the frame 9x 6%, mounted an paper). 
Cowie Collection, the Mitchell Library, Glasgow, SR 243 308888. 

XII. I Scene from The Gentle Shepberd, by Allan Ramsay 1,1787/88. 
Watercolours over etched outline 9x7 (platemark 101A x 8). The 
fully-bitten aquatint was published as Plate 3 in July 1788 
(Figure 117, between pages 168-69). Private collection ( C. N. K. ). 



IA Highland Wedding 1, c. Vf SO. Pen and watercolours 13 x 13'b- 
National Galleries of Scotland, Department of Prints and Drawings. 

]'. ýe illEhland 
. 0-ance, 3igned and dated "D. Allan p. x 1780", 11.1scribed 

on versa: "A Highland Wedding I DAVID ALLAN PINXT I AT BLAIR IN 

ATHOL 1780 1 FAMOUS NEIL GOV FIDLER I DONALD GOW BASS I MOST 
OF THE OTHERS FROM NATURE", Oil on canvas 40A x 60*. National 
Galleries of Scotland, on loan from Dunimarle. 
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VII. [ The Erskine Family 1, signed and dated "David Allan Alloansis 
pin-'- 1783". Inscribed on verso are the names of all the 
figures, and the ages of the children. Oil on canvas 60 x 84. 
Scottish Mational Portrait Gallery. 

Vill. "Edinburgh Watercarrier - 1793. ", c. 1765/90- 
Pen and watercolours over pencil 6% x 5%. Private 
collection (D. B. ); inscription in a later hand, 

referring to a pr-int of this date, in which the 

watercarrier is included (Figure 270, page 325). 

J 



The Connoisseurs, c 1780/90 Oil on canvas 34 x 381k. 
The three figures, and the portrait on the wall, are 
numbered 1- 4. National Galleries of Scotland. 

1'tt. #. �.. �. 

X. , Fish Wife,,, c. 1763. Pen and watercolours over 
pencil 91A x 7%. National Galleries of Scotland, 
Department of Prints and Drawings, D 404. Allan's 
print of this subject, entitled , oyster Girl", is 
dated 1784 (Figure 276, between pages 326-27). 
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an canvas 4" x 38-1. Scottish Tational Portrait Gallery, on 
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IV. The Origin of Painting, signed and dated 1775. 
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Oil an wood 
15 x 12 (oval). National Galleries of Scotland. 
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pin-*- 1783". Inscribed an verso are the names of all the 
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Scottish National Portrait Gallery. 

VIII. "Edinburgh Watercarrier - 1793. ". c. 1785/90 (inscription in a 
later hand, referring to a print of this date; Fig. Z70, p. 325 ). 
Pen and watercolours overpencil6%x536 Private collection ( D. B. ). 

Il. The Connoisseurs, c. 1780/90. The three figures, and the par- 
'trait an the wall, are numbered 1-4. Oil on canvas, 34 x 38%. 
National Galleries of Scotland. 

X. "Fish Wife", c. 1783 (Allan's print of this subject, entitled "OY- 
STER GIRL", is dated 1784). Pen & watercolours over pencil 94 x 7%. 
National Galleries of Scotland, Prints and Drawings D 404. 

XI. Frontispiece illustration in an interleaved volume of trans- 
lations from Gaelic poetry, c. 1780. Signed "D' Allan. " Inscribed 
with two lines of verse from "McPhearson's translation of 
Ossian's Poems" and the title "Cromall (no page reference). Pen 
and watercolours 71A x 5A (the frame 9x 6%, mounted an paper). 
Cowie Collection, the Mitchell Library, Glasgow, SR 243 308888. 

XII. I Scene from The Gentle Shepberd, by Allan Ramsay 1,1787/88. 
Watercolours over etched outline 9x7 (platemark 101A x 8). The 
fully-bitten aquatint was published as Plate 3 in July 1788 
(Figure 117, between pages 168-69). Private collection ( C. M. K. ). 



Cllmp-teax- IV 

'r3aca waLlLlrcý c: ): E 

Allan's set of illustrations to T12e Gentle Sbepherd. 

1786-1788 

Ramsay Is play-its plot and purpose-its language-the Scots i4rcadia-the early 
illustrated editions-Man's plaW and preface-his didactic purpose-3 sense 
of history and tradition-his visits to the Pentland Hills- topography, character 
and costuse-1he style of 411an's plates-his narrative tachnique-the evolution 
of Man's preparatory studies-links wiih his later Historical Compositions and 
song-illustrations-the coherence of . 411an's set of plates, 
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I an at a loss to inow what to do there is so many ingenj . ous people 
everywhere and even my. health is not sýrong to Bustle in the world, I have a 
scheme in my head to invent new subiects particularly of the Scotch manners, 
to do a set of the 6entle Shepherd and sluij them all from nature, ' 

David Allint March 1783.1 

Allan's set of plates for The Gentle Sbepberd is the only major series of 

pictures from his years in Scotland to be brought to completion as first 

envisaged. This group of prints was not his most ambitious undertaking, 
but it was, with the possible exception of "The Origin of Painting", 

probably his best-known work. Published in 1788, these plates are not 

only illustrative of various moments or situations which occur during the 

course of the play, they are also expressive of several concerns embodied 

or suggested in it. Allan's letter of dedication to Gavin Hamilton, t 

which stands as Preface to this edition, is densely textured in a like 

manner. His illustrative plates are only one of several issues it touches. 

Wide-ranging and discursive, the dedicatory Preface is always tending to 

a fixed end and always contriving to create a particular effect. Because 

the pictures, pleasant as individual compositions though they may be, 

depend as much upon a knowledge of the text they illustrate as do any 
History paintings themselves based upon literature, they can only 
thoroughly be appreciated by those familiar with The Gentle Sbepberd. 

Because Allan's Preface, modest and apparently simple though it is at 
first sight, is actually as carefully composed as the plates it 

accompanies, it must be seen in relation to contemporary ideas on both 

art and society, some of which have already been introduced. 

Allan Ramsay's Scots Pastoral Comedy The Gentle Sbepberd was first 

published as a whole in 1725, by Thomas Ruddinan of Edinburgh. Its 

opening scene, an eclogue between two shepherds, had appeared four years 

t Appendix IV 
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earlier, in the quarto edition of Ramsay's poems. The play is set entirely, 
in a'fermtoun and fields among the Pentland Hills, a short distance south 

of the capital, the action taking place within twenty-f our 2 hours and 
depending upon a single important event; that is, the 'dramatic unities are 

observed. - In setting the scene in a familiar landscape, taking the action 
from the recent 'past, virtually from within living memory, and having as 

characters People emphatically of his own country, Ramsay was acting in 

accordance with the views he had expounded at, length in his introduction 

to The Ever-green, a collection of the poetry of. the Makars, published 
"frae antique manuscriptis, with utmost cair". Making an early claim for 
the virtue of "the true simplicity of Nature", he wrote: 

"I Have often observed that Readers of the best and most exquisite Discernment 
frequently coNplain of our modern Writings, as filled with affected Delicacies 
and studied Refinements, which they would gladly exchange for that natural 
strength of Thought and Simplicity of Sgilo our Forefathers practised,, To such, 
I hope, the following Collection of Poems will not be disploasingý 

41hon these? good old Bards wrote, we had not yet mado Use of imported rriNming 
upon our Cloaths, nor of foreign Embroidery in our FritingS, rhair Poetry is the 
Product of their own Country, not pilfered and spoiled in the Transportation 
from abroad; Their Images are native, and their Landskips doaestick,, copied from 
the Fields and tleadows wo every Day behold, 

, 
The Morning rises, (in the Poets Description) as she? does in the Scotish 

Horizon, 41o are not carried to Greece or Italy for a Shade, a Stroam or a 
Breeze, rho Groves rise in 

ýOur, own Valleys; the Riv 
, 
ers flow from our own 

Fountains, and the Winds blow upon our own Hills, I find not Fault with those 
Things, as they are in Greece or Italy: but with a Northern Poet for fetching 
his Ifaterials from these Places, in a Poem, of which his own Country is the 
Scene,, as ourHymners to theSpring andMakers otPastorals frequently do, "I 

In addition to the significance of these views to the Vernacular movement 
in eighteenth-century Scotland, and quite apart from their shrewd 

assessment of one characteristic of Scottish poetry, they are manifestly 
in accord with David Allan's own approach to national subject-matter. He 

very clearly saw Ramsay's Pastoral as a fit representative of Scottish 
literature, and felt no incongruity, once the distinctions most important 
to a Historical Painter had been made, in coupling Hamilton's pictures 
from the Iliad with his own for The Gentle Sbepberd: 

'May I hope, that YOU, who have justly acquired the highest 'reputation in' the' 
present age, for the HEROIC and SlIBLIAE of painting, will pot condemn me Jor 
this attempt to join with the Poet of my native country, in the imitation of 
agreeable nature, " 

After the death of Cromwell, when "royal Charles and right are 
restored", Sir Villift . Worthy returns f rom. the f if teen. years' exile which 
followed his resolve 

'To-stand his Liege's friend wil great Montrose', 
EAct Il scene il 

Disguised as a fortune-teller, he revisits his ruinous" mansion and'the 
tenants he once knew, to one of whom, Symon, he had entrusted his infant 
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son Patrick bef are f leeing the country. He discovers that this Patie, 

brought up as a shepherd, is respected by all the villagers both for his 

knowledge and for his fairness of Judgement. Furthermore, he is soon to 

be betrothed to Peggy, a foundling raised as his own niece by, Glaud, like 

Symon an old tenant to Sir William. Glaud's awn daughter, Jenny, is 

diffidently courted by Patie's friend Roger, a richer shepherd than he, 

but she dismisses him, at first, with the memorable line 

"A herd mair sheepish yet I never kend' 
(Act I scene H3 

Meanwhile, the comic character' Bauldy endeavours to turn Peggy's 

affections from Patie to himself by consulting Mause, an old woman 

reputed to be a witch, but succeeds only in being soundly beaten by 

Glaud's sister Madge. 

When Sir William "draps his masking beard" there is heartfelt 

rejoicing among the villagers once they learn that their laird has come 

home, and that he "owns young Pate his heir". Equally intense is the 

pathos when Peggy realises she is no longer a worthy match for Patrick. 

Mause hints mysteriously that 

"Ey'n kings hae tane a queen out of the plain; 
AniJ what has been before may be again, ' 

[Act IV scene il 

Madge, however, retorts less optimistically but with more realism, 

'Sic nonsense! love tak root# bot tocher good, 
'Tween a herd's bairn and ane of gentle blood! 
Sic fashions in King Bruce's days might be 
But siccan ferlies now we never see, ' 

[Act IV scene il 

Fortunately, Patie's protestations that neither time nor distance will 

cause him to forsake his vows prove unnecessary, for in - true Folk 

tradition as in much Sentimental literature, Peggy, too is revealed to be 

-of gentle birth, the treacherously dispossessed daughterý of Sir William's 

dead sister. Thus Patie has his Peggy, Roger finds his voice at last, 
daft Bauldy is reconciled-with Mause and Madge, and the playý concludes 

with "flowing pleasure", -a double betrothal, and the singing of Ramsay's 

version of "Corn riSgs are bonny". 

Not surprisingly, Tbe-Gentle Sbepberd was-a great success both as a 

poem and as a play, in performance, or publication. It was unquestionably 
Ramsay's - most widely known and best-loved work. Pope was -a "great 

-admirer" of the piece, Hogarth dedicated his illustrations of Butler's 
Hudibras to Ramsay, and Gay, who visited Edinburgh and met the poet at 
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his bookstore there, may have cast his own "Newgate Pastoral" as a 
ballad-opera in emulation of the popular Scottish drama .3 The admiration 

was mutual and the influence reciprocal. Ramsay's play had originally 
only a few songs, including an elegant duet between Patie and Peggy and a 

snatch of a raploch traditional rant delivered in brave humour by Bauldy. 
After The Beggars' 0 

_ 
pera was performed in Edinburgh towards the end of 

1728, it is said that Ramsay was asked by some schoolchildren to recast 
his own play, which was soon provided with a score of songs to popular 
airs .4 According to the account of Ramsay's life written by his son, the 

poet preferred the original version, *in which the verse drama was only 
lightly sprinkled with music, but it was as a ballad-opera that the piece 
achieved its greatest popularity. Vhatever Ramsayes own feelings upon 
the matter, his revision at least gave rise to one of his finest lyrics, 
the opening song to the tune of "The wauking of the faulds". 

Although it is a "Scats Pastoral Comedy", the world of The Gentle 

Sbepberd is no closer to that of traditional Pastoral than is the 

intentionally disreputable setting of The Beggars' Opera. Formerly, poets 
had employed 

'some illusion to render a pastoral delightful; and this consisted in exposing 
the best side only of a shepherd's life, and in concealing its miseries, ' 

It is true that Roger's complaints are largely. those of many a. woeful 
Damon or Strephon sighing for a shepherdess as "cruel as she's fair", but 

such prolonged agonies are dismissed by Patie as a "silly, whingeing 

way". In the intervals between his moans for the recalcitrant Jenny, 

Roger also tells how his byre tumbled, killing several cattle, and how, a 
few months previously, 

scores of wethers perished in the snaw, ' 
(Act I scene il 

Not only does Patie drive sheep to the, West Port-$ he makes sure that all 
his f locks "be feeding right" before playing his new f lute. Even. "The 

wauking of the faulds" refers to - the -practice of keeping watch over the 
buchts in which sheep -were penned, at night. Peggy and Jenny too, in the 
second scene, are f irst encountered at work, an their way to wash and 
bleach their linen by a burn, while Bauldy; typically, is rebuked, I or 
leaving corn unthreshed. 

A formal parallel to the f irst eclogue between Patie and Roger, that 
between the two lasses ends with the "better sense" of Peggy -- as natural 
a leader as Patie -and for the same dramatic reason - overcoming - her 
friend's doubts about marriage -and her fear of poverty, but not -before 
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Jenny advances some telling instances of the possible miseries 
. 
of a rural 

life: 

0 'tis a pleasant thing to be a bride; 
yne whingeing getts about your ingle-side, 

Yelping for this or that wi' fasheous din: 
To mak them brats then ye maun tail and-spin 

But poortith, Peggy, is the warst of a', 
Gif o'er your heads-ill-chance should beggIry draw: 
But little love or canty cheer can come 
Frae duddy doublets, and a pantry toom, 
Your nowt may die - the spate may bear away 
Frae aff the howas your dainty rucks of hay - 
The thick-blawn wreaths of snaw, or blashy thows, 
May smoor your wathers, and may rot your ews; 6 

(Act I scene ii] 
Thus, although the Pastoral is idealised in its structure and, resolution, 
Ramsay never loses sight of reality, nor does he allow the audience, or 
his readers, to forget its realistic background. 

The language spoken in the play, an the other hand, is fully in 

accord with European thinking upon the writing of Pastoral. In short, 
Ramsay's use of a "dialect peculiar to the country" in which The Gentle 
Sbepberd is set had already been approved in theory by writers both in 
Britain and an the Continent. 6 Several years before the first eclogue 
between Patie and Roger was published, Thomas Purney in his Pastarals In 

the simple manner of Tbeocritus had aimed to 

'introduce into our Language a Dialect entirely Pastoral; having at once 
Rusticity, Softness and SiMpliCity'. 7 

That Purney, Gay, Pope or any other English writer should have thought a 
Scottish setting, and hence a Scottish speech, peculiarly appropriate to 
Pastoral is hardly surprising. Long before Ramsay and William Thomson 

published their collections of Scottish songý, this genre was familiar in 
Britain from the volumes of Thomas D'Urfey. 8 Whatever the true origin of 
some of the songs in his publications, and however debased the "dialect" 
in which songs truly Scottish eventually came before the public, it was 
held by some in the south that "the Scotcb-Scngs, which passled] with so 
much applause" among them, offered the surest guide to reviving the "old 
Conduct" of writing Pastoral. 9 That is, the Doric adopted by Theocritus in 
his rd), 11s was to find its modern counterpart 'north of the Tweed, in a 
latter-day Arcadia. 

Scottish writers may have viewed the matter in a different light. Not 
all regard4d Scots as "a very corrupt dialect' of English. cl The ideas of 
both Ramsay's friend, Sir John Clerk of Penicuik, and his publisher 
Thomas Ruddiman, lent to the Scots vernacular in which he wrote a 
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prestige denied any provincial dialect of English. In his editorial notes 

to Gavin Douglas's Xnels Ruddiman, as well as claiming a classical 

standing for the Scats of the Makars, suggested that it yet survived in 

the speech of the peasantry. ' Clerk, in his An Enquiry into the Ancient 

Languages of Great Britain, 
1held 

that this vernacular was in fact "the 

genuine Saxon". in its purest surviving, form . 12 Thus Ramsay not only 

wrote of a rural life he could seeýaraund him every day, he was fortunate 

in having'to hand, a' language both appropriate to Pastoral verse and more 

congenial, mare weighty, mare natural in feeling than that employed by 

Ambrose Philips or, from a 'Century and mare earlier, the "rusticall 

language" constructed by Edmund Spenser. -7 ý7 -- 

The critical acclaim allowed-, Tbe Gentle Sbepberd was, within Scotland 

itself, qualified by this very question of language. The influential Dr. 

Blair, in his Lectures on Rbetcric and Belles Lettres, wrote that the 

Pastoral could "bear being brought into comparison with any composition 

of this kind in any, language", but continued, 

'it is a great disadvantage to this beautiful poem, that it is written in the 
old Rustic dialect of Scotland, which, in a short time, will 'probably be 
entirely obsolete, and not intelligible; and it is a further disadvantage, that 
it is so entirely formed on the rural manners of Scotland, that none but a 
native of that country can thoroughly understand or relish it, ' 13 

Even natives of Ramsay's country, it seems, were soon to be denied this 

relish. Henry Mackenzie, the *Scottish Addison", in a famous article in 

his periodical The Lounger, endeavoured to place Robert Burns "in'a higher 

point of view" than he already enjoyed within the bounds of his native 
Ayrshire, and also regretted "the circumstances of his humble station": 

'One bar, indeed, his birth and education have opposed to his fame; - the 
language in which most of his poems are written, Even in Scotland, the 
provincial dialect which Ramsay and he have used, is now read with a difficulty 
which greatly damps the pleasure of the reader: in England it cannot be read at 
all, without such a constant reference to a glossary, as nearly to destroy that 
pleasure, 

Some of his productions, however, especially those of the grave style, are 
almost English 

... 8 14 

When Sir William Worthy, in The Gentle Shepberd, speaks in his own 
person, his language is not merely "almost Englishm. In advocating travel 
to improve Patie's mind, he echoes Dryden's observation on the "unrefined" 
Chaucer; 

'Like the rough Diamond, as it leaves the mine, 
Only in little breakings shews its light, 
'Till artful polishing has made it shine; 
Thus education makes the genius bright, ' 

[Act III scene iv] 
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When Patie discovers his genteel origin., his speech frequently becomes 

similarly formal, as when he swears f idelity to Peggy: 

'Ne'er quarrel fate, whilst it wi' me remains 
To raise thee up, or still attend these plains, 
My father has forbid our loves, I own, 
But love's superior to a parent's frown ... Sir William's genlrous; leave the task to me 
To make strict duty and true love agree, * 

(Act IV scene ii] 
The difference between this passage and one from the f irst scene is one 
not oniy of Scats or English vocabulary, but of Augustan antithesis or 
colloquial vigour. Despite the Artificial convention of speaking in verse, 
in Patie's earlier racy narrative to Roger the rhythms are palpably 
closer to those of ordinary' speech, and Ramsay does indeed sound "a 

completely new voice in British poetry*: Ir, 

'Daft gowk! Leave aff that silly whingeing way; 
Seem careless, there's my hand ye'll win the day, 
Hear how I serv'd my lass I love as wiel 
As ye do Jenny, and W heart as leal, 
Last morning I was gey and early out, 
Upon a dyke I lean'd, glovring about; 
I saw my Meg come linkan o'er the lea; 
I saw my Meg, but Meggy saw na me, 
For yet the sun was wading thro' the mist, 
And she was close upon me e'er she wist; 
Her coats were kiltit, and did sweetly shaw 
Her straught bare legs that whiter were than snaw, 
Her cockernony snooded up fu' sleek, 
Her haffet-locks hang waving on her cheek ... 
Blythsome, I cry'd, My bonny Meg come here, 
I ferly wherefore ye're sae soon asteer? 
But I can guess, ye're gaun to gather dew: 
She scourld ava, and said, What's that to you? 
Then fare ye wiel, Meg Dorts, and elen's ye like, 
I careless cry'd, and lap in o'er the dyke, 
I trow, when that she saw, within a crack, 
She came wil a right thieYeless errand back: 
Miscald me first --- then bade me hound my dog 
To wear up three waff ews stray'd on the bog, 
I leugh; and sae did she; then wV great haste 
I clasp'd my arms about her neck and waist ,e (Act I scene i, lines 97-110,115-1261 

Sir Villiam's altered speech may, of course, be accepted with little 
demur - he is a well-travelled laird who need no longer masquerade as a 
spaeman - but Patie's can only be seen as a dramatic contrivance, a 
"code-switch" made in accordance with his true origin becoming known to 
him. This certainly has a disconcerting effect within Ramsay's play, 
since every other character consistently speaks Scats except, to some 
extent, Peggy, whose altered circumstances cause a similar change of 
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register in the dozen lines allotted her in the f inal 'scene. Of some 

importance in the wider context of Scottish literature of the time, and in 

the f ield of Scottish painting, is the equating of the vernacular with 

subjects drawn from low life. As is demonstrable in the particular case 

of his illustrations to The Gentle Sbepberd, David Allan' avoids any 

untoward change in the appearance of hero and heroine, while yet 

skilfully accommodating their good fortune to his unif ied set of 

pictures . 17 As is apparent from all his pictures of this time, and set 

out in"his Preface to The Gentle Sbepberd, Allan himself never confused a 

vernacular style with one inherently comic or vulgar. 

In addition to his consistently accurate portrayal of a selection of 

rural activities, Ramsay's purpose is evidently, at times obtrusively 
didactic. To "instruct delightfully" was seen as the chief end of a work 

of art, and the frequent reminders of Patie's "strict duty" to Sir William, 

of the priceless education to be f ound in "the wale of books", and of the 

shortcomings of irresponsible young lairds - "useless branches of a 

common-wealth" - more than Justify the claim made in the Prefatory 

Address that instruction may be gained from these pages. ' 8 

Ramsay's instruction is most palatable when it appears to grow 

naturally from the dramatic situation. Peggy's comparison of a married 

couple to a nearby pair of elm trees is charming and appropriate in its 

almost proverbial quality: 

'This shields the other frae the eastlin blast; 
That in return defends it frae the wast, ' 

Patie's f inal lines in the first scene combine Pastoral convention - the 

preference for simplicity - with colloquial realism, and sound a note to 

echo in Scottish writing throughout the eighteenth century. Ramsay, 

referring to Braidness of expression in his Collection of Scots PX'Overbs 

remarked that "a brave Man can be as meritorious in Hodden-gray as in 

Velvetu, but here the metaphor is of "hamely fare": 19 

'But first we'll tak a turn up to the height, 
And see gif a' our flocks be feeding right: 
Be that time bannocks, and a shave of cheese 
Will oak a breakfast that a laird might please; 
Might please the daintiest gabs, were they so vise 
To season meat vP health, instead of spice, " 

It was, of course, the delight in "the Gentle Shepherd's tender tale 

of love" rather than the moral instruction of, for example, Glaud's 

forthright opinion of "wild, worthless rakes" that ensured the book's 
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continued success in its position among the staple secular reading for 

all classes, in Scotland throughout the century. 211 Ramsa y, partly to 

emphasise his hero's learning, but perhaps also to evoke the country of 
half a century previously, suggests in The Gentle Sbepberd a peasantry 
less literate than would historically have been the case. Soon after Sir 

William reveals his true identity, he asks Symon whether Patie can read 
and write. ' Patie, naturally, "delights in books", but Symon Jokes that he 

and the others 
.,, sindle look, 

Except on rainy Sundays, on a book 
When we a leaf or two haff read haff spell,. 
Till a' the lave sleep round as wiel's oursell, ' 

(Act III scene iv] 

Symon's , reference to' Sundays, rainy or no, is apposite. The General 

Assembly of 1647 had laid down that the head of each household was to be 

responsible for its regularly participating in worship. People would not 

only, "'chant their artless notes in simple guise", for "in every family 

where there is any that can read, the holy scriptures should be read 

ordinarily to the faMily". 21 At the tine in which The Gentle Sbepberd is 

set, reading matter was doubtless not confined to religious tracts and 
Bibles. By the turn of the' century, Ramsay himself was reading "the 

History, in verse, of King Robert the Bruce, the exploits of Sir William 

Wallace, and the poems of Sir David Lindsay", books such as these being, 

according to his son, "then in the hands of the country people all over 
Scot land".:: 1ý2 Less 'than thirty years after The Gentle Sbepberd itself was 

published, its regular, but not frequent reprinting gave way. to "a 

veritable stream of editions", generally chapbooks selling for tuppence. 23 
It would be to such a back that Vatty Walkinshaw refers in Galt'sTbe 
Entail, when he tells Betty how 

"We'll sit cosy at the chimney lug, and I'll read ye a chapter o' the Bible, or 
aiblins Patie and Roger 

... 1 11 

By the turn of the century, John Stoddart noted that it was "read with 
avidity by all ranks in Scotland, and exciteld] a very considerable 
interest". 25 At least a hundred editions had by then been issued, of 
which some twenty were illustrated. 2r- Nor was it quickly superseded by 
the works of Burns and Scott, for in addition to five etchings by Paul 
Sandby, a painting by one "J. Rooukin" exhibited at the Royal Academy 

ju 1785, and several more illustrated editions published in the 

nineteenth century, The Gentle Sbepberd suggested some "ideal subjects" to 
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the self-taught Lanarkshire sculptor Robert Forresti -and inspired a 

number of paintings by Wilkie, although his ambition 
, 

to contribute 
illustrations to an edition was never realised. 27 

Ramsay himself presided over the publication of the early, editions by 

the scholar, journalist and printer Thomas Ruddiman of Edinýurgh, and it 

Figure 99 
is in that of 1729 that the first illustration appears. The small 

engraving is signed by Richard Cooper who, in the sane year, with Ramsay, 

John Alexander, Villiam Adam and others, founded in Edinburgh the Academy 

of Saint Luke. Of the two figures depicted, one is certainly a shepherd, 

and is dressed in a garb recognisably Scottish. The rocky background 

may be identified with the "craigy bield" of the play's first scene, and a 

single thistle lurks in the foreground shadows. From the top of that 

crag, however, a leaping Pegasus, seemingly escaped from an emblem book, 

looks downwards to the second figure, who is reclining before the 

shepherd and runnýng a graceful hand over a lyre. Rather than being an 

illustration of the play, this print represents Ramsay - in the guise not 

of an Arcadian shepherd but of one from the Pentland Hills - being 

Figure 100 inspired by Apollo to compose it. 28 

Almost thirty years passed"before the appearance of the next pi ctures 

related to The Gentle Sbepberd, these being Paul Sandby's etchings of 
1758. Sandby combined with the execution of his official topographical 

drawings for the Board of Ordnance work an both privately commissioned 

views and his own records of landscape and architecture, some of which 

contributed local colour to his scenes- from Ramsay's Pastoral. 29 In 1751 

he painted a watercolour of the "Draw well at Broughtonu, a village near 
Edinburgh, and this feature, with its rickety steps and rotting wooden 

Figure IV/ slats, is introduced as a background to the scene of Bauldy being routed 
Figure /01 by Madge. A more peaceful scene of the hero and heroine includes a 

distant view of Edinburgh and the Firth of Forth, with the great mass of 
Castle Rock dominating the towering lands of the Old Town clasping the 
lower slopes, just as Patie and Peggy are themselves dwarfed by the 

ruggedly textured'tree. 

Despite the particular prominence accorded the landscape settings at 
the expense of the characters in these etchings - none *depicts an 
interioý, though a small' oil -painting of the fortune-telling scene is 

attributed to Sandby - they reveal both a close adherence'to the text and 
an evident sympathy with the humour of the piece. 30 The series begins 

with a limpid morning scene of Patie and Roger lying an the gowans, 
continues with their two lasses conversing near the entwining elms which 
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grow beside at little linn, while in a later scene RoZer is the very 

picture of confusion as, tongue-tied, he tousles his hair and strives to 

summon the courage to, speak to Jenny, who is openly laughing at his 

embarrassment. In the etching of the quarrel, two fighting cocks echo the 

main action, and Bauldy's dog, teeth fast in Madge's skirts, slYpes across 
the farmyard as his master's assailant "flees to his hair 

Le 
a fury", 

the elderly Mause hobbling painfully to the rescue. 
Patie's dog looks back in amusement as the Gentle Shepherd, left arm 

resting an Peggy's shoulder, whispers 

'Hard by this little burnie let us lean: 
Hark how the lav'rocks chant aboon our heads, 
How saft the westlin winds sough through the reeds, ' 

[Act Il scene iv3 

Peggy, at least to begin with, maintains that she must not tarry, as they 

are "baith cry'd hame", and gracefully indicates the plain between them 

and Edinburgh, its recession suggested by the winding burn and by 

several coulisses overlapping like stage scenery. Here Sandby includes 

the diminutive figure of Symon slowly departing from a meeting with 

Glaud, whose cottage and ons. tead are as faithfully depicted as the little 

burnie, whispering reeds and full-throated lark of Ramsay's poem. 

These etchings, which were never published in any edition of The 

Gentle Sbepberd, are much superior to a set which appeared in the same 

year, and which became standard for the next two decades. One edition, 
indeed, is advertised as containing "the five cuts". 31' Each -plate 
corresponds to one act of the drama, the first illustrating the "twa 

youthful shepherds" with whom the play opens, the fifth showing the 

betrothal with which it ends. The second act is represented by its first 

%, ýPgure 
104 

scene, a lively conversation between Symon and a convincingly portrayed 

Glaud, his pipe clamped in his mouth while hens peck around his feet and 

a fine rooster claws the midden, crowing in full accord with Ramsay's 

description. Vithý only one significant reworking, the five cuts were 

regularly reissued, and by 1783 had become very worn. 32 In the last 

scene, background faces originally depicted in shadow are finally no 

different from those in centre stage. The frieze-like arrangement of this 

scene evidently owes much to contemporary theatrical practice, and a 

pleasant glimpse of how the Pastoral was acted is afforded by the 

frontispiece to an edition of 1779, showing "Mr. Wilson in the Character 
I Pigure 16S 

of Patie". 33 Addressing an unseen Roger, or more probably the gilleryp 

Mr. Wilson waves a rhetorical left hand and begins to declaim the "Meg 
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Dorts" speech, the highlight of the f irst scene. Resplendent in a costume 

of f ine. 1y 
4' 
etched tartan, with flamboyant feathers -curling over his bonnet 

while lace f laps at his wrists and ribbons sway at his knees, Mr. Wilson 

reappears bef ore the public, reversed even to his buttons, as the 

frontispiece to an edition of 1780 published by Morison of Perth, which 

contains in addition a number of more soberly clad, shepherds. 
Despite their smallness and some obvious crudities, these roundels 

certainly capture the essential spirit of each moment illustrated, and 
their designs are repeated, on 

.a 
slightly larger scale and with a 

different framing, in Morison's edition of the following year. 34- Ramsay's 

Figure J06 mild yet unashamed humour is finely captured in. a scene, of Patie and 
Peggyi The shepherd draws Peggy towards him gently but insistently, and 

she, though making token resistance, clearly has a mind to be as yielding 

as young Patie is kind. This incipient acceptance seems to be echoed in 

the ambiguous drapery. Patie's plaid hangs over his right shoulder and 

vanishes behind Peggy's left arm, but her ýilted gown appears to continue 

the curling movement around her waist. 

A depiction of the same moment in the next dated illustrated edition, 
that of June 1788, is leqs successful, ýfith a Peggy who struggles 

awkwardly and a Patie who is embarrassingly importunate. Much happier 

Figure 107 
is the frontispiece, like all the five plates in this edition a roundel by 

John Beugo, the Edinburgh engraver most noted for his portraits. 315 The 

two figures are harmoniously accommodated within the frame, with a 

strong sense of communication between them as a somewhat melancholic 

Patie turns towards the irredeemably disconsolate Roger. Even if Patie 

seems rather ornately dressed, his feathered bonnet rivalling tha t of Mr. 

Wilson, and although Beugo clearly experienced some difficulty in 

articulating Roger's right leg, the convincingly rendered figure of Patie 

and the instantly legible characteri 
, 
sation 

, 
make this the most 

accomplished illustration in any edition of The Gentle Sbepberd since 
Cooper's engraving of sixty years previously. Ironically, within a few 

months, this edition was to be eclipsed by that issued by the Foulis 

Pres: ý, containing Allan's plates and prefaced by his letter of dedication 

to Gavin, Hamilton in Rome. 

It . was not these plates alone which Allan dedicated to Hamilton, but, 

as he makes plain, the edition itself, of which his designs form but one 
part. Seemingly confident that he could attract sufficient subscribers to 

cover the costs of printing, it was on his own initiative that he 

undertook the venture and prepared the plates, finally advertising the 
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volume in The Caledonian Nercury in December 1788.31 The poet's son had 

himself hoped to supervise the printing of "a more typographically 

elegant edition", but had died four years previously . 37 It is possible 

that Allan, who must have- known Ramsay when in Italy, learned then of 

this plan from his fellow-countryman, finally realising the ambition many 

years later. Only one thing is certain. Even if Ramsay had contemplated 

an illustrated edition, the task of providing such pictures -could 
have 

fallen-'to no more suitable artist than David Allan. Referring to the "new 

guinea edition of The Gentle Shepherd", Robert Burns declared that Allan 

was "the only Artist who has hit genuine Pastoral costume", a Judgement 

not lightly to be ignored. 38 

In his Preface, after adding his voice once again to the chorus of 

artists lamenting the lack of encouragement for "the Poetical painting" in 

Britain, Allan continues with an ingenious variant on the familiar 

argument connecting a country's natural- situation with its artistic 

achievements . 39 Allan ignores the popular question of climate, either 
because there could be little help for it or because James Barry had 

vigorously rebutted this argument with his Inqulry of 1775, which Allan 

must surely have read . 40 Instead, he suggests that the arts are at an 
advantage in countries where the inhabitants themselves "furnish goad 

models ... for the imitation of the artist". It is a view which might 
be anticipated at a time when the importance of the senses to individual 

experience was the subject of much philosophical debate, in an age when 
the sight of History paintings displaying neminent instance[s] of heraick 

action" was held eventually to bestow "refinement of taste" upon whole 
nations and ultimately, by communicating an idea of intellectual 'beauty, 
to "conclude in Virtue". 41 Xore particularly, it is an argument to be 

expected from Allan, with his "vigilant eye" ever alert', since "nothing 

ought to escape a Painter's observation". 422 
As is also to be expected in any contemporary argument concerned 

with the Imitation of Nature, Allan introduces "the great examples of the 
Art the materials on which Genius is- to work" . 43 If Britain were 
deficient in human objects- of imitation,, then, - good academician that he 
was, he suggests that artists have-recourse to the arts of the past. it 

was not solely of his, own student days that Allan was thinking, but of 
his day 

-to 
day supervision of the Trustees' Academy, its meagre stock of 

plaster casts probably supplemented by the dozen or so he owned 
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himself. 44 Moving from the theoretical to the' practical, then, he 

continues, 

'Yet the Nature we have, with the assistance of ancient models, which say be 
easily procured by casts from the best of the Greek statues and busts, is fully 
sufficient for all the purposes of study, and might lead to great improvement 
even in Historical Painting, were that the general taste of the public. ' 

Throughout his Preface, Allan constantly returns to the ideal of History 

Painting, and to the reality of the "general taste of the public". 

Fashionable demand was not only for the genres he mentions - portraiture 

and still-lif e- but, as his own pictures of. the Roman Carnival had 

proved, for Genre itself. This Allan promptly distinguishes from low or 

vulgar subjects, setting out plainly in words the belief which had already 

informed his treatment of "The Highland Dance": 

'Without descending to mean and low objects, it is possible, by a strict 
adherence to truth and nature, to produce compositions, which though not so 
striking as the sublimer efforts of the pencil, are yet capable both of pleasing 
and instructing, in a very high degree, ' 

It is significant that Allan the Historical Painter does not pursue this 

reasoning to the conclusion reached and the maxim advanced by Hogarth, 

who believed that 

'those subjects that will both entertain and improve the mind bid fair to be of 
the greatest public utility and must, therefore, be entitled to rank in the 
highest class, 8 16 

Allan knew full well that f or an artist to have in his work a didactic 

purpose, though desirable, was not all. 
Having thus set out his reasons, not to mention his justification, for 

choosing scenes of common life - such as he had, in fact, already 

executed by this time, and with just such a didactic intention - Allan 

goes an to point out that in his "set of the Gentle Shepherd" he is 

neither simply illustrating literature nor depicting Genz-e in a new guise, 
but is actually joining with "the Poet of [his] native country, in the 

imitation of agreeable nature". 4c- - First drawing upon tradition to support 
this claim, he then invokes a sense of tradition to make, more vivid the 

world described in the words and pictures of his edition: 

'This piece it is well known, he composed in the neighbourhood of Pentland 
hills, a few miles from Edinburgh, where the shepherds to this day sing his 
songs, and the old people remember his reciting his own verses, I have studied 
the same characters on the same spot, and I find, that he has drawn faithfully, 
and with taste, from Nature, This, likewise, has been my model of imitation, 
and while I attempted in these sketches to express the ideas of the Poet, I have 
endeavoured to preserve the COSAME, as nearly as possible, by an exact 
delineation of such scenes and persons as he actually had in his eye. 9 
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It is clear that he, means the same characteristic types rather than 

exactly the same people; after sixty years, even the Lass of Peatty's Mill 

would no longer be "sweet like arý April meadow" . 47 Allan considered 

countenances "full of character and expression" to be "useful to the study 

of History-Painting" because painters could, at least in theory, derive 

f rom a study of the faces of many different people a knowledge of that 

"general nature" from which every individual peculiarity of feature was a 
deviation. 48 In his quest to give to the figures in his pictures 

expressions appropriate to, their ranks and situations, an artist would of 

course draw upon "the assistance of ancient models", and presumably upon 
the Passions of Lebrun., This technique is, in fact, ideally suited to 

the illustration of a play in which immediately recognisable types 

appear, and a reader need look no further than Allan's first plate for the 

definitive depiction of the melancholic Roger. 

So too the broad and cheery face of Glaud is the very image of the 

Figure ice Guidman, an inimitable realisation of a Scottish ideal. It is Just such a 
PLA TE X1Z 

figure that might be imagined sitting at "The Farmer's Ingle", giving his 

counsel to the hirelin lads. The peace which Robert Fergusson in this 

poem wishes for the "husbandman and a' his tribe" has clearly, long been 

enjoyed by Allan's Glaud: 

'Lang may his sock and cou , 
'ter turn the glybe, 

And bauks o' torn bend down wi' laded earl 
May Scotia's simmers ay look gay and green; 
Her yellow har'sts frae scowry blasts decreed! " 

The sense of continuance evoked in Fergusson's poem is bound up with the- 
land and its people. Allan in his Preface points out that both a, re 

coupled in his plates. There is some similarity to that historical 

continuity which Ramsay himself had advanced, or suggested as a worthy 
objective for contemporary poets, in his introduction to The Ever-gr-een, 

and the common bond is, of course, "those Fields and Meadows we every 
day behold", that Lowland Scottish landscape which, at least in the 
traditional setting of The Gentle Sbepberd, has survived for centuries 
virtually unaltered. 49 

People, however, are a different matter. In claiming that the old 
people of the Pentland Hills still remembered Ramsay reciting his verses 
Allan ma be availing himself of a measure of licence for poetic effect. .Y 
Captain Topham, it might be remembered in passing, "scarce met with one 
instance of remarkable -longevity" during his stay in Scotland. rocl In 

writing that the shepherds of the Pentlands still sung Ramsay's songs$' 
however, Allan clearly'is presenting the truth in a persuasive manner, one 
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designed once -more to evoke a sense of permanence, in this instance by 

invoking the agelessness of art. He suggests that though people are many 

the stock is one, and though generations may pass a good song will go 
. 1doein the ages. The country lass traditionally held to have inspired 

, 
Llsay 

to compose "The Lass of Peatty's Kill" was, like . the originals' of 

"The' Yellow-Ifairld Laddie" or "John Hay's Bonny Lassie", long gone by 

: "Allan's day, 'but lived in' Ramsay's verses ever young. 61 Anyone among his 

contemporaries would have appreciated the point that Allan was making, 

but many might have overlooked the strategy he employed. 
It was, in fact, not only- the' peasantry among whom Ramsay had set 

his' play who still sang his songs. George Thomson, one of several 

amateurs of Scottish music with whom Allan was associated, wrote in a 

Preface to his Select Collection of Original Scottlsb Airs that "most of 

the Songs which have so long been favourites" were to be found in 

Ramsay's Tea-Taýle Xiscellany, first published in 1724 and regularly 

reissued throughout the century. 52 These four volumes contained, 

alongside many "old verses ... done time out of mind", some thirty new 

songs written to traditional airs by a number of "ingenious young 

gentlemen", and about twice as many verses composed by Ramsay himself. 163 

These modern songs, bound together in duodecimo volumes placed upon' a 

genteel tea-table or slipped into a fiddler's wallet, may have been 

written by those of a particular social position, but Allan for one would 

not have been likely ignorantly to overlook the fact that "persons of all 

ranks" enjoyed them. He knew that "Tea-table songs were the popular 

songs of the upper and middle classes, and if they were any go od at all 

th ey gradually became known among the whole people". " To make especial 

reference to the shepherds of the Pentland Hills singing Ramsay's songs, 

therefore, was to claim as remarkable that which was commonplace. Allan, 

by deftly playing upon contemporary expectations, evokes with this 

passage a world of eternal Pastoral innocence, its people "not far remote 
from Etheirl original simplicity", and still singing the songs of a poet 

who had once come 'among them. 151- Ramsay would have been pleased with 
the 'myth. In an apostrophe to the Niscellany itself, he had written: 

'Happy volumes! You are to live too as long as the Song of Homer in Greek and 
English, and mix your ashes only with the Odes of Horace, Were it but my fate, 
when old and ruffled, like you to be again reprinted, what a' curious figure 
would I appear on the utmost limits of time, after a thousand editions? Happy 
volumes! You are secure, but I must yield; please the Ladies, and take care of 
my f ame, 1 56' 

In his' illustrations to Ramsay's other claim to poetic fame, Allan 

clearly chose to emphasise historical continuity in one more way. He 

depicted the characters of the play in the costume of his own day, 
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although the action takes place more than a century earlier. This 

anachronism was by no means caused by his ignorance of the dress typical 

of this period, or by his not knowing, the date of the Restoration. He 

was soon to draw a scene of the battle of Killiecrankie, fought in 1689, 

in which the costume of "King William's years" is quite different from 

that seen in these plates, and his preparation for a series of Historical 

paintings based an the life of Mary, Queen of Scats, reveals the depth of 
his interest in "the old Scotish dresses" . 67 

This aspect of his illustrations is, in fact, but one more example of 
how the existence found in isolated rural communities was perceived as a 

survival of "original simplicity". For shepherd lads and lasses 

supposedly of the seventeenth century to wear the costume of the 

eighteenth was, imaginatively at least, quite appropriate. A hundred 

years was a small consideration among so many ages. As has been shown, 
this pastoral simplicity was itself seen as inherently virtuous, 

expressive of the true and uncorrupted nature of Mankind. The 

instruction to be gained from both plates and Pastoral is, of course, not 

confined to this recognition alone. 

Although he admits that his illustrations may not be as striking as 
"the sublimer efforts of the pencil", it is evident that Allan's intention 

in presenting them to the public was didactic, in the same spirit as he 

would have exhibited a History painting. They were conceived of as being 

"capable both of pleasing and instructing, in a very high degree". In 

Neoclassical critical theory, to "form the mind to ... virtue through 

example" was "the general end of all poetry", but the examples presented 
by Ramsay and illustrated by Allan are not those of "some eminent 
instance of *heroick action, or heroick suffering". 68 The painter's object 

was to "instruct delightfully" in precisely the same manner as had the 

poet half a century previously. The locale of The Gentle Sbepberd is 

recognisably Scottish, its characters presented as f amiliar and 
sympathetic individuals, the action of historical.,, dramatic and 
traditional interest. By the time Allan came to illustrate the play, its 

scenes and characters were more widely known in Scotland than the "great 

events of Greek and Roman fable and history", and were, even 
acknowledging the "devotional piety of the Scottish peasantry*, the 

widespread possession of tracts and the partiality for religious debate, 

probably more congenial than "capital subjects of Scripture history". " 

Thus, in addition to raising "peals of laughter in co6 
, 
ntry mansion and 

crafter. 's cottage" - for Allan did keep an hand sets of the printso 
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presumably to be sold independently of the quarto volume and more 

cheaply - his aquatints would have been seen by many as co-existing in 

meaning with the text they illustrate, and coitT51ementing it in both 

pleasing and instructing. 15c' Bauldy is discomfited as a result of his 

superstition and knavery, Roger is miserable and down-trodden until he 

plays a true man's part, Peggy advocates domestic harmony and represents 

a contemporary ideal of femininity, while Patie reTains his composure and 

confidence from first to last. In the illustrations too, humour and 

sentiment are amply demonstrated throughout, the moral tone is evident 

from the quotation finally appended to the first plate, and in at least 

one later instance an explicit social comment made by Ramsay is 

emphasised by Alian. r-l 

Patie's first appearance in both play and pictures is one of 
Figuiv 115 

irrepressible cheerfulness. Having just caught his breath after the fine, 

and very demanding song, "My Peggy is a young thing", he exclaims how 

the sunny morning gladdens him as it does all Nature, and asks the cause 

of Roger's "ill-season'd pain". Thinking at first that his friend's woe is 

a symptom of meanness, Patie endeavours both to cheer him and advise him 

of a proper attitude to wealth and Fear, by holding up his latest 

purchase, a "winsome flute", 

"Of pluni-tree main , wi ' iv ' ry virles round; 
A dainty whistle, wi' a pleasant sound: 
I'll be mair canty wi't, and ne'er cry oool, 
Than you wi' a' your cash, ye dowie fool! " 

[Act I scene il 

It was these four lines which Allan wrote on the proof pulled of his 

first plate, but he soon decided that the didactic note sounded by Ramsay 

was not given sufficient prominence by this choice, appropriate though it 

was to the picture, which is itself af ine distillation of the mood of the 

opening scene. 1-2 The four lines which were finally chosen not only 

encapsulate Patie's sound common sense and his resolve never to "quarrel 

Fate", 1. -hey emphasise the virtues of fortitude and simplicity so admired 
by Allan's contemporaries and seen as characteristic of the pastoral life. 

It is from "the just representation of ordinary Life" that Allan 

believed the "best moral effects, may be often produced". Both the 

didactic content of Tbe Gentle Shepher-d and the interest in simpler modes 

of living are indicative of that reforming consciousness typical of 

Neoclassicism and expressed to various degrees in all the arts. The 

massive, unadorned building projects of Ledoux exemplify a dependence on 

basic geometrical forms and simple planes, just as the sculptural 

severity of Gavin Hamilton's cycle of paintings from the Iliad is a 
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'perfect 

demonstration of that austere clarity which is the Neoclassical 

ideal, becoming most famous in the canvases of David or the sculpture of 
Canova. Flaxman, in his own series of illustrations to the Iliad, and, 
following his lead, Carstens and Retzsch, pursued austerity to the point 

where all was conveyed by line alone, devoid not only of colour but of 

shadow. It is small wonder that depictions of the "Origin of Painting" 

PLATE ZV were so popular, this actiological myth striking a particularly responsive 

, 
chord among Allan's contemporaries. The f ield of music itself saw 

particular interest being taken of what Herder was already calling 
"Volkslied", with Sir William Hamilton, f or example, being among the 

subscribers to a collection of Scottish songs arranged by Haydn. 63. 

Similarly, Ramsay's having written in Scots was not only an expression of 

national identity, nor was it merely in accord with the prescriptions of 
Decorum, it was an early manifestation of the impulse towards a less 

obviously polished and artificial kind of poetry, an impulse which 

culminated in the Lyr-ical Ballads of 1798 relating 

"incidents and situations from common life ... in a selection of language 
really-used by men, and ... tracing in them, truly though not ostentatiously, 
the primary laws of our nature', " 

The antiquarianism of Sir William Hamilton or that of the Earl of Buchan, 

with both of whom Allan was associated, are but two instances of a 

widespread desire to learn more of the art and civifisation of the 

Ancients, or of the lives of the inhabitants of different countries in 

dif f erent ages. Concentration by some men of letters upon examples of 

older poetry, Addison, Gray and Bishop Percy being perhaps the best-known 

names, gave rise in Scotland to such collections as those of James 

Watson, David Herd, Sir Walter Scott and, of course, Allan Ramsay 

himself. " Related to these studies in several respects, as is most 
evident in a consideration of the background to Allan's illustrations of 
songs and ballads, the concept of the Noble Savage - whether he dwelt 

among the wilds `of America, the palms of Otahiete or the glens of 
Scotland - offered an idealised view of contemporary primitive 
societies. Such societies, as might be imagined, suggested some tempting 

prospects to writers throughout Europe. As has been shown, it was 
Ramsay's good fortune to have, literally just beyond his doorstane, a 

genuinely pastoral community which, perhaps with some judicious additions 
by the poet, spoke a language evocative of "that olden time which is 

uniformly conceived as more pure, lofty and simple than the present". rr. 

Allan's Just representation of Ramsay's poem began, as the Preface 

relates, with journeys to the Pentland Hills in order to study its 
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location. 1s'7 While some of the charm of the piece resides in its 

occasional references to identifiable landscape features, the illustrations 

resulting from Allan's researches differ widely from those topographical 

engravings in an -'edition of Me Gentle Sbepberd dating from 1808, 

although his intentions partly corresponded to those of Robert Brown, who 

commissioned both this later set of plates and the invaluable KHMOIRS of 
the late DAVID ALLAY, Fainter, In -Edinbur-Sb; commcnly called tbe Scots 

Hogaz-tb, taken down from the reminiscences of Allan's widow and his 

half-brother James. According to. Brown, who owned Newhall house, 

situated in the Pentlands to the north-east of Carlops, 

"the design of these ilkstrations, is, to arrest the original appearances of 
the objects alluded to by Ramsay, before it is too late, and they have teen 
irrecoverably lost, " 6-0 

That is, the views he commissioned represent a project to record as 

exactly as possible the sc6nes--that Ramsay traditionally "had in his eye" 

when composing the Pastoral, in the days before "the alterations effected 

by villages, factories, markets, coach roads and, above all, enclosures and 

the plough" changed utterly the appearance of the countryside. 69 Figures, 

Figure 109 where possible enacting ýhe scenes of the drama, are often diminutive and 

Figure 1/0 always subordinated to the landscape. Patie briskly indicates a notable 

feature, the Harbour Craig, the situation of which, notwithstanding 
Brown's abjuring of "any alterations or improvements whatever", is made 

slightly more picturesque in the engraving than in reality, and jokingly, 

addresses Roger, who is pining at Jenny's disdain: 

"Saebins she be sic a thrawn-gabbit chuck, 
Yonder's a craig; since ye hae tint all hope, 
Gang till't your ways, and take the lover's lowp. ' 

[Act I sceneil 70 

Allan's intention, an the other hand, was to "preserve the COSTUME, as 
nearly 'as possible" by his illustrations. In other words, his approach to 
the task, as described 'in his Preface, was precisely that of any artist 
endeavourinS to amass "that exact knowledge of the habits, customs and 
local colour of various peoples and countries, that the critics in the 

name of verisimilitude insisted upon as necessary to the painter of 
history", 71 It was an approach he had already employed in Italy, in 
France and in the Scottish Highlands, and was to use f or the last time in 

recording the vanishing custom of the Penny Wedding. In short, in his 
Preface to The Gentle Sbepberd, Allan makes it clear that he had brought 

one of the activities of a Historical Painter - entirely appropriate to 
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the illustration of literature - to material which might initially, and 

more obviously, be classed as Genr-e. 

The illustrations which Allan prepared for his edition, of course, 

cannot properly be described as paintings, despite the fact that the 

medium of aquatint, combining etched lines with more softly defined areas 

of tone, allows effects similar to those created by watercolour washes to 

be achieved. Outlines are first etched on a polished copper plate in the 

usual manner, acid "biting" the metal where a protective layer of wax or 

varnish has been scratched with a needle, before areas of shadow are 

created by the application of resin particles, these being dissolved in 

volatile fluid or suspended in a cloud chamber. Sandby, for instance, 

used spirits of wine in laying his aquatint ground72 These grains fuse 

to the plate when it is heated and resist the acid, which bites the metal 
in pools around them. The resultant depressions retain ink when the 

plate is wiped, thus leaving an area of soft tone on the print. 
The medium was still of some novelty in 1788, as might be divined 

from the final, modest paragraph of Allan's Preface, correctly defending 

his choice against the techniques of etching or engraving, more usual in 

book illustration of the time; 
'I have engraved these designs in the manner called ýOV. 4-71NT9, a late 
invention, which has been brought to much perfection by Mr, Paul Sandby, of 
London, A painter finds his advantage in this method, in which the pencil may be 
associated with the graver, It will be easily seen that I am not i master in the 
mechanical part of this art: but my chief intention was not to offer expensive 
and smooth engravings, but expressive and characteristic designs, How far I have 
succeeded, it does not belong to me to say, I submit the work with diffidence to 
the public; offering it under the sanction of your name, as a perfect judge, and 
a person to whom I owe every tribute of respect and gratitude, ' 

As Allan noted, aquatint had been "brought to much perfection" by 

his friend Sandby, who is said to have learned of the technique from the 
Honourable Charles Greville, son of the Earl of Warwick, possibly during a 
tour of Vales made in 1773 with Banks the sculptor. " Several British 

artists may have known of the process before Sandby, Gainsborough among 
them-'14 Allan himself could have experimented with this "late invention" 

as early as 1769.76 The prints he made for The Gentle Sbepberd lack the 
luminous quality often found in Sandby's aquatints, although a nicely 
Judged impression of sunbeams streaming through a window - achieved by 

Filrure 12S 
the use-of stopping-out varnish - may be seen in one plate. In editions 

Figwv /1, of the Pastoral which were published with Allan's illustrations in 1796 

and 1808, the original delicacy of this atmospheric effect is replaced by 

hard lines brutally cut into the plate, one of the passages most heavily 

reworked by some anonymous hand after Allan's death. 
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Even in the state in which they were originally published, Allan's 

aquatints must have given his subscribers and purchasers pause. Although 

large, as befitted the fine Foulis edition, and intricately worked in 

numerous tiny details of feature and background, their most immediate 

impression is one of roughness, almost of crudity. The nearest sheep and 

cattle in the first illustration, for example, are little more than 
, Figure 115 

silbouettes against the lighter landscape, and hills in these plates are 

seldom as fully modelled in light and shade as are those heights in the 

distance. In the fourth plate and the tenth, Allan employed resin grains 
. Figure 118 

Figure of of particularly coarse texture, and worked his needle with a touch more 
broad and free than elsewhere. It is hardly necessary to suppose that he 

chose such an illustrative style to accord with the innocent, artless way 

of life portrayed by Ramsay, or to suggest that his contemporaries 

recognised the fitness of these plates to the Pastoral drama. Robert 

Brown, for one, was later to set the plainness and truth. of the prints in 

his own edition against a more conventional and picturesque presentation. 

'With regard to the views ... the sole object was to delineate the objects 
they contain with fidelity and truth, and to exhibit the scenes they represent 
exactly as they were seen when the drawings were taken, without using any 
freedoms, or making any altirations or improvements whatever, By a less 
scrupulous mode of proceeding, much finer and more dazzling and tempting 
pictures, to attract purchasers. and draw money, might have been produced; but, 
in that case, they could not fairly have been referred to, as evidences of the 
resemblance of Ramsay's descriptions to the landscapes in nature; what they 
gained in glitter, they would have lost in value; all their effects would have 
ended with the first flash of their gildings, like the refined Italian 
pastorals, compared with the modest and durable intrinsic merits of The Gentle 
Shepherd, and Mr, Allan's designs for it, ' " 

That is, Brown equated the topographical accuracy of these delineations 

with the truth to nature of Ramsay's play, and, significantly, with the 

simplicity of Allan's plates, modest in spite of their size and 

magnif icent setting. Allan Cunningham, in his The Lives of the 
, 

most 
Eminent Brltisb Painters, Sculptors, and Arcbitects, and no doubt looking 

back with some condescension an the earlier days of Scottish art, was 
later to regard this homely aspect as unfortunate but unavoidable rather 
than deliberate and "characteristic". Taking Allan's apology for his lack 

of skill in aquatint at face value - and hence overlooking the 

implication that the artist had forgotten much in the four years since 

making his print of "Presbyterian Penance" - Cunningham commented , 'The artist was not mistaken: the engraving is rude and rough, and quite 
unlike the smooth and brilliant work produced now, It is, nevertheless, full 
of nature, which is a compensation for many defects, 077 

The criticism is, incidentally, a fair indication of the tone typical of 
Cunningham Is assessment of Allan. The artist's contemporaries, 
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fortunately, were more kindly disposed towards him, and more receptive to 

the true import of his pictures. This group of aquatint illustrations, in 

effect, represents a resumption of the theme of simplicity explored in 

"The Highland Dance", with the advantage that the scale of these pictures 

was more manageable. The further benefit of prints, of course, even those 

prepared for a splendid quarto edition, had long ago been reaped by 

HoSarth in "small sums from many", and the "act of Parliament" according 
to which Allan's plates were published in July 1788 was in fact the same 
Engravers' Copyright Act for which Hogarth had agitated half a century 

previously. 78 Hogarth has also been seen as a precursor in this very 

matter of the style of Allan's illustrations to The Gentle Sbepberd: 
'Hogarth provides a precedent for the deliberate imitation of unsophisticated 
styles in, for example, the woodcut version of The Four Stkcas of Cruelty, but 
whereas Hogarth was adopting an unsophisticated style to reach an 
unsophisticated audience, Allan was presenting lack of sophistication as 
desirable to a sophisticated audience because it was more expressive, '79 

It is true that Allan's reason for adopting a deliberately simple style 

was not a desire to appeal to an "unpolished" market, the "common 

miscellaneous public", but the significance of his choice is only to be 

understood by close study and accurate interpretation of his words, in 

conjunction with his pictureg and the text they illustrate. 00 Their style 
is not that of "expensive and smooth engravinSs", but neither is it truly 

crude or, especially in the figures, inelegant. Its simplicity is in 

keeping with the natural, apparently unstudied grace of Ramsay's Pastoral, 

and is quite as carefully Judged and balanced. Allan, in short, when he 

mentioned in passing his not being a master in "the mechanical part" of 

aquatint before coming to the more important matter of "expressive and 

characteristic designs", was not claiming that "the authenticity of his 

expression lies in his lack of mechanic skill", but rather - as might be 

expected of a Historical painter of this time - that his powers of mere 

execution were not to be ranked with his Invention. 82 

Although Allan's concern in these illustrations was, as he put it, to 
"preserve the COSTU. KB' of the Pentlands farming community, the sketches 

which he made in the interests of verisimilitude, as distinct from the 

compositional studies he made later in his studio, would nevertheless 
have been largely devoted to landscape features typical of the area. He 

would, in fact, have already been as familiar with the items of furniture 

and the domestic utensils he depicted as with the articles of clothing, 
from Patie's breeks; and woollen bonnet to Peggy's ficbu and Nadge's 
homespun reticule, which he faithfully recorded. Like his calculated 
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reference to the shepherds of the Pentlands continuing to sing Ramsay's 

songs long after the poet's death, Allan's claim to have "studied the same 

characters on the same spot" was made for effect. It is true that these 

pictures are the first of his to be published, or "finished" for 

presentation, actually to depict Lowland shepherds and shepherdesses, his 

earlier prints having been of Highlanders or of townsfolk. It is, 

however, quite inconceivable that he had not sketched the costume of his 

Lowland countrymen until he was past the age of forty. The passage 
describing his "model of imitation" is no ingenuous account of a personal 

preparation, to be understood literally and no more. The entire Preface 

was skilfully composed - the key words cleverly chosen, the argument 

carefully structured - to show how it is the artist's approach to his 

chosen subject which determines a picture's worth, rather than the choice 

of a great subject per se, however it be treated. Thus the implication 

that he had travelled to the Pentland Hills in almost the same spirit of 
discovery as artists had sailed with Captain Cook is, all exaggeration 

aside, really an indication of how an artist sbould prepare to illustrate 

any work of literature. Gavin Hamilton, keen archmologist as he was, 

would have appreciated that. , Allan's account, in fact, was meant to be'as 

comprehensive and instructive, indeed as thoroughly academic, as possible. 
It was emphatically not meant to imply that, in Allan's estimation, 

every subject was equally worthy of Invention. He specifically points out 
that representing ordinary life was not at all synonymous with depicting 

the "mean and low objects" to which some painters, and some poets, had 

descended. A brave man, it may be reiterated, "can be as meritorious in 

Hodden-gray as in Velvet" . 62 The opposite side of the same coin, of 

course, would show venerable subjects treated in a paltry or otherwise 
inappropriate manner. If he ever saw them, Allan must also have despised 

such travesties of Historical Composition as "The Origin of Painting: a 
fan", the kind of business to which both Bartolozzi and Benjamin West had 

stooped. 03 

A similar tension between apparent grandeur and innate worth, as 

encountered among people rather than among paintings, lies at the heart 

of Ramsay's pastoral, as it does in so much British poetry of the 

century, from Swift to Collins. In Scotland, Burns, as everyone knows, 
"inverted into rhyme" the thought that a man's social rank is but an 

accident of birth, one which gives no indication of either good sense or 
honesty, and Robert Fergusson laughed to see how a 

a ... flunky braw, whan drest in maister's claise, 
Struts to Auld Reekie's cross on sunny days, ' 



165 

Ramsay, f or his part even more concerned to teach a moral in his Pastoral 

than either Fergusson or Burns in their poems, and doing so at greater 
length, has Sir Villiam. pass Judgement on the "fine poems, histories and 

plays" which Patie carries in his pockets to the hills, a Judgement with 

particular point in Scotland with its ideal of a school in every parish: 
'Reading such books can raise a peasant's mind 
Above a lord's that is not thus inclined, ' 

[Act III scene iv] 

Only if Allan's expression of his regret at the "little demand there is 

for public and great works in the historical line" is regarded as "a 

rather nominal declaration" can the similarity in principle and perception 
of his Preface to this truly democratic aspect of Ramsay's play be 
thought coincidental. 1s Allan had, after all, in a private letterf to the 
Earl of Buchan, already expressed Just such a regret at the fate of "the 

nobles[t] part of Painting", and in that there was no need to strike an 
attitude. In the Preface, of course, he did have to direct his argument 
very persuasively indeed, if. the polemic - for that is what it must then 
have amounted to - were to succeed. In essence, then, despite the fact 
that the action of the play does not take place on classic ground, 
involves not ancient heroe; but near- contemporary shepherds, and is 
drama of a quiet and nostalgic kind, Allan points out how a painter or a 
poet, drawing upon such material, can still attain the 'Icýief end" of his 

particular art though in a more gentle manner than the writer of Epic or 
the painter of the "HERDIC and SUBLINE'% The heart and 'mind are not 

necessarily to be won by an assault on the senses, but by demonstration 

of a conviction that such hamely fare as The Gentle Sbepberd, if treated 

justly and with sincerity, is a fit subject for any artist. 
The most striking landscape feature in the series of illustrations is 

FjgUzV 115 the waterfall which provides a picturesque backdrop to the f irst plate. 

Several locations might be claimed f or the craigy bield near which Patie 

and Roger tented their f locks and of which Allan only provides a glimpse, 

but his treatment of the distant view in this print -is necessarily more 

specific. In fact, he made a composite view from the numerous particular 

sketches he executed in the area in the late summer of 1786.86 The 

waterfall is, in all probability, either based an "Kary's Lin", about half 

a mile'from the Harbour Craig - although this narrow cascade, as depicted 

in Brown's edition of 1808, tumbles in three stages down a steep and 
densely wooded ravine - or on a torrent of the Xonks' Burn, a mile to the 

north of the Craig and, from that position entirely lost to sight amid the 

I Appendix III 



112, [A craigy bield near Newhall House, Car- 
lops], 1984, (photograph froa the Harlaw 
Muir, facing north-eastwards), 
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hills. This waterfall is 
Oseen pouring down a rugged, broken, narrow chasm, in a deep bed of 
whinstone, with great velocity; brawling and foaming as it descends, amidst 
the stubborn points and breaks it has to contend with, " 07 

Not only has he exaggerated the volume of water roaring down the barren 

heugh, Allan has compressed an undulating range of hills into a more 

striking prospect. The view is evocative of the Pentlands without being 

an exact topographical delineation devoted to a particular view. In being 

"a composition of the various draughts which he had previously made" 

rather than, "a very faithful but very confined portrait", Allan's 

treatment of this scene, and of landscape throughout his plates for The 

Gentle Shepberd, is of a kind with his approach to Ramsay's dramatls 

pez-sons, and is founded upon general ideas and general nature. " 

At the same time, the craigy bield of Allan's first illustration, 

repousscir, though it may be, is no conventional interpolation by the 

artist. During his walks in the area, he discovered a remote crag beside 

another small waterfall contributory to the North Esk, perhaps half a 

mile from the Harbour Craig; and it was this outcrop which he introduced 

to the composite view in his f irst plate, as 

0. @, the south-iide of a., craigy biild, 
Where crystal springs the halesome waters yield", 

It is of some interest that, of all possible locations for 
* 
the first scene 

of the Pastoral, only this bield has "springs" literally splashing beside 

it rather than purling nearby. It is, however, more likely that both 

Ramsay and Allan thought artistic effect more important than strict 
topographical accuracy. How halesome these springs and burns are need 
not be determined. 

Later admirers of the Pastoral and of Allan's designs were more 

concerned with specific sights and details than he would have liked. 
Brown, as might be expected, criticised, the illustrations largely with 
reference to their settings, warming to his task as he described how 

"The out, and inside of 16la&dIs Onslead; I the Nonks I Burn, and its lower or 
middle lin; were all drawn on the side of that stream: and his designs for 
the 'Pashing 6reen, I and 'Habbia's Now, I afterwards aquatinted for the 
second scene of the drama, were also delineated from the "howm" on the Esk 
behind New-Hall House, 

'Where lasses use to wash and spread their claiths, ' 
and from the 'little lin, ' between and the Carlops, which falls into the 
baso; called Paggy's Pool, 'farer up the burn' in nature, as in the pastoral, 
than the Ihowm, I 0 81 

While an artist's depictions of landscape are more capable of being thus 

JrjgUr* 126 scrutinised, details such as the hens roosting in the laft of Glaud's 
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cottage, the anions and hams hanging from couple-baulks in company with 

a fiddle placed out of harm's way, the cauldron slung above a blazing 

turf fire and the ash-pit dug below it are all similarly suggestive of 

Figure 113 
actual observation, as is the lattice-like chimney which Allan depicts in 

several views. '90 In one of his most approving remarks upon Allan, 

Cunningham noted how, in illustrating The Gentle Sbepber-d, he 
"began the right way: he visited New Hall, Habbie's How, and every hill, 
dale, tree, stream and cottage, which' could be admitted into the landscape 
of the poet, He copied whatever seemed suitable, with fidelity; and as old 
men and women came wondering around him, he admitted their faces freely into 
his sketches, and made use of them afterwards, in his finished drawings, " 11 

Cunningham seems to have been thoroughly convinced by Allan's persuasive 
Preface, but whether or no these old country folk did gaze with wonder 

upon an artist, it is certain that he did not take "nature as he found 

it", preferring to create characteristic portrayals rather than portraits 

of individuals, all "nature, oddity and originality" though they might 
be. 5'2 Little more need be urged in refutation of Brown's claim that every 

character in these illustrations was "copied from 
, 
ýndividual nature" than 

the evidence provided by the evolution of Glaud from Allan's' drawings to 

his final aquatints. 93 The features of Sir' William Worthy, it is true, 

are said to be those of Captain Campbell of Glencross, Allan's companion 

on his excursions to Newhall. Reynolds for one may have deplored this 

kind of tribute "amongst those old painters, who revived the art before 

general ideas were practised or understood", but the authority of no less 

an artist than Raphael supported Allan's inclusion of one notable 
individual in his plates. 94 

The younger characters, particularly in those drawings which survive, 
are of a type nascent in Allan's work as early as the watercolours of 
1769 showing the "Evening Amusements" of Rome and Naples, while for his 
depictýons of Patie and Peggy he seems - significantly - to have drawn 

on a source far removed from the Pentland Hills, from Edinburgh, and from 

the eighteenth century. 96 Allan's draughtsmanship, in fact, changed very 
little in essentials throughout his career, either in his creating a head 
by delicately indicating the areas of shadow under the nose and mouth, 

with a pool of darkness for the eyes, or in his recording the gestures 

and gro, uping of a company of people with a few telling strokes. In his 

earliest Italian drawings, his training from engravings in the Foulis 
Academy reveals itself in the use of contoured cross-hatching to suggest 
the roundness of a cheek or the swelling of a shoulder, but this 

technique was soon abandoned in favour of one allowing greater freedom 
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and spontaneity. Both in Italy and in Scotland Allan f ound pen and wash 

a favourite medium for compositional studies, one which permitted him to 

evaluate tonal relationships while developing structure and illusionistic 

space and depth. For hurried sketches made on the spot, of course, there 

could be no substitute for the lead pencil and notebook. Once again 

Allan soon evolved a manner which was to serve him f or the rest of his 

lif e. A stooped gentleman leaving behind the "Evening Amusements at 

Rome" is . drawn with a technique identical to that seen in a strip of 
Figure 13 

, Figure 269 figure sketches dating from some twenty years later. A portly merchant 

in the High Street of Edinburgh, passing the time of day with a smaller 

companion, was in 1793 derived from the brief but characteristic 

suggestion second from left. The Italian picture, that of the High 

Figure 288 Street, and others such as his views of the mineral well at Koffat, were 

all more carefully finished in Allan's studio afterwards. 

Allan's plates for The Gentle Sbepberd are thirteen in number, one of 

pisum 114 which is a posthumous portrait of the author, seen in profile. The 

original likeness from whicbý this frontispiece was etched, however, was 

attributed by Allan himself to Allan Ramsay the younger, and is itself 

now lost. It is possible that Allan ultimately' gained access to this 

picture as the result of some earlier approach made to Andrew' Foulis the 

younger by Ramsay, with his own thoughts of bringing out an edition 
worthy of his father's masterpiece. slr- Even without the Antique fillets 

and the comic mask which accompany a shepherd's crook and a stock and 
horn in the spandrels around the oval frame, and which serve still to 

link' the world of classical Pastoral with that of Ramsay's play, this 
frontispiece would immediately, have suggested just such an identification 
to Allan's contemporaries. The profile portrait itself, with its 

associations of antique medallions, had had very specific connotations 
since the Renaissance. In depicting a poet in this manner, as kneller 

had Pope and Gavin Hamilton had the Jacobite poet Villiam Hamilton of 
Bangour, who was probably one of the "ingenious young gentlemen" who 
assisted with The Tea-Table Miscellany, an artist did not simply compare 
him to his classical predecessors, he literally placed him among a band 

of brotýers whose works were not for one age but - for all time. It was, 
then, not only the "happy volumes" of the Miscellany which were to live 

as long as the Song of Homer and the Odes of Horace, but the author's 
likeness- too, at least wherever an edition of The Gentle Sbepberd was, 
assured of a "favourable reception". 97 Allan, who numbered among his 
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oil Gentle Shepherd Act I Scene I, 

Etching and aquatint 8- 17 (platemark Ift x 8). 
Inscribed-, "Da. Allan iW et Aq-tint fecit Edinbr 1788', 
'Published according to art of Papliaaent J2 1788 by 
D. Man, ', and four lines of verse: A 

Patie. 'Were your bein rooms as thinly stock'd as mine, 
Less you wad lose, and less you wad repine, 
He that has just enough can soundly sleep; 
The o'ercome only fashes fowk to keep, 



'T Geitle Shepherd Act I Scene III 

Etching and aquatint 8N x 6N (platemark 10k x 8). 
Inscribed-, 'DiAllan invt A Aq. tint fecit Edinb! 1788", 
'Published according to art of Parliasent J2 1788 by 
0,911an, ', and four lines of verse: 

A 

Peggy. See yon twa elms that grow up side by side; 
Suppose thea, some years syne, bridegroot and bride; 
Nearer and nearer ilki year they've prest, 
Till wide their spreading branches are increast 

Ilro, 
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"3 Gentle Shepherd Act 11 Scene V 

Etching and aquatint 9x7 (platemark IN x 8). 
Inscribed: 'Da, Allan inv. et Aq, tint fecit Edinbr 1788", 
T 911an. Published according to art of Parlijaent . 1111), 

412 
1,788, ", and two lines of verse: 

SYMOn. And tent me now auld boy, 
I've gather d news will kittle your mind W joy 



"4 Gentle Shepherd Act 11 Scene 1111 

Etching and aquatint Sk x7 (platemark 10% x 8). 
Inscribed: "D, Allan iW et Aq. tint fW Edinb! A7881, 
'Published according to 9cl of Parliasent IMS by 0,911an, 
and four lines of verse: 

Bauldy. And yonder's Mause: ay, q, she kens fu' vell, 
When ane like me comes rinning to the De. il. 
She and her cat sit beeking in her yard, 
To speak my errand, faith amaist Pa feard: 
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115 Gentle Shepherd Act 11 Scene IV' 

Etching and aquatint 8) x 6% (platemark 10h x 74), 
Inscribed: "D. Allan iW et Aq. tint fecit Edinbr" 1788", 
'Published according to act of ParliameM -11 1709 by 
0, Man, ', and two lines of verse: 

A 

Peggy. Agreed - But harken! yon's auld aunty's cry; 
I ken they'll vonder what can make us stay, 



116 Gentle Shepherd Act III Scene V 

Etching and aquatint' 9% x 711 (platemark Ift. x 8), 
Inscribed: "01. Allan iW et Aq. tinta fecit Edinbr 1788N, 
'Published according to art of Parlimant 1788 ky 0, Allan, 
and four lines of verse: 

Sir William. Whisht; doubtfu carl, for e're the sun 
Has driven twice down to the sea, 

What I have said ye shall see done 
In part, or nae tair credit te, 
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'17 Gentle Shepherd Act 3 Scam 3' 

Etching and aquatint 9x 7's Aplatemark 104 x 8). 
Inscribed,, I'D. Allan iW et Aq. tint fecit Edinbr 1788", 
'Published accordiny to 4ci of Parliavent 1788 by V, Man, 
and two lines of verse: 

Jenny. And what would Roger say if he could speak? 
Am I oblig'd to guess what ye' re to seek, 



118 Gentle Shepherd 4c 14 scono P 

Etching and aquatint 914 x7 (platemark 10k x 74). 
Inscribed: "D. Allan inyt, et Aq. Tinta fW Edinbr 178811, 
'Published according to ki of Parliatient -11,1 yA21,7$$ by 
0,911an, ', and a line of verse: 

Madge. Auld Roudes! filthy fallow I shall auld ye, 



q 

w0i' 

'IV 

14 

w 4p 

ý Iv .yI,, 
I. 

v 

7p 

I.,. &ý, f ,Iý; 
ý 

- 4p, - 

Ský 

IF. 
Alp 

. 14 

tl- 

A V- 

SIP 

-, =Now 
-ýý; 

ý6 
V5 LL 

2, L 



lmmmrlffirm: rvý 

(I 
I( III 

I, S111 
ý )ý11') 

I 

A4. 

i 'ýý Iie. i 

I 

123. 



fig Gentle Shepherd Act IV Scene IP 

Etching and aquatint 94 x Tt (platemark Ift x 8), 
Inscribed: "D. Allan iW et Aq. Tinta fW Edinbr A78811, 
TublishaJ according to act of Parlimant 1780 by 0,411an, 
and three lines of verse-, 

Patie. My Peggy why in tears? 
Smile as ye wont, allow nae room for fears, 
Tho ka nae mair a shepherd, yet I'm thine, 



1110 Gentle Shepherd Act V Scene 14 

Etching and aquatint 94 x Ti (platemark MxM. 
r V1180, Inscribed: "D. Allan iW et Aq. tint fecit Edinb. Q 

T Allan, Published according to act of Parliment ru ly 
A 

12 

178$, ', and four lines of verse: 

Bauldy, AM Sir the witch ca'd Mause, 
That wins aboon the hill imang the haws, 
As she had tristed, I met Wer this night 
But may nae friend o' mine get sic a fright! 
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Ull Gentle Shepherd Act Y Scene Ill 

Etching and aquatint 94 x 714 (platemark 10% x 770. 
Inscribed: T Allin iW et Aq. tinta fW Edinb! 1788', 
'Publlished According to Act of Parliament IMS by P. Man, 
and six lines of verse: 

While Peggy laces up 
Wi a blue snood Jenny 
Glaud by his morning 
The rising sun shines 
A pipe his mouth, the 
And now and then his 

her bosom fair, 
binds up her hair, 

ingle takes a beek, 
motty thro the reek, 
lasses please his een, 

joke taun interveen, 



"12 Gentle Shepherd Act V Scene HIM 

Etching and aquatint 9x 74 (platemark Mx 71a), 
Inscribed; "Da. Allan iny! et Aq. tint fecit EdinV A788", 
'Publlisheo` 9crording to gri of Parliasent 7788 by A 911an, 
and ýwo lines of verse: 

Sir William. I give you both my blissing; say your love 
Produce a happy rice, and still improve, 
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collection of objets d 'art 119 Roman Medals, 7 of them Heads of Emperors, 

in bronze", was well aware that 

'The Medal, faithful to its charge of fame, 
Thro' climes and ages bears each form and name: 
In one short view subjected to our eye 
Gods, Emperors, Heroes, Sages, Beauties lie, " 

He therefor6 welcomed the opportunity offered by Ramsay's portrait to 

sl., cw the poet sub specie xtenz2itatis, as James Tassie in his paste 

distinguished sitters, the =an as in medallions occasionally did his =ast 
himself he essentially was, in the "si=plicity of the antique air and 

ven e att Cudell and freed from the trappings cf contemporary fashion. 

pcet's hair is modelled*in the formal style seen in Raman sculpture. 
Of the fifteen scenes in 7ýe Gentle Sheýpberd itself, Allan illustrates 

a-! -' but three. Two scenes separated an stage but dramatically Cont4rUCUS 

, ious are included in a single plate, showing Bauldy hesitating in superstit 

dread before his' meeting with Mause, a picture the depth of which is 

quite alarmingly compressed. ' 0"' The sequence begins with a scene of the 
Figums hearty Patie showing off his new whistle to Roger before rebuking him for 

meekly suffering I'dorty Jenny's pride". The follcwing-two scenes are also 

of conversations between friends; Peggy compares married life to a couple 

of elm trees, each sheltering the other, as she' and Jenny bleach their 

linen beside a "trotting burnie", and Symcn brings Glaud the news of Sir 

William's return. Meanwhile, the credulous Bauldy sleekitly approaches 
Mause to request that she cast a cantraip an Peggy, who has paused for a 

moment with Patie as they return from the morning's work, although Madge 

is already calling her hame. Sometime later, the first interior scene 

'a the disguised Sir William spaeing Patie's fortune, while Symon's depict 

wife throws up her hands in a classical gesture of astonishment at his 

uncanny knowledge. -01- When the "knight in masquerade" leaves with Sy=on, 

"Jenny pretends an errand ha=e", Roger dutifully follows, ' and eventually 

ccnfesses that she is "never frae [his] thoughts, baith e'ea and =arn". 
"at in which Sir William In the text, the scene which follows is t" 

re=cves his disguise and questions Symca about Pat. 41. e. Oddly, Allan did 

nat illustrate what is technically the moment of perlPeteia, and the most 

, ration overtly theatrical episode in the drama. Instead, his eighth illust 

is of the "stout battle" fought between Madge and Bauldy, with Mause 

-her scene of Patie and Peggy endeavouring to redd them. One furt 

together, in which the young laird vows that, for all his fortune, he is 

still her "heartsome Pate", intervenes quietly- before Bauldy again causes 

a disturbance, and Allan depicts him bursting into Symon's house in the 

early hours of the morning with a tremulous tale of a Shaist. Madge, as 
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the audience knows, had found a white sheet as effective in frightening 

him as the distaff she wielded that afternoon. 

The eleventh plate shows the interior of Glaud's cottage, with Peggy 

and Jenny preparing themselves to visit Patie and bid him farewell before 

he begins his Grand Tour to foreign cities and courts in order to shake 

off his landwart cast, while the twelfth and final illustration closes the 

action with Sir William's blessing of the betrothed couple in the presence 

of the assembled company. 

In those illustrations with a landscape setting. f igures are generally 
arranged across the picture plane, and placed before a lighter background 

the forms of which often echo and reinforce the main composition. The 

device is most apparent in the ninth plate, that of Patie consoling Peggy. 

This placing of a pastoral couple, reinforced by a flanking coulisse, was 
to be frequently repeated in Allan's later illustrations for a number of 
Scottish songs, but the same compositional massing had already appeared 

PLATE I in "The Highland Dance" of 1780, admittedly containing more figures. Just 

as the foreground shelf to which the main characters of The Gentle 

S. hepber-d are confined is invariably provided with a few items of 
anecdotal staffage - Patie's whistle, Sir William's spae-buik, Jenny's 

empty laiglen - so too the middle ground is populated by grazing sheep 

and ambling kye, with a lively impression of a cowherd and his dog, in 

the third plate. When Roger's dog looks away from his 
, 

supplicatory 

4`igure 121 master in seeming embarrassment, by so doing he not only imparts more 
humour to the scene, he also initiates, a movement into depth which 
traverses the sunlit middle ground before swooping into an implied glen, 
beyond which rises the dark mass of a mountain. The recession suggested 
by two groups of cows in the ninth plate is continued by the swiftly 

slipping linn, as characteristic of the Pentlands as is the sudden drop 

implied earlier in the scene of Roger and Jenny, before winding away into 

the hills and the evening shadows as "the green swaird grows damp wi' 
falling dew". 

Often the view past the foreground figures has a supplementary 

narrative function. Peggy and Jenny set down their boin for a moment an 

-1-'isure 1/6 
their way to the burn, where two other barefoot lasses are already busily 

treading the morning wash. This manner of washing linen was not 

reserved for sunny days, but was employed "in the hardest frosty Weather, 

when their Legs and Feet are almost literally as red as Blood with the 

Cold", a source of interest to more than one contemporary traveller-102 

Later, Peggy reminds Patie that she is called home by Madae, whom Allan 
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Figure 1/9 depicts in a vignette separated from the main action by the dark mass of 

a tree. 

The four interior scenes typically present an even more obviously 
frieze-like arrangement across the picture plane, with subsidiary details 

in the middle ground, When Bauldy "roars up Symon frae his kindly rest", 
he is confronted by the astonished householder and a massively dignified 

Figure 127 
Sir William, resplendent in a patterned silk robe, while in the'shadows 

Figure 124 Elspa blinters sleepily from the curtained bed. "-' A similar alcove bed 

is seen in the eleventh plate, in which illustration a Genre scene in 
Figure 125 

miniature is frameq by the sturdy ingle-bield: 
"Though day has only begun, an old female domestic is making porridge; a 
shepherd, who must be early to the hill, has filled his bicker, which, half 
asleep as he is, he is emptying again, in all the haste that food as hot as 
liquid fire will allow, His dog begs in vain for a mouthful 

In the fortune-telling scene Patie stands in the centre of the f loor, 

Figure 12D his riSýt hand extended to the supposed spaeman, who, being seated at 
left, is balanced by Glaud sitting opposite. Behind them, four secondary 
figures react with varying degrees of incredulity to Sir William's 

prophecies. A rather more *complex spatial arrangement is seen in the 

Figure 126 
final plate, where the highlighted central couple is f lanked not only by 
the seated figures of Sir William and Glaud, 'the latter for once having 
dof fed his bonnet, but also by Symon and Xause, whose movingly rendered 
countenance demonstrates why Cunningham thought 

* 
Allan's old women "as 

good as Gerard Dow'sY 115 Formally, Patie and Peggy are enclosed by the 

protective arc created by the four f lanking characters, each group 
consisting of one seated and one standing f igure. Spatially, however, the 
three older men f arm one distinct row, with Mause, Peggy and Patie 

standing behind. Each of the two rows thus f armed has motion incipient 
in the differing arrangements of its figures' heads. The movement 
implicit in Symon's glance down to Sir William is carried across the 

central space towards Glaud's firmly positioned hands and contented 
visage, while a counter- movement over Peggy's head is initiated by her 

old nurse's raised hands and intent gaze. The combined effect of these 

two impulses is to generate a stable circle, msthetically satisfying, 

symbolic of the resolution of the plot, and having as its centre the 

union of Patie and Peggy, emphasised by the silhouette of Sir William's 

arm. It is a development of the enclosed compositions favoured by Allan, 

already used in his depictions of Highland weddings, but achieved more 
I 
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subtly in this print by the involvement of several characters engaged in 

actions appropriate to the dramatic situation. 
This assembly of figures is woven together by their interlocking 

gestures and resonant expressions, powerfully creating the space in which 

the final scene of The Gentle Sbepberd is enacted. The linear perspective 

of ceiling and wardrobe more immediately suggests the illusionistic 

volume of the room, but the central group, almost sculpturally, defines 

and occupies its own space independently of this orthodox, pictorial 

device. Two balanced groups of characters in the background, mean- 

while, form a literal counterpart to the symbolic central tableau, as 

the entire cast is brought an stage. The loutish Bauldy discovers, or 

claims, that he is "now ful blythe, and frankly can forgive" Madge, with 
Elspa looking on, while Jenny, keeping a wide and watchful eye on her 

father, is led forward by Roger, confident and cheerful at last. 

In recognising that these subordinate actions are essential to the 

general resolution of the plot, Allan also ensures that 

'neither each in particular, nor all together, ' come into any degree of 
competition with the principal; they ... merely sake a part of that whole 
which would be imperfect without them. ' 106 

Almost without exception, his illustrations follow the text meticulously, a 

precision which is nowhere more evident than in the plate showing the 
PUTS zrz 
F4WV12r meeting of Glaud and Synon. This takes place beside 

`ý snug thick house, before the door a green,, 
Hans on the vidding, ducks in dubs are seen, 
On this side siinds a barn.. on that a byra: 
9 peat stick joins, and foras a rural square. ' 

[Act II, scene i: s, dl 

His eye fixed eidently on Ramsay's text, Allan deftly suggests a deuk 

squattering in the pond, with a hen-and rooster busily scratching and 

pecking over the midden behind. Nevertheless, he did not depend only an 
the scene-setting of Ramsay's stage directions, being well supplied with 

sketches from his own observation: 
'The courtyard at the homes of smaller lairds was usually formed by the house 
having a projecting granary and byre on one side, a projecting stable and 
barn on the other, while in the open space stood the sidden, in which the 
sidden-fowls feasted and nursed their broods among nettles and docks growing 
all around, " 101 

Glaud's house and onstead, though more humble than this, are clearly built 

on the same pattern. The relevance of the sketchy group of cattle, dog 

and cowherd - probably Cunningham's sleepy shepherd and collie - now 

becomes apparent, as the miry beasts are driven into the byre across the 

yard from the barn. In an early version of this picture in watercolours, 
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Figure 128 and actually more authentically if the Act is truly intended to begin "at 

eleven in the forenoon", the laddie had already begun to ca' the kye down 

the loan. Almost pedantically, Allan proves the location of the barn by 

including a ventilation slit in the wall above Glaud's head, while a 

rustic ladder and wicker creel indicate the peat stack completing the 

modest rural square which the artist delineates as legibly as an 
architect might plan the great squares of Edinburgh's New Town. 1118 

His portrayals of Glaud and- Symon in this print are closely based 

upon the text in a like manner, in that Symon's spurs suggest that he has 

ridden over to the farm on the grey mare he mentions in a later scene, 
Glaud meanwhile holding his pipe ready to try the "pound of cut and dry" 
Symon has cof t in town. In this observation, at least, Allan's plate is 

not unique, since the Glaud of 1758, in the second of "The Five Cuts", has 
Figure 104 already lit up and is smoking contentedly as Symon holds f orth. 

On only one occasion does Allan truly forsake the text, and in a very 
minor point. ' 09 By the time Madge utters the stirring words inscribed 

Figure 122 below the eighth plate, she' and Bauldy have already been parted. Allan 

was clearly drawn to the rattling exclamation, so appropriate to the 

action he depicts. More frequently, he pieces out and enriches the given 
dramatic facts with supplementary details which, though not specifically 
mentioned by Ramsay, might well have been present. In exercising his 
Invention in this manner, Allan was doing no more than might have been 

expected of a Historical Painter illustrating a work of literature; 
'BEING determined as to the History that is to be painted, the first thing the 
Painter has to do, is To m0a himself Ifaster of it as delivered by Historians, 
or otherrise, - and then to consider hor to leprove it, A-eeping rithin the Sounds 
of Probability, Thus the Ancient Sculptors imitated nature; and thus the best 
Historians have related their Stories, ' 110 

The example which springs most readily to mind is, of course, the 
determined little dog in the fight scene, a clear proof that Allan knew 

Figwv fO2 
Sandby's etchings and appreciated that sucý an event not only might have 
taken place, it ought to have done. Not to be upstaged, Allan adds a 
touch of his own. Glaud and Symon gleefully watch the brief encounter 
from behind a dyke, an interpolation which Cunningham noted with 
approval. ' Nor was he alone in thus recognising the contribution made 
by these two onlookers. - Among several plagiarisms of this evidently 
popular 6cene - surely a high point in any performance - one includes a 

'Fiffure 119 
couple of primitive faces grinning broadly from an upstairs window at the 

unholy tulzie below. "' 

In Sandby's version of the scene, movement is in one direction only. 
Bauldy staggers backwards as Madge wrenches at his hair, Mause limps 



1? 4 

towards the affray, and even the dogged little terrier is unable to 

restrain the furious onslaught. In Allan's, however, where both Madge and 

Bauldy, arms flailing and roke lashing, seem to brainge out of the 

picture, the counter- novem ent of Mause clarifies her r6le in the conflict. 
Whereas Sandby's Mause might as easily be intent an joining Madge in 

setting her "ten sharp nails" to Bauldy's face, to flype the skin of his 

cheeks cut-owre his chin, Allan makes plain the old lady's bid to redd 
the antagonists. 

Not only is the story told through the grouping of the figures, their 

gestures are equally eloquent. Bauldy's left hand gropes wildly at the 

vacant air as his right strives vainly either to disentangle Madge's grip 

or to protect himself from the unsparing rod. There is an effective 
interplay between the essentially planar arrangement of these figures' 

arms, slanting diagonally into depth, and the intercepting hands of Nause. 

Aided by her restraining arm, Bauldy's dog seems partially to have 

hindered Madge's furious career - accounting for the strangely static 

nature of her posture, whatever her intent - at the same time as he 

rescues his master's bonnet. Yet, however bloody the "stout battle" 

becomes, the two laughing figures mitigate the violence. Allan 

demonstrates both Ramsay's vitality and his humour. He draws the scene 

as the poet wrote it, " a' for fun". 113 

As the long-suffering Bauldy later stumbles over Symon's threshold 

after having seen "a ghaist or deil", f rom the back wall a print of 
Figure 124 "Sir Wm. Wallace" glares fiercely down Upon hiM. 114 The contrast between 

the undaunted knight and the trembling sot is intentionally ludicrous, 

and is one example of a device that Allan employs no less than three 

times in his series of plates. ' 16 This use of a picture an the wall to 

comment upon the action may have been directly derived from the symbolic 

paintings and statues in Hogarth's "modern moral subjects", or from 

similar examples in French book illustrations. An engraving by Pauquet 

for Pr6vost's translation of Ciarissa includes, above Richardson's 

swooning heroine, a Chardinesque painting of a schoolmistress and her 

pupils, doubtless as a reminder of how Kiss Harlowe would "leave lessons 

for the boys, and cautions to the elder girls" in happier days. 126 The 

peak of illustrative engraving in the eighteenth century was achieved in 

France, and Allan's drawings of the shepherd lads and lasses of many a 
Scottish lyric, for all their bonnets and plaids, are as reminiscent of 

f6tes cbamp6tr-es as are his pictures of Patie and Peggy. The most likely 

source of any French influence upon his style would be the circulation of 
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prints. On the other hand, Allan may simply have taken from 

contemporary portraiture the device of including references to a sitter's 
interests, or, as he put it when writing of his own full-length of Sir 

William Hamilton, "his Character as a man of taste", and adapted it to the 

purpose of reinforcing the meaning of his illustrations. ' 27 Thus "Sir Wm. 

Wallace"makes an instantly comprehensible satirical thrust at the quaking 
Bauldy, Just as the print of the "Admirable Crichton" in the final plate 
identifies Patie, the "world's delight", with 

"the perfectest result of the joint labours of Pallas, Apollo, Mars, Mercury, 
Venus and Bacchus, that hath been since the days of Alcibiades, ' I" 

A similar technique is used in the fortune-telling scene. Allan has 

'indicated the birth of the fientle Shepherd by hanging the ballad of Sill Morice 
on the wall, and the antiquity of his lineage by the song of Chevy Chase', 119 

"Gil Morice", a ballad of which Allan later made several illustrations, is 

indeed the tale of a noble youth raised secretely in "the gude grene 

wood", though it ends less happily than does The Gentle Sbepberd. 111 By 

including references to these two ballads, which would have been as 
familiar to his contemporaries as any more modern song in, for instance, 

The Tea-Table Miscellany or Herd's collection of songs and ballads, and 
by doing so almost as a glass on the action of the play as a whole, Allan 

successfully conveys to the v iewer the import of Sir William's prediction 
that Patie will soon be "a bra' rich laird". The effect of this implied 

commentary is not simply reinforcement, it is virtually dramatic irony. 

Of two versions of this scene held in the National Gallery of 
Scotland, one is a pen and watercolour copy made in 1789, the year after 
the publication of Allan's plates, while the other, though neither signed 

nor dated, was equally clearly made before July 1788, since it is an 
etched outline embellished with watercolour. Allan had already thought of 
using this technique of "doing them slightly on copper and washling3 them 

in watercolour" in order to lessen the tedium of producing multiple 
copies of his Italian figure studies, and did in fact prepare several 
views of Edinburgh in this way, as may be established from catalogues of 

sales from his studio in 1797 and the following year. 12-2 At the first of 
these sales, more than a hundred of his prints for The Gentle Sbepber'd 

were advertised, either as loose sets of aquatints, as sets of outlines 
"for colouring", or as sets already coloured. Very few remained unsold . 122 

One intriguing lot was the twenty-seventh, "The twelve original Drawings 

or Designs for the Gentle Shepherd, bound up in a copy of the work in 

Turkey, valuable, 1 vol. quar. "123 Vhile Allan's practice of duplicating 
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figures and entire cam-posit : ions either speculatively or at the request of 
friends, is well attested and frequently in evidence, his purpose in 

completing the fortune-telling scene and several other pictures of the 

series in this manner was almost certainly to establish tonal values 
before finally, and irreversibly, biting the aquatint version. That is, 
these etchings with watercolour, often hastily worked as they are, 
represent a variation an his use of pen and wash drawings in the early 
stages of preparing a composition. A touch of Genre humour in an early 

Pigure /08 
state of the eleventh plate -a kitten chewing on a wooden luggie - was 
omitted in the published illustration. 124 The experimental version of the 
fortune-telling scene, an the other hand, its range of colour confined to 

pale brown, green and blue, differs in detail only slightly from the 

monochrome print upon which Allan settled; the cabalistic designs of Sir 
William's book do 'not correspond, Glaud's pipe is not Yet etched in 

position, nor are the two ballad sheets pinned to the door. 

It is interesting that this plate, with the specifically Scottish 

references to the ballads, should also contain Allan's clearest quotation, 
in this series, from a pictorial prototype. The similarity of Patie, both 
in the print and in a preparatory study, to an equally youthful but 

certainly more gullible gallant in Caravaggio's paintIng of another 
fortune-telling scene could be thought entirely coincidental. The pose, 
right hand extended, head slightly inclined, left hand resting on the 

weight-bearing hip, is supremely natural, despite an unconvincingly 
proportioned left arm and, particularly in the drawing, some ambiguity in 
the torso. Allan, however, had copied one of Caravaggio's pictures of the 

subject, which suggests that this is one version of "other mens' work, 
whether in oil or in crayons", which cannot be dismissed "without further 

remark", as Cunningham would have wished. 1125 Allan evidently found the 
pose congenial, since he adopted it, with only slight modifications, in 
later illustrations to Scottish songs and ballads. 126 

Such identification of recurrent motifs throughout Allan's work is 
illuminating, in that it demonstrates his essentially illustrative 
instinct. Once he had established the form which perfectly conveyed a 
particular meaning, he quite properly used it again whenever similar 
content 'warranted his so doing. 127 That the convenience of the 

mannerism was also attractive can hardly be doubted. These figures are 
invariably so well integrated with a scene and so in accord with its 

subject that the repetitions, while having the quality of familiarity, 

never suggest carelessness. Thus, whether or no he actually derived the 
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figure of Patie from the suggestion of a painting by Caravaggio, it is 

virtually certain that Allan had few difficulties in deciding upon the 

stance, simply because this posture is so perfectly suited to the purpose. 
The pencil study is conceivably the only one he made for this particular 

f igure. 

Where a number of different studies exist for a finished piece, 
however, it is clear that the artist has worked from several ideas 

towards a satisfactory result, and in some cases the actual process of 
development can be followed. If no preliminary drawings exist, it is, of 

course, not necessarily an indication that the final version has sprung 
fully formed from the artist's mind, but rather that no such studies have 

survived. Of Allan's studies for his edition of The Gentle Sliepherd, those 

which do survive, while revealing an evolution towards the finished 

illustrations, also demonstrate the precise manner in which he executed 

his figure drawings. 

It is immediately apparent from a comparison of these studies that 

some are more highly worked than others. Those which were soon 

abandoned - often those actually closest to the final versions -, provide 

glimpses of the earlier stages in the development of a drawing. Thus it 

is possible, by collating information gleaned from a number of these 

studies irrespective of their various subjects, to reconstruct Allan's 

characteristic drawing technique and to follow certain motifs or entire 
figures from conception to resolution. 

Figure 142 
Pentimenti in two preliminary studies of Patie reveal the artist's 

Figure 14.3 first light touches. In one, the original lines of the relaxed left leg 

are readily seen; in the other, the supporting right arm has twice been 

altered before Allan was sufficiently satisfied with it finally to 

reinforce its contours with heavier outlining. The same delicate approach 
is apparent in the brief suggestion of the standing figure of Peggy in a 

Figure IZ/ drawing far the eleventh plate. The roughing-in of her head is quite 
tentative, in contrast to the assured handling of Jenny's economically 
indicated features. Once he had quickly sketched in the elementary 

structure of the two figures, Allan evidently then began to suggest their 

volume with internal pools and channels of shading which, in a manner 

reminiscent of glyptic sculpture, seen to chisel into the loosely 

suggested mass in order to model the forms of the drapery. The next 

stage would undoubtedly have been a strengthening of the outline and 

major passages with those heavier strokes which, though reinforcing the 

larger masses, often preserve the freedom of the earliest light touches, 
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as in the typically sketchy form so often adopted for characters' hands, 

Figure seen to advantage in the study of Patie. 

Both this particular study, and that for the two girls, are very close 
to the appearance of the finished plates. In each case, the actions of 
Allan's characters had already been decided for him by Ramsay, either in 

his rhyming stage-direct ions or in spoken descriptions of how Sir 

William, as a spaeman, tents each villager's loof. On the other hand, the 

actual relationship of one figure to another had not. That Allan should 

so quickly have found a solution to the arrangement of the two girls 

might be thought merely fortuitous. It was not, and f or two reasons. 
Firstly, it is not solely the lightness of this study which suggests it 

was the f irst Allan made f or this passage. His other drawings for The 

Gentle Sbepber-d invariably demonstrate the sureness of his instinct for 

the positioning of figures. Secondly, although the girls' places could 

probably be interchanged - Jenny standing to bind her hair while Peggy 

sits - without much detriment being caused the composition when it is 

considered in isolation, while that plate forms part of Allan's coherent 

series of illustrations it is imperative that Peggy be depicted standing 

and in profile, with Jenny sitting and in three-quarter view. 128 
Not only is the positioning of the figures in Allan's drawings 

generally close to that in hi8 finished plates, in all but one of seven 

separate cases their gestures and stances are already immediately 

recognisable. It is noteworthy that numbers in Ramsay's scenes are 

generally limited, and that an illustrator's difficulties in organising 

groups are therefore commensurately slight. Perhaps as an echo of the 

classical theories of drama an which the Pastoral is partly based, on 

only two occasions are there more than three characters on stage at once, 

with most scenes being "carried" by two players. Even so, another of 

Allan's brief sketches, in this instance for the complex last scene, 
indicates that it was conceived as an organic whole from the outset 

rather- than being an assembly of several more highly finished but 
Figures 132-33 separate studies. 1251 

Just as a faithful adherence to the text had informed his depiction of 
Glaud's onstead, so too Allan's drawings immediately express the general 
tone of each particular scene, that atmosphere which a reader, as opposed 
to a 

ýheatre-goer, 
can only appreciate after diligent study of 

circumstance, character and dialogue. The excitement aroused by the 

rumour 'of Sir William's return is admirably conveyed in the third plate 
Figure it? by Symon's animated posture as he literally points out the situation to 

T" rs XrT the rapt Glaud. As Cunningham enthused, "his very hands seem to say, put 
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that and that together". 1*0 The gesture occurred to Allan from the very 

first, being present in a sketch in which Symon's unmistak-able 

physiognomy has rýot yet been established and Glaud's face is little more 
than half a dozen scribbles surmounted by a Kilmarnock bonnet. 132 Of 

three more surýiving pencil studies for this scene, two show Glaud and 
Fipre /4 Symon together, 'the remaining one being devoted to Symon alone. Each of 
Figue 13S 

the compositions involving two figures is very similar to the published 

print, which probably owes something of its origin to the "cut" of 1758, 

and all three sheets reveal the care -with which Allan ensured that 

secondary ýetails are contribuiory but strictly subordinated. Thus, while 
Glaud in one study raises his pipe to his mouth, the movement was seen 
to be potentially distracting, and in a 'subsequent one both his hands 

rest in approximately their final positions. Between these' two drawings, 

that of Symon with a staff in his hand intervened. The stout blackthorn 

is a. natural accoutrement for an elderly shepherd, and Allan must have 

felt this inclusion to have been of some value. Reynolds too had been 

'well aware that a judicious detail will sometimes give the force of truth to 
Eal work, and consequently iriterest the spectator, ' "I 

The stick was in this case an enrichment which detracted from the 

isolated urgency of Symon's gesture, and in the next-study the cudgel has 

become a riding crop tucked -under his arm, a development of a detail from 

a fully realised watercolour made at some point in the evolution of this 
Figuzle 128 

group. In this idea of the whole composition, a whip has been cast aside 
by Synon in his haste. 

Almost as though the artist were concentrating solely an resolving the 

conflicting 
-demands 

of anecdote and, clarity, both the face and hands in 

the last study of Symon are perfunctory, the greatcoat briefly indicated, 

his feet a mere confusion of scribbles. For the plate, Allan returned to 

the tensely inclined figure of the intervening sketch, emp4asising his 

stoop by gathering the coat at the waist, and accompanying it with the 

swift motion implied in Symon's having apparently Just whisked the switch 

under his arm. Although the stark silbouette of Symon's hands against 
the dark cottage is undeniably striking, the gesture seems to be too 

obviously posed, too contrived when compared to the upward flicking index 

finger in the study on prepared paper, or the hands in the watercolour 
itself, ýands which accord best with Cunningham's appreciation, though he 

never claimed to have seen any picture but the published aquatint. 
That chosen for the final illustration is nevertheless an effective 

gesture, one which Allan had, in fact, already -used in a sketch of a 

conversation made in Italy, and one which was* to be copied in an 
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Figure 136 engraving which appeared in several editions of The Gentle Shepberd 

published by Oliver and Boyd of Edinburgh. 131 As 'might be ex 
, 
pectedý, 

Allan's illustrations were often adapted or - notwithstanding the 

Engravers' Copyright Act - plagiarised in later volumes. In addition to 

prints from the copperplates themselves -being reissued in 1796,1808, 

1865 and 1880, these plates having suffered various degrees. of reworking 
in the meantime, the designs from some were engraved as simple outlines, 

on a reduced scale and with acknowledgement, for two editions published 
by Adam and Charles Black of Edinburgh, with arL edition published in 

1798 by Reid and Son - which claimed to be the "only copy of The GENTLE 

SHEPHERD between the two extremes of diminutive meanness and gigantic 

splendour" - boasting five elegant engravings byý. D. Allan, designed from 

the most remarkable scenes in the pastoral. 134 The abjectly sprawling 
Roger appears, once faced by a stern and tutelary Patie, as a frontispiece 

to yet another edition issued by Oliver and Boyd,. and once' with Jenny as 
Pigure 137 

a viEnette on the title page of on .e 
-published by James Steell of the p1gure 12? 

Saltmarket, Glasgow. A'variety of Bauldys is thrashed through a number 

of volumes, and another Glasgow edition, published by Lumsden, has as its 

frontispiece an unacknowledged transposition' of Allan's tenth plate, in 

which the foreground organisation is preserved but the background detail 

is lost. Of course, the influence of these aquatints would not have been 

confined to illustrations for editions of The Gentle Sbepberd. Burnet 

recorded Wilkie's admiration for the works of David Allan, and it is 

likely that he, particularly in the early part of his career, would have 

looked to Allan's pictures in general as a source of inspiration for both 

subjects and expression. A hand gesture made to reinforce a point, 

similar to Symon's but even more emphatic, a' ears in the more voluble pp r 
setting of "The Village Politicians", the first of Wilkie's paintings to be 

exhibited at the Royal Academy, and, the one which "at once established 
his reýutation'1.136 

Figure 135 
In one of his studies for the third plate, Allan turned aside for a 

moment to develop Symon individually once the basic relationship of one 

figure to another was established. An identical technique is apparent, 

and, even more obvious, in his studies for the print of Roger and Jenny. 
0 Figure 1.21 
tFigure /39 One drawing of the couple reveals typical adjustments to the line of 

Jenny's shoulders and the position of her right_arm, with Roger hovering 

uneasily between a kneeling posture and a lying. So uncomf ortable 

appears this f igure, and so awkward seems his right - arm, that it is 

tempting to imagine that Allan originally conceived Roger as actually 

kneeling bef are his scornful last. A brief indication of a lowered right 
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arm interrupting the flow of Jenny's pinafore might support this idea, 

although the lines emerging below Roger's left shin probably represent a 

plaid rather than the shoe they closely resemble. At all events, Allan 

sta yed his hand before he had "driven his subject into the debateable 

land that lies between truth and fiction", a fault which, it seems, 
Cunningham frequently encountered in his works. 136 

At least one further study intervened before Allan was satisfied with Figure 
the shepherd's pose. As in an earlier drawing of Symon, established 
details are minimally depicted -a dozen lines and a few shadows indicate 
the face and hands - as Allan works towards the supplicatory figure 
Roger cuts in the plate. In the print, the fold of plaid which covers the 

shepherd's legs ensures, by interrupting the sinuous line flowing towards 
his feet which is seen in the second study, that attention is 

concentrated upon the exchange between the two characters. Despite the 

broad humour apparent in the scene, there is considerable subtlety in 
Jenny's calculating expression as she sits half inclined towards the 

sheepish Roger, the shrew*ish disposition she has assumed forcibly 

conveyed by her firmly placed right arm, but equally clearly undermined 
by her left, seeming to rest carelessly', within his reach. 

Both Roger's posture and his expression' inevitably recall the first 
Figure HS plate, and in fact a reciprocal borroiýing seems likely between two groups 

of preparatory drawings. The same conception of Roger informs both 

passages 
-in, 

the play, and so he is depicted in a similar manner in each 
pýdtb. In those drawings for the seventh plate he slips gradually lower, 

whereas in those for the first -his development is in the opposite 
direction, though he loses' nothing of his sad, leaden, downward cast. 
Dissatisfied with Roger's initial pose, slumped before the standing figure 

Figure 141 of Patie, Allan', as a right-handed artist naturally would, scribbled 

-another version to the right of the original. 1 317 Again, the study was 
abandoned as soon as Allan had briefly settled the final pose, which is 
in any case little more than the first study rotated through a few 
degrees, with the position of the left arm altered. Before turning to 

what was the next major undertaking, the development of Patie from the 

rather awkward figure in this study, the artist paused to establish 
Roger's expression. The comparatively highly worked face of the second 
figure corresponds exactly to that in the plate, although Allan reverted 
to the higher set bonnet and supporting hand of the first. 

Two further drawings of Patie, originally an a single sheet, complete 

Figure 42 his metamorphosis from the ungainly youth awkwardly rebuking Roger for 

Figure 143 his whingeinS way to the elegantly commanding f igure of the first 
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plate. 2315 In the first of these, Patie is more relaxed, both weight and 

structure more convincingly portrayed, than in the earlier drawing. His 

raised arm is less constricted by his plaid, but Allan sensibly avoided 

the distraction of having the drapery wound around Patie's waist when he 

executed the final, largest version immediately afterwards. Similarly, 

the whistle which had in earlier studies been sketchily shown in his 

right hand is moved to his left, Patie's encouraging gesture gaining from 

this combination the immediacy it lacked when his carelessly outflung arm 

and the "dainty whistle wil a pleasant sound", each symbolic of a 
different part of his advice to Roger, competed for the viewer's attention 

and thus dissipated the focus of interest. 

For all that, the posture now seems unbalanced again, and awkward. The 

crook, held by the unfortunately stunted right arm, complicates the 

composition unnecessarily, and the languid, cross-legged pose seems more 

appropriate to one of Allan's portraits than to the lively scene he is 

illustrating. It is for precisely this reason, the desire to show Patie 

as relaxed and elegant while he. instructs, that the figure seems 

unbalanced. The stance was imposed upon the design from without rather 
than having been allowed to grow naturally, intrinsically, with the 

meaning of the figure. ' This adaptation of a nctif much used in 

contemporary portraiture works well in the first individual study of 
Patie, but the most immediate suggestion of that figure is one of carefree 

relaxation. 132, Allan's conception of Patie is properly of 'gaisay's 

resolute and cheerful hero, and the gentility implied by the cross-legged 

posture detracts from that "firm look, and a commanding way", which is 

the keynote struck by the opening scene and by the first illustration. It 

is, in short, a combination of influences and intentions which for once 
does not harmanise convincingly. 

Already, however, a more purposeful stance is suggested in the 

pentimento beside the left shin. These few scratches, barely visible at 

first glance, rather than being one of Allan's typically light first 

explorations of which he "repented" before returning to the forms of a 

previous drawing, most probably represent an afterthought, dashed down 

immediately he recognised the incongruity of pose and gesture. In the 

version finally printed, the shepherd's kent is entirely omitted, as are 

those extra folds of drapery which strengthen Patie's presence in the 

study but which would have compromised the reinforcing wave of his right 

hand in the plate. Sufficient additional prominence is granted him in any 

case by the craigy bield before which he stands, an effect anticipated in 

the heavy shading of Allan's drawing. Not only is Patie's double gesture 
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expressive of ' his attempt to rouse Roger from his despondency, by 

indicating the stock and horn lying neglected an the sward it is both a 

secondary contrast between the happy and the fretful shepherd, between 

the youthful jollity of the one and the sodden sorrow of the other, and a 

reminder of the latter's vow to break his reed, and never whistle nair. 

In this case, as with most of the other studies for T12e Gentle 

Shepberd, both the gestures seen in the plate and the positions of the 

principals are already nascent in the first drawing. From one group of 
drawings, however, it is clear that Allan experienced difficulty in 

deciding upon an appearance both in accord with the sense of Ramsay's 

pastoral, and expressive of his own interpretation of it. 

'These drawings are for a scene of the hero and heroine together, and 
for once it is obvious that some studies are JoSt. 140 The earliest 

Figure 44 drawing to survive of the series is an undistinguished and 

uncharacteristically confused depiction of Patie embracing Peggy, his 

right arm about her waist, as she clutches a laiglin in her left hand and 
flaps her right in protest. Meanwhile, a third right arm points into the 

distance. Admittedly, it is an early thought, but even without this added 

gaucbe. rle the drawing. is disappointing. It is probably a study f or the 

Figurellp fifth plate, the f irst scene of Patie and Peggy together, as is a more 
Figure 14S rational but almost equally graceless version with an uncomfortably 

wooden shepherd and a similarly unwilling milkmaid. The comically 

awkward effect is better suited to the hesitant Roger than to his friend. 

With 
,af 

ew alterations in Peggy's posture, and a Patie who is at once 

more mobile and yet clearly more restrained, Allan created a much more 
Figure 146 

elegant scene somewhat reminiscent of Sandby's *version, and one' which, Figure 103 

seemingly at the same time, he considered as a vignette for a collection 

Figure IN 
of Scottish songs. His trials with 

. 
this smaller drawing, typical as they 

are of his cannily killing two birds with one stone, are also of some 
importance in dating his first venture into this kind. of illustration. ', +' 

All that is retained of this composition in the f if th plate, with the 

exception of a few. cows in the middle distance, is Peggy's shyly inclined 
head and the tender handclasp, a detail for which a separate, and very 
lightly executed study survives. '-4-0 

Clos; r to the composition of the fifth plate is that in another small 

drawing, like the first vignette only about half as large. as the other 
Figure 187 

surviving drawings for The Gentle Sbepberd. As in the other vignette 

too, Allan has essayed. a number of -postures and gestures in pencil before 

marking the chosen outlines and details in pen, finally adding a few 
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strokes and dabs of grey wash. He clearly hesitated before deciding the 

best position for Patie, the Gentle Shepherd being initially seen 

complimenting Peggy from both left and right simultaneously, and beating 

time with his whistle: 

'Our Jenny sings saftly the Cowden-broom-1-nows, 
And Rosie lilts sweetly the Mili-ing the evs,, 
There's few. Jenny Nettles like Nancy can sing; 
At Throl the rood, laddie, Bess gars our lugs ring, 

But when my dear Peggy sings wi' better skill, 
The Soalman, tawadsida, or the Lass of the &III 
'Tis mony times sweeter and pleasing to me; 
For tho' they sing nicely, they cannot like thee. " 

[Act II scene iv : SANG X, 3 

Eventually, Allan cancelled one of Peggy's two lads with a decisive ripple 
of wash, presumably obeying the stage-direction by allowing the remaining 
Patie to place his "left band about ber waist". Nevertheless, he found 

the posture of the shepherd to Peggy's left more pleasing, the elegant 

grouping more to his 'mind, and by the simple expedient of reversing the 

composition arrived at the basis of the central couple for the fifth 

plate. The evolution of Peggy is far from complete, but the position of 
Patie's legs and the rudimentary fall of his plaid are sufficiently 

similar to the print for Allan's further developments to be readily 

envisaged, though no more drawings of this grouping are known. 
At the same time, he was reluctant entirely to reject the other jovial 

singer, and it was he who, in 1794, accompanied Peggy as a vignette in 
Figure 147 Scotisb Song, a collection of both words and music selected by the 

English antiquarian Joseph Ritson, and by him provided with the most 

scholarly of introductions. He may have come to know Allan, of whom he 

had a high opinion, during one of his "repeated visits to different parts 

of Scotland for the purpose of obtaining materials or information" for 

his volumes. 243 Seven more of Illan's drawings were sent to Ritson with 

Figure 181 
that of Patie and Peggy, one, showing a piping shepherd, being used as a 

Figure 177 title-page embellishment for the whole collection, four of the others 

meanwhile standing as characteristic of each of the "classes" of Scottish 

song Ritson distinguished. ' 44 Patie and Peggy, not surprisingly, 

represented Pastorals. By coincidence, this couple, certainly derived 

from Scotisb Song, actually did appear in their proper characters as a 

rather sorrowful title-page vignette in one edition of The Gentle 

Figure 137 Slepberd published by the prolific house of Oliver and Boyd. 

The scene of Allan's fifth aquatint illustration takes place "Bebind a 

tr-ee upon tbe. plain", ' and this feature forms part of three of these 
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preliminary drawings. That in the most elegant one, showing hero and 

. Figure 10 
heroine walking together hand in hand, bears a closer resemblance to the 

Figure 123 tree in the ninth plate, which depicts their second meeting, than to the 
Figure 1/7 tree seen in the earlier picture. In addition, 'it requires few alterations 

to derive the Patie of the later print f ram the I igure in this'study. The 

plaid hangs in a similar fashion, his gesture is merely ýransferred from 

one hand to another, and the half-kneeling h. alf-standing posture is 

necessary for the convincing relationship of a standing figure to one 

sitting. The f inal drawing in this group, and one of the f ew in the 

collection related to The Gentle Sbepberd to be touched with red chalk, 
Figure f4s is, in fact, of this particular arrangement, and differs only slightly 

from the couple in the print. 

By the adoption of this grouping, Allan not only contrasts Patie with 
the less assertive Roger, he offers a picýarial accompaniment to the 

former's vow to raise Peggy's station, and to the thought expressed in 

one of her sweetest songs: 

'41hilst thou, wast a shepherd, I priz'd 
No higher degree in this life, 

But now I'll endeavour to rise 
To a height that's becoming thy wife. 

For beauty that's only skin deep 
Must fade like the gowans in May, 

But inwardly tooted, will-keep 
For ever,, without a decay, " 

[Act IV scene ii : SANG XVIII I 

Allan derived both plates, to say nothing of Ritson's vignettes, from one 

group of studies with a common origin, retaining elements from various 
drawings as they suited his purpose. Even that additional arm gains 

some point in that Peggy reminds Patie, in the fifth illustration, that 

they are "baith. cry'd hame". In this plate, far from having "failed in 

delineating with elegance 'two true lovers in a dale"', Allan has created 
the most truly charming and harmonious version of the scene, one which 
is static without stiffness. 14r, In the other, he evokes perfectly the 

stillness and pathos of the moment, making Cunningham's dismissive, and 

somewhat breathless criticism all the more remarkable: "the merit, 

whatever it amounts to, belongs, however, to the lady: the lover is a 
JoUt". 3 46 

This latter scene depends more for its effect an the simple and 

unequivocal action of Peggy than on the expression and slightly 

theatrical gesture of Patie. The theory that grief, when portrayed in 

works of art, is to be concealed rather than openly demonstrated, 
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appealing to the imagination rather than directly to the senses, is f ully 

in accord with the dictates of History painting and would be particularly 

attractive to a Keoclassicist. The device seen in this plate was used 

liberally by Allan throughout his oeuvr-e as a convenient and readily 

appreciable symbol of sorrow, in works ranging from large Historical 

compositions based upon "the life of the unfortunate Queen Nary" to sma 11 

illustrations of Scottish songs like "The silken-snooded lassie", Ramsay's 

Figure 149 
"Wae's my heart that we should sunder", or even the richly comic "Woo'd 

Figure 237 and married and all'. 147 It is clear f rom these and other such 

repetitions - the f irst depiction of Roger reappears as a wash drawing 

Figure 250 f or a song by Burns - that Allan was in the habit of deriving these 

finished illustrations from a pool . of studies or a vocabulary of 

types. '418 Once-he had found the perfect expression of, for example, 
despondency comforted, he repeated it several times with only slight 

variation, principally in the accompanying male figure. 

It is peculiarly appropriate that Peggy be accorded this motif derived 

from academic theory, and probably building on Ancient authority. 241 She 

is as gently born as is Patie himself, and throughout Allan's series of 

illustrations both these characters are associated with an appearance 

which is palpably more graceful than that of their companýons, and which 
is also remarkably classical. It is for this reason that, in the eleventh 

plate, Peggy must be depicted standing and in profile, while Jenny sits 

Figuiv 125 
beside her. 'rO Their respective postures are already decided in the 

FjSU1v /31 drawing, but whereas Jenny's has undergone little alteration during the 

preparation of the plate, Peggy's stance is made more elegant by the 

simplified depiction of her drapery, There is no interruption of the 

undulating flow from head to heel, no heaviness or encumbrance, in 

contrast to the stolid and practical Jenny. Cunningham would have "liked 

Peggy ýetter had she been lacing her bodice instead of putting a rose in 

her bosom", doubtless because he knew Wilkie's more literal rendering of 

Ramsay's six descriptive lines. r-I Allan, recognising that it must be 

difficult to maintain an antique disposition while strugg ling to lace a 

bodice, substituted the more graceful gesture of pinning on a flower. 21-2 

That the depiction of a whole-length figure in profile, in addition to the 

more stAuesque presence of the view, was associated with nobility in 

Allan's art may be deduced from his repetition of Peggy, this time from 

the final plate, as a baron's daughter in a scene from "The Childe of 

Elle", one of his song illustrations which is more obviously a History 

Firw-e 160 painting in miniature. 
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. Figure 115 Patie's stance in the first plate, in addition to its being perfectly 

expressive of his cheerful confidence, may also represent Allan's most 

specific reference in these prints to a particular Antique prototype, 

though not to one of the better-known statues, the*-usual source of such 

derivations. Allan seems in this instance to have drawn inspiration from 

a figure-type seen. in the murals of Herculaneum, one which appears no 

less than three times. Closest of these to his portrayal of Patie is the 

Figure 151 
depiction of Perseus liberating Andromeda, said to be based upon an 

original by Rikias. Bearing in mind his friendship with both Gavin 

Hamilton and Sir William the British Envoy, and judging 
_f 

ram the 

sketchbooks Allan carried with him in Italy, he must have taken a keen 

, 
Figure A interest in, the archaeological discoveries i4t Pompeii and Herculaneum. His 
Figure 6 

annual designs for the Trustees' Academy prove that these discoveries, 

and his own drawings of them, were of relevance to his later, practice, as 

do his panels for Kinniard House. 15-1 Even if restrictions were imposed 

on the recording of scenes from the fr-esci themselves, the eight volumes 

of BaJaydi's Anticbith di Erýolanc had commenced publication in 1755, and 
Allan made liberal use of them. 164 His own copies from'these engravings, 

a "Volume of outlines of Figures and Groupes", remained in his studio 

until his death, as did a "Book of prints from the Herculaneum, 91 prints, 
1 do. Evol. fol. 3", together with several copies in oýls of ancient 

pictures. '" A figure. similar to that of the "Perseus" type, itself 

published in Tomo IV, Tavola vii of the AnticbitA, appears in a pen and 

wash drawing of a Historical subject dating from Allan's years in Italy, 

when memories of the original wall-paintings would have been fresh and 

when, Just possibly, sketches made surreptitiously and under difficult 

conditions could have provided a supplement. 

Although such a theory is not capable of definite proof, this 

particular connection between a plate for The Gentle Sbepber-d and an 

ancient fresco is hardly as'tenuous as might at first appear. Allan's 

inveterate habit of self-plagiarism makes it all the more likely that he 

resolved the portrayal of Patie in this illustration by adapting a 

character from one of his earlier works, one containing figures possessed 

of a firm and commanding appearance. ' 15r- The reference, typically, is not 

made purely for itself. It is a striking pose the effectiveness of which 

exists independently of its derivation. 

From the yery first picture, then, Allan hints -not only at Patie's 

character, but also", for those possessed of the requisite knowledge, at 

his true origin. The suggestion is in keeping with the remainder of the 

series, since he continues the pictorial references with the broadsheets 
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of "Gil Morice and "Chevy Chase" and the print of "The Admirable 

Crichton". 1 s7 In short, when Allan depicts the hero and heroine, he 

'paints so as to need no inscriptions over his figures, to tell what they are, 
or what he intends by lem', 158 

Whatever his experiences with actors, Ramsay depended ultimately upon 

words to create the world of his play, and there is thus an appreciable 

alteration in the discourse when the speech of Patie and Peggy, from 

being that of country lass and swain, switches to the accepted dramatic 

language of their eventual station. Even if the associations with the 

Antique and, in the frequent use of a profile view, with nobility in 

general pass unregarded, by his consistently depicting these two 

characters in more elegant poses than their companions Allan prepares for 
the d6nouement without making any blatant distinction between the actual 
bodily appearance of peasantry and gentry, and thus avoids having to 

employ any sudden and obtrusively disjunctive variation as a means of 
bringing aspect and identity into accord. As Patie himself says, having 
become the laird of an estate rather than, as he was earlier in the day, 

of "twa good whistles and a kent", with a couple of curs as his only 
"tenants", 

'What was my morning thought, at night's the same; 
The poor and rich but differ in the name, ' 

EAct IV scene ii, 3 

The subtlety of the interpretation lies in Allan's wise decision not to 

portray Patie as simply being more handsome than Roger. Immediately to 
differentiate the two shepherds in this way is both crass and quite out 
of keeping with the text, for Roger, even if he says so himself, is not 
"mair unlikely to a lass's eye" than his friend. Bauldy, of course, 

remains a Sowk from first to last in both play. and plates, but Roger's 

126 appearance, once he has succeeded in thawing his lassie's heart, shows 
Jenny's disdain to be all the more thrawart, and Peggy's earlier advice to 
her to be sound. 1511* Nevertheless, and not entirely because he is seen in 

the ýackground of the last illustration, he still lacks the commanding 

presence of Patie. Allan distinguishes the two youths by means of an 

almost subliminal effect, operating concurrently with the more ostensible 

meaning of his. plates. Previous depictions of Patie and Roger had 

certainly contrasted the two. There had been Beugo's frontispidcel- or 

even the anonymous roundels of the Perth edition-"" In addition to this 

elementary conception of Patie's actively encouraging his melancholic 

companion, Allan makes a supplementary distinction, one which 

retrospectively shows riot only that Roger is "resolved to be miserable" 
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while "blyther Fatie likes to laugb and sing" , but that the latter is 

indeed a gentle shepherd. "-' Only when the plot of the drama is known 

can the true import of the associations Allan employs be appreciated. 
That is, a full knowledge of the subject is essential to a proper 
"reading" of each picture. Allan's approach is a model of the practice of 
the Historical Painter. 

At the same time, he may have enjoyed a wry smile in remembering how 

he had acted upon his own advice, made in a quite different and more 
conventional sense in the Preface. Artists generally drew upon "the 

assistance of ancient models" in order to acquire "that idea of excellence 
which is the result of the accumulated ex, perience of past ages". 11-2 With 
the very first sight of such plaster casts as Allan commended, 

"the Student receives, at one glance, the principles which many Artists have 
spent their whole lives in ascertaining; and, satisfied with their effect, is 
spared the painful investigation by which they came to be known and fixed, 1163 

Not only had Allan devoted much time to the diligent study of the art of 
the past, he had in the case of his edition of The Gentle Sbepber-d 
discovered in the Antique a means of subtly endowing his illustrations 

with greater resonance and increased significance. Nevertheless, the 
plates do not depend entirely for their effect upon any such searching 
after hidden significance. It is true that they operate on many levels, 
from the demonstration of how the most popular subject may be made 
almost 

, classical by an artist's honesty and dedication to an ideal, to 
the correlation of their rough, "unpolished" style with a "A Vision of 
Pastoral Simplicity". ' GA Yet Peggy's elegant prof ile is immediately 
communicative of a grace which can be understood without any reference 
to the associations with antique statuary and reliefs suggested by such a 
depiction. These associations are enrichments of an already effective 
illustration, for each plate is itself a fully independent picture while 
still forming part of a coherent whole. Their import need not be spelt 
out in full for the series to make its impression, one which is "not to 
be defined: it can only be felt". 11-6 

In all things, then, from the natural grace of Peggy to the more 
exuberant instances of jest and youthful Jollity, Allan's plates are quite 
in accord with Ramsay's descriptions and intentions. They are in addition 

more truly integrated as a series than is The Gentle Sbepberd itself, in 

the matter of concealed gentility. Admittedly, Allan's task was less 

difficult than. Ramsay's in this respect. Were Patie actually to speak. a 

refined and bookish language from the outset, the device would prove even 
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less acceptable than his later unnatural change in speech, for it would be 

a certain method of losing sympathy for the hero. He would be an 

insufferable prig rather than "the darling of baith auld and young". the 

fendie lad of the lasses' opinion and the engaging enthusiast of Symon's 

account: 
'I sometimes thought he made o'er great a phrase 
About fine poems, histories, and plays, 
When I reproy'd him anes, -a book he brings, 
Wi' this, quo' he, on braes I crack wi' kings, ' 

[Act III scene iv] 

After such familiarity throughout the play, the audience, kindly disposed 

towards him, may be more prepared to make allowances for Patie's less 

spontaneous lexis in the final scene, and to agree with Peggy's words to 
Sir William once her own gentility is revealed: 

ffpatie, 'Tis now a crime to doubt - my joys are full, 
Wi' due obedience to my parent's will, 
Sir, wil paternal love survey her charms, 
And blame me not for rushing to her arms; 
She's mine by vows, and would, tho' still unknown, 
Ha'e been my wife, when I my vows durst own ... 

Paw. To me the views of wealth and an estate, 
Seem light when put in balance with my Pate: 
For his sake only, I'll ay thankful bow 
For such a kindness, best of men, to you, 

[Act V scene iii, lines 112-117,143-146.3 

In the closing scene of The Gentle Sbepberd, then, Patie speaks as 
dramatic convention demanded a laird should, and in Allan's final plate 
he decidedly looks the part. His formal speech, it is true, is noticeably 
different from his earlier rural dialect, which was more appropriate to 
the shepherd he then appeared to be. The physical appearance of Allan's 

Figure 126 hero, however, is just as markedly identical from the first illustration 

to the last, and what was recognised as characteristic of the man in the 

one is accepted as suitable to his rank in the other. Only his clothes 
have changed. 

In thus avoiding any such ambiguities, Allan did not neglect Ramsay's 

awareness of the social divide which determined that Peggy would indeed 

have lost her jo had she remained a shepherdess. In the final plate, two 

pictures hang prominently an the back wall of Symon's spence, each of an 

eminent charact6r from Scottish history and neither inappropriate to the 

scene of a cottage interior. 'rals "The Admirable Crichton", profferring an 

open book, is clearly a reference to the wisdom Patie has derived from 

11sic silent friends", and to his character and lineage in general. The 

other print, of "K. Robert Bruce", is just as specific a reference to 'an 

earlier and memorable passage in the Pastoral, when Patie's true origin is 
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known but Peggy's is not. Nause, Peggy's old nursemaid and the character 

who holds the secret of her gentle birth, hints 'that marriages between 

nobles and commoners have been known, but Madge, knowing only that "a 

tacherless dame sits lang at hame", ripostes, 

'Sic nonsense! love tak root, bot tocher good, 
'Tween a herd's bairn and ane of gentle blood! 
Sic fashions in King Bruce's days mignt be 
But siccan ferlies now we never see, ' 

(Act IV scene 0 

In Ramsay's days or in Allan's, such. wonders would never have been seen 
in reality, nor were they often represented on the stage or in literature 

generally, and Allan, with this z-earise, firmly recalled and reinforced 
Ramsay's point. IS 7 Thus, even when illust -rating the typically 

-rick", Sentimental, indeed truly mythical ending, Peggy "equal with Pat 

their love a "well-matchld flame", in a scene slightly reminiscent of 
Figu- 152 'Vaccor-dde de village", Allan did not lose sight of any of the more 

serious import of Ramsay's frequently didactic poe=. 169 
The inclusion of these two prints cr paintings is but one more instance 

of the necessity of reading Allan's pictures with attenýion to more than 
their superficial appearance and readily appreciable hu=our. Once more, 
this plate is an illustration of a popular subject which nevertheless 
makes use of communicative techniques more often associated with 
His"torical Painting, the noblest part of the art indeed, but one more 
often neglected than properly honoured. Reynolds remarked that in a few 

cases "the lower [style] may be improved by borrowing from the grand", 
but Allan's approach to the various styles he practised was invariably 

one of assimilation and combination rather than of self-conscious ýr 

ostentatious "transplanting" into his own work. 119 Thus he brought the 

classical training of the Accademia di San Luca to the illustration of 

material more suited to the taste of the age in which he lived than were 
subjects from classical mythology or from ancient history. David Allan's 

illustrations of Scottish literature, no less than his subsequent cycle of 
Historical paintings based on the story of Mary Stuart, belong to a 

venerable artistic tradition, in the same way as does The Gentle Shepher'd 

itself, a Scats pastoral in which Allan Ramsay brought the classical 

unities of place, action, time and idea to a tale of "shepherd lads on 

sunny knowes". 



Cl-IOLP-tLair- V 

1Pj5L: Lm-b: LxiEý c3, Lxr- c: )wx-x H: L*-=-tc: )z-y. 

Allan's cycle of Historical Compositions 
f ram the life of Mary, Queen of Scats. 

1788-1791 

411an's ambitions as a Historical Painter-Robartson's "History of Scoiland' and 
other sources-con temporary paintings from British Nistory-Hamillon, Runcinan, 
and other forerunners-411an's researches-Buchan and the Scottish Society of 
Atiquaries-Ma quest for historical accuracy-Man Is preparatory drallings-the 
surviving paint ings-Mames and Notifs-the cycle reconstructed-contemporary 
interest in Aary, Owen of Scots-Ma purpose of . 411an's Historical cycle, 

t. - 



V 

P, i5L: Lxil--: LxiS mur- c: )wxi 
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taken UO il7til-Oly Pith YOUP Family of Stuart that I paint 
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Lordship was oftener before my Eyes to assist me with true 
advice so few I find to converse in this way of Painting 
our own History', 

David Allan to the Earl of Buchan, 1790, 

Soon after the Foulis edition of The Gentle Sbepber-d was published in 
1788, Allan must have begun work on his "peices from the life of the 
unfortunate Queen Mary", his only series of Historical Compositions 
extant. 2 He had already painted and exhibited the individual scenes 
from Greek and Roman fable and history, and the "capital subjects" of 
Scripture, which were the acknowledged province of the Grand Style. 'All 
his series of scenes and characters typical of Scottish and Italian 
life had, by their very nature, been conceived on a modest scale. The 
"Colection of Italien & french dresses", and the set of "Cries and 
Employments common in Edinburgh", are essentially composed of single 
figures in the tradition of Lauron's Cr: yes of the Citle cf London, while 
the scenes of the Roman Carnival, for all their profusion of character 
and incident, hardly exceed fifteen inches by twenty. 3 Even the plates 
for The Gentle Sbepbez-d, representing subjects from literature though 
they do, were expressly intended to illustrate a quarto edition of the 

play, just as around thirty small etchings and engravings depicting 
Ossianic episodes and "Illustrative of some Celebrated Scottish Songs" 

were later to appear in several publications of the 1790s. Alone among 
his recorded oeuvre, then, Allan's scenes from the life of the tragic 

queen bear witness to his intention' of painting a cycle of Historical 

works around a major and coherent theme. 
In one sense, these Historical scenes can themselves be considered 

as illustrations to a specific, and influential, work of letters. When 

William Robertson's History, of Scotland was published "with great 
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applause" in 1759, Davi d Hume remarked that the author had "impudently 

squeezed" himself into a higher position an "the historical summit of 
Parnassus" than Hume himself had occupied since the 'writing of his own 
Histoz-7 af EnEland. 4 It was by no means a unique recognition of the 

Professor's genius, however idiosyncratic the philosopher's humour. 

Walpole, Warburton and Sir Gilbert Elliot commended the work no less 

highly, and the expatriot Scot Mallet- originally Malloch-told Hume that 
"he was sure there was no Englishman capable of composing such a work", 
a verdict which was relayed to the author with alacrity and delight. Also 
included in Hume's account was a remark ifhich indicates the low opinion 
of his native land then held in the south no less surely than it does the 
high regard generally attained by Robertson's Histox-y- "the town will have 
it that you was educated at Oxford, thinking it impossible for a mere-. 
untravelled Scotchman to produce such language'l. s Most gratifying of all 
to the author, perhaps, was the fact that he saw his work pass through 
fourteen editions before his death in 1793, and retain its popularity to 
the last. 6 

In attempting scenes from the life of Mary Stuart, therefore, Allan 
was choosing a theme which was both well - known and popular. 
Notwithstanding this popularity, however, it is by no means as certain as 
has been assumed that he ever anticipated seeing plates after his designs 
actually accompanying a subsequent edition, as was the avowed intention 
of Bowyer's almost contemporary scheme to add lustre to Hume's History-of 
England, and of the later Galleries of Boydell, Macklin and Fuseli. 7 Allan, 
who corresponded with Robertson, certainly consulted his volumes-indeed, 
the most recent republication of 1787 may have acted as an encouragement 
to his plans-as is indicated by a specific holograph reference an a 
drawing of Mary's arrival at- Leith. 8 This in itself is, of course, no 
proof of any intention to provide book illustrations, even in an artist as 
familiar with this kind of work as was Allan. He made a similar note of a 
page number in Granger's Biograpbical History beside drawings of Dundee 
at the battle of Killiecrankie. Robertson's History was for long the 

standard work an the period in quesiian, and it would have been quite 
inconceivable for a serious artist to have ignored it. Reading, whether 
undertaken as a "deep study" or as the favourite recreation of leisure 
hours, and "the conversation of learned and ingenious men" had been 

properly recommended to all artists, and Allan cultivated both. ' 
Stressing his concern for the impartial rendering of documented 

facts (albeit interspersed, as they often are, with his own 
interpretations and reflective digressions) and comparing this to the 
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less disinterested natives of earlier writers, Robertson wrote in a 

Preface to the first edition: 

"Truth was not the sole object of these authors, Blinded by prejudices 
and heated by the part which they themselves had acted in the scenes 
they describe, they wrote an apology for a faction, rather than the 
history of their country. 010 

Allan, in his own search f or the facts of Nary Stuart's life and times, 

seems to have ranged widely among a variety of sources other than 

Robertson's History, including one of the most notoriously partisan and 

"heated" works of these times. He transcribed a passage from Knox's 

History of the Refor-maticn in Scotland, noting the composition of Mary's 

Privy Council for the fifth of December, 1564, when such specific details 

were largely omitted from Robertson's general account. ' I Not only did he 

consult published material, he apparently solicited opinions and 

information from interested parties, and may have ventured into the field 

of contemporary documents. 12 Vhen Robertson does include particulars, or 

append documents containing them, Allan follows these sources precisely, 

from the horrific appearance of Lord Ruthven "in complete armour" 
bursting into the queen's cabinet, to the depiction of the hapless Rizzio 

"with his capp upon his head. " 13 Nor did he cauf ine his reading of later 

historians to Robertson alone. Vhen his History of Scotland, somewhat 

ambiguously, mentions only "spectators" at Mary's execution, Allan follows 

an alternative source, possibly Hume's History cf England, in which the 

hall at Fotheringay is described as having been "crowded with 

spectators". 14 

Had all this effort, in addition to the "firriting out" of 

contemporary portraits in country houses, lro been directed to the 

illustration of a particular text, a more even distribution of subjects 
throughout the volumes might have been expected than that which Allan 

envisaged. As it stands, the collection of drawings depicting Mary herself 

-which may well be incomplete, and certainly falls short of the artist's 

original, written intention- commences with her return to Scotland in 

1561. Nor is there a drawing of any event preceding this, though, for 

instance, to his unusually detailed account of the first battle of Pinkie 

Robertson had appended a contemporary note an Scottish arms, armour and 

tactics. 'r- Allan did jot down page references for events anterior to 15619 

but none of these belongs to that lengthy stretch of Scottish history 

"previous to the period" of Karyls life. She is, according to these notes, 

"sent to france" on page 104, while the iconoclastic riots in Perth, 1559, 
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are laconically noted as "146 Knox destroys". 17 The artist's interest, it 

seems, was neither the life of the unfortunate queen alone, nor the 

illustration of all Robertson's stimulating Histor-y, but the course of 

events in Scotland at the time as exemplified in the life of one 
individual. Even so, he further simplifies and condenses the visual 

narrative in order to present an uncomplicated and unified drama of early 

success, swift reversal, humiliation, a brief rally after the escape from 

Lochleven, and ultimate catastrophe. The fall of princes must have struck 
him as a particularly suitable theme for tragedy. 

Vith one exception, all surviving pictures from this series based an 
Robertson, ls writings are concerned with events actually involving the 

queen in person. Allan wisely eschews any extended independent treatment 

of the machinations of the nobles, that interminable, nationally 
debilitating history of internecine faction and conspiracy, as potentially 
monotonous to view as It is dispiriting to read. Only when the 

consequences are visited upon the monarch are the various plots 
presented. This principle informs Allan's depiction of the exception in 
this series, the curious and fascinating "Gowrie Plot" on the life of 
James VI, which may thus act as a reminder that the troubles of Mary's 
reign lived after her. The existence of this drawing may simply be an 
indication that Allan did in. fact read his history thoroughly, ever alert 
f or a good subject, rather than a proof of any theory that he was 
preparing a set of plates. The Gowrie Plot, af f ording the opportunity of 
depicting a few f igures in desperate struggle, and despiýe its being a 
relatively obscure- certainly unusual-subject, might simply have struck 
him as one suitable to an independent Historical Composition. 

Perhaps the strongest evidence that the designs were seen as 
preliminary drawings for book illustrations would be their style. Such an 
uncompromising representation as the drawing of Nary's abdication, 

FiSwv 173 however mitigated the brutality is by the delicacy and freshness of the 

penwork, seems ideally suited to such a purpose, with each of the three 

main figures acting an immediately obvious r8le. Nevertheless, this was 
one of the sketches from which Allan painted a "large historical piece" 
in 1789, the painting, now unlocated, being hung at the last exhibition of 
the Society of Artists two years later. 118 It was accompanied an its 

Journey'south by two others painted later, the "Death of David Rizzio" and 
the reading of Nary's own death-warrant in Fotheringay Castle, while at 
least one more, depicting the escape from Lochl'even Castle, remained in 

Scotland. Allan's cheerful remark in a letter to Lord Buchan, that he 
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intended "doing several pieces" had, at least in part, been 

substantiated. 19 

At the other stylistic extreme, drawings such as that of the 

'. Figure IGS surrender of Inverness castle, * or, even more emphatically, of Nary's own 
,. Figure 171 surrender after the battle of Pinkie, suggest a conception an the grander 

scale of the typical History Painting. Yet the closest parallel with the 

energetic besiegers and horses clashing in the middle distance of the 

former is to be found in Allan's contemporaneous drawings of the battles 
Figure 178 of Sheriffmuir, Killiecrankie, or, earliest of all, Largs, these drawings 
Figure 18S 

being expressly intended f or small book illustrations. 

The question of whether or no Allan hoped to see one more book 

published with illustrations from his hand is, in truth, a relatively 

minor one. These comparisons of style, however, far from merely 
establishing that it is impossible thus to determine Allan's purposes 
actually reveal a significant fact about his art as a whole. In his mature 
years he would admit of no essential difference-in respect of immediate 

and crucial narrative and emotional capacity- between the largest 

depiction of a crisis in the life of a queen, and, for example, the most 
intimate scene of a rustic couple, the subjects of the simplest country 

song. Needless to say, in the final resolution and execution of finished 

works Allan would adopt styles the most appropriate to each, but it is 

the techniques learnt in the study and practice of the grander art which 

lend depth and poignancy to his exercises in the more humble. 

Of necessity, details minor and incidental must largely be excluded 

from the smallest engravings. There is simply not the possibility of 

depicting in such works the same variety of reaction and emotion as can 

be identified in Aýlanls drawing of the surrender after Pinkie, itself 

only six inches by eight. Even in a Historical Painting, the Grand Style 

on a grand scale, secondary incidents must, in accordance with decorum, 

be subordinated to the significant drama, the central event which stands 

clear of any degree of'competition with subsidiary "actions and lights". 

In Academic theory, as expressed in Reynolds's Disccurýses with which 

Allan had long been familiar, 

"The general idea constitutes real excellence, All smaller things, however 
perfect in their way, are to be sacrificed without mercy to the greater, , 
subordinate actions and lights ... should merely make a part of that whol; 
which would be imperfect without them, 0 20 

It is, in fact, probably , best to regard the unsubstantiated 

possibility of Allan's illustrating Robertson as itself just such an 

incidental detail in 'the consideration of the series as a whole. The 
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events of Mary's life had an existence in fact prior to their literary 

rediscovery, and Allan had been nurturing an ambition to continue the 

--career as a Historical painter he had begun at Rome. He could do worse 
than choose a subject from the life of the unhappy queen: 

"With respect to the choice, no subject can be proper that is not generally 
interesting, It ought to be either some eminent instance of heroick action, or 
heroick suffering, There must be something either in the action, or in the 
object, in which men are universally concerned, and which powerfully strikes 
uppn the publick sympathy, 021 

On his return from Italy, however, Allan soon found, "like many 
others", that artists could not necessarily "pursue [their] natural turns 
for want of incourageqaent". By the close of 1780 he was lamenting to the 
Earl of Buchan, 

'It is deplorable to think that great Britain in Generall has not sooner begun 
to incourage her young ones in the Study of History the nobles[t] part of 
painting, S' Joshua Rynolds aims with with his pamphlets or- academick 
discourses to corect their tast, this is praiseworthy but a dificult task, 022 

Yor had the situation improved by the end of the decade, when Allan, in 
dedicating. his plates of Ramsay's pastoral to Gavin Hamilton, made public 
a grievance deeply felt by many artists of his own time and later: 

"It must be a subject of just regret to every lover of the art of Painting, to 
remark how much its progress is retarded in Great Britain by the little demand 
there is for public and great works in the historical line, " 11 

Hamilton's standing as the foremost Scottish Yeoclassicist was 

unchallenged. Allan states quite frankly that he had *Justly acquired the 

highest reputation in the present age for the heroic and sublime of 

painting", and assuredly knew thoroughly the older artist's f irst series 
of paintings from the n1ad. They had both been occupied with the subject 
of Hector's leave-taking within a few years of each other-Allan probably 
observed the progress of several of the Homeric works during his sojourn 
in Italy-and, even after his return to Scotland, Allan would have seen at 
least two of the series "in the paint", quite apart from the availability 
of Cunego's engravings, a set of which he owned. "Achilles lamenting the 
death of Patrocles" was owned by Sir James Grant, for whom Allan painted 
several portraits in the 1780's, while the "Parting of Hector and 
Andromache" itself belonged to the Duke of Hamilton, whose "lodgings" at 
Holyroodhouse Allan visited on at least one occasion . 24 Always ambitious 

of "improvement in that fine art of Painting", and knowing the Hamilton 

series as he did, Allan must have thought of emulating, though perhaps 

not of rivalling, the friend of his Roman years. There is, of course, one 
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significant difference between the 

Allan's Historical saga is Scottish. 

themes chosen by the two artists; 

By the late 1780's there was ample precedent for the depiction of 

scenes from the British past. It was fifty years since Villiam. Kent had 

painted the f irst of his scenes from the life of Henry V, the Society of 

Artists had paid its first annual premium tar a subject from British 

history in 1760, and "from about 1770 onwards there appeared a whole 

succession of histories which, however wildly inaccurate and feeble their 

illustrations, must have done much to accustoý the public to the idea of 
$seeing' the past. 112r- Prior to this succession of imaginative "history 

engravings", the many volumes of Rapin's Histary of England had been 

embellished with a more sober scheme of "Heads and monuments of the 

. kings", this edition being published between 1743 and 1747, twenty years 

after the work first appeared. 21- Smollett's. History of England, published 
Figum /33 in 1757, was similarly though more plainly illustrated. A less wide- 
Figuzv IS4 

ranging work, Heads of -tbe niustrious - Persons of Great Britain, 

containing both engraved portraits and illustrative vignettes, and with 
biographical notes by Thomas Birch, had appeared in 1738, being 

republished in 1743. 

The 1760 premium at the Society of Artists had been awarded to 
Robert Pine for a painting of the surrender of Calais to Edward III. An 

engraving by Aliamet, entitled "'The Surrender at Calais'(After Mr. Pine)" 

was exhibited there two years later. In the thirty years between then and 
David Allan's exhibiting three Historical compositions in London, 

paintings of subjects involving mona 
, 
rchs from British history appeared 

regularly at the exhibitions of the Free Society of Artists, the Society 

of Artists, and at the Royal Academy itself. 
In these early decades certain themes enjoyed particular popularity. 

Boadicea inciting her people to rise against the Romans is balanced by 
Caractacus brought captive before Claudius, Vortigern and Rowena present 
a couple as unfortunate as Edgar and Elfrida, while Edward III and his 

son Edward Prince of Wales, "commonly called the Black Prince", disport 

themselves much more nobly in a whole series of paintings by Vest, 

Westall, and John Francis Rigaud . 27 

Nor was "North Britain" entirely neglected. The Britisb Mercury of 

May 1787 noted that since "Scottish history abounds in the most 

interesting subjects, the artists of the present day seem disposed to 

avail themselves of #", and recorded that Opie, Vestall, and the Scot 

John Graham had' already done so. 211 The earliest painting from Scottish 
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history exhibited by any 
. 
of these artists strikes an ominous, and 

dominant, note. In 1786 Opie presented "James the First 
- 

of Scotland 

assassinated by Graham, at the instigation of his uncle the Duke of 
Athol", helpfully adding a. reference to Buchanan's History of Scotland. 

The misty north seems to have inspired scenes of violence; that same 
magazine could have included Benjamin West among its list of names, since 
he gave then two chances with his "Alexander the third, king of Scotland, 

rescued from the fury of a stag by the intrepidity of Colin Fitzgerald, 
the ancestor of the present Fitzgerald family", exhibiting it both in 1784 

and 1786, though without any literary refer4nce. ---4 To Judge from West's 

practice 
, 

an other occasions, the earlier picture may have been 
,a sketch. 

Even Angelica Kauffmann had ventured into the realms of Scottish fable in 
1773, with an Ossianic scene. 30 

There was, of course, one more popular Scottish theme, one which 
offered the opportunity of depicting violent or "affecting" scenes in 
about equal measure. The article in The Britisb Xer-cux-y had. specifically 
noted Opie's "Assassination, of David Riccio", the subject also taken by 
Graham in that year. Westall, an the whole, seems to have been of a more 
gentle nature, choosing the. lachrymose scene of "Nary, Queen of Scats, 
taking leave of Sir Andrew Melville an her way to execution"' for his 

painting of 1787, and two years later depicting "Mary. .. when a child, 
embarking for France" and "The flight of Mary Queen of Scots", possibly 
from Lochleven, this subject having been exhibited by John Graham in 
1788. - ' By the time Westall exhibited his final picture from the story of 
the Queen of Scats, showing her at the battle of Langside, a veritable 
industry had sprung up in the shape of John Francis Rigaud, who 
abandoned Edward III with the king of France in Westminster. Hall and 
devoted himself instead to the north, producing four paintings in one 
year and displaying a disconcerting single-mindedness in his choice of 
subject-matter. "Mary Oueen of Scots going to the place of execution" is 
followed by "Mary Queen of Scats at Prayer an the Scaffold", "Mary Queen 

of Scots at the Block" and "Nary Queen of Scots beheaded". liar had he 

relinquished either the subject or the theme by the following year, ' 

Figum IS6 
relentlessly exhibiting in 1792 "The sheriff entering the chapel of Mary 
Queen of Scots the morning of her execution", "The funeral procession of 
Mary Queen of Scots", and, literally pursuing his subject into the ground, 
"The Entombing of Mary Queen of Scots". Here Rigaud's concentration upon 
Mary ceased, he being disinclined to paint any scenes from her earlier 

years and, short of gu "Ascension", unable to paint any more from her 

last days. 31 
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One scene from Mary Stuart's life which did not attract these 

prolific painters of the eighties and nineties was her forced abdication. 

With the exception of two painýings, both by Scots, from these years, 

this subject was not to be seen again until Sir William Allan's 

representation of 1824. Yet this was the event depicted in the very first 

painting based an the queen's life to be hung an the walls of the Royal 
Figure 157 Academy, the canvas by Gavin Hamilton which was exhibited in 1776.3Z 

The painting had been commissioned by Boswell, in Italy, as early as 
1765, and Hamilton had taken the opportunity to recreate a sixteenth- 

century Scottish interior with as much care as he had already begun to 

lavish upon his Homeric series. To the artist-antiquarian, such an 

approach must have appeared the most logical, perhaps the only acceptable 
one. It was the "Comparison of past Ages" no less than the study of 
foreign countries which excited the curiosity of many of his 

contemporaries. " The presence of the exiled Stuart' court in Rome not 

only lent poignancy to the thought of historical dispossession, it enabled 
Hamilton to borrow from Andrew Lumisden, secretary to Charles Edward, a 

miniature of the queen to assist with the preparation of his own 

picture. 34 To the young ])avid Allan, in.. Rome during the painting's 
lengthy gestation, the methods of constructing accurately such an 
authentic view were a valuable example of Keoclassical ri 

, 
gour applied to 

a scene from Scottish history. Considered, for the moment, simply as 
exercises in using available historical data to supply an authentic 
framework for works of art, Allan's paintings of Mary Stuari began with a 
great advantage over Hamilton's. He had access to a much wider range of 

material than had his mentor. 
Gavin Hamilton and John Graham were not the only Scottish 

predecessors in painting episodes from the life of Mary, Queen of Scots. 
Two other artists, John Alexander and Alexander Runciman, had earlier had 

ambitions in that direction. As early as 1710, in London, John Alexander 
had been "Copying portraits of Nary Queen of Scots and other Scottish 
historical figures". He attempted at least one scene from her life in his 

undated "Escape of Mary ... from Lochleven Castle", in which the setting 
was said to have been painted from nature. 36 This painting could date 

from soon after Alexander's return to Scotland from Italy in about 1720, 

assuming'the tradition of his having painted the landscape on the spot to 

be authentic. Alexander must at least have conceived this subject by 1718, 

at which time he was planning a group of paintings around the queen's 

life, and based upon aL. famous artistic prototype. He wrote from Rome to 
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the Earl of Mar, then in exile at Urbino following the unsuccessful 
Jacobite Rising, 

"when you command me, I shall undertake anything, though never so difficult, 
because I surpass myself when I labour for those I esteem and love, for which 
reason I hope to succeed in the life of Mary Stuart, that great queen, for, if 
my performance could equal my love and esteem for her glorious memory, I am 
confident I should equal Raphael and Titian, 

I am ambitious to be able one day to represent her glorious actions and 
1136 sufferings as Rubens has done that of Mary de Medici, 

It was one scene of this cycle, the "Coronation", which may have 

Figuzv 154 
influenced Picart's painting of Nary's execution, seen as a vignette in 
Birch's Heads of Illustrious Per-sons. Alexander, on the other hand, seems 
to refer to Rubens's paintings not as potential models but simply as an 
earlier series following the successes and misfortunes of a monarch, and 
David Allan probably regarded the "Marie de Medici" cycle in the same 
way. Nothing further is known of Alexander's plans than the "Escape from 
Lochleven", unfinished in his lifetime and now unlocated. 

Only slightly more is known of a scene of Mary Stuart's abdication 
painted by Alexander Runcinan, Allan's forerunner as Master of the 
Trustees' Academy in Edinburgh. This work was exhibited at the Royal 
Academy in 1782, the catalogue containing a reference to Crawfurd's 
Xemcizýs, and with Allan's own later painting of the eýent it was the 
last abdication scene to be shown for thirty years and more. 
Contemporary events nay have made such a theme unwelcome. " 

Although Runcinan's painting is lost, its appearance may be imagined 

. Fieure /58 
from a characteristically vigorous sketch. Both this and Allan's 1, ater 
treatments of the scene bear some similarity to Hamilton's version. All 

three emphasise the harsh conditions under which Mary was restrained, all 
three make reference to the threats by which she was induced to resign 
the government of Scotland, but only Runciman makes explicit the 

importance of religious turmoil during her reign. 3L' In contrast to the 

dirk grasped by one of the lards standing at the table, Mary delicately 

holds a small cross to her breast, while a Protestant clergyman looks on 

impassively from a window seat. 
While it is only probable that Allan knew of this picture, it is 

virtually certain that he knew of Runciman's major undertaking at 
Penicuiý House. Dating from 1772, and located not far south of Edinburgh, 

these murals would have attracted Allan's attention for reasons beyond 

their obvious artistic importance. Here was an artist working an a 

monumental scale in subjects from Scottish history- the life of Queen 
Fisurg IS9 Margaret- and from a mythology which, though Irish in origin and truly 



203 

"common to all Gaels", was nevertheless seen as particularly Scottish in 

Macpherson's amplified translation, notorious in both the contemporary 

and modern sense of the word . 3`-1 Remembering the seamless quality of 

Allan's art from the lowliest etching' to the grandest Historical 

painting, and bearing in mind his capacity for infinite adaptation, it 'is 

tempting to speculate whether his ambitions for compositions based an 

Ossianic subjects ever extended beyond the small engravings and modest 

wash drawings or watercolours which survive. 

Allan's preparation for his own cycle of paintings from Scottish 

history was as thorough as even Gavin Hamilton could have wished. His 

literary research, probably carried out largely in his "back Room, little 

disturbed by strangers", had been meticulous; his amassing of visual 

material was no less exacting. It was a task he found particularly 

congenial- the 1808 ffemclr of the Scottisli Hogar-tb told of his delight in 

discoursing an the antiquities and literary history of his country- and 

one in which he found himself once more in concert with David Stuart 

Erskine, the Earl of Buchan ýO Buchan Is Discourse of 1780i from which 
developed the Scottish Society of Antiquaries, included under its seventh 
heading, 

"That the obJects of the Society be the antient, compared with the modern state 
of the kingdom and people of Scotland ... the antient dresses, amusements and 
music of the people ... biographical gleanings of illustrious persons, with 
drawings of their unengraved portraits, and proofs of their authenticity, ", 

In these and other objects, of course, Buchan was urging emulation of the 
Society of Antiquaries established, largely by the influence of William 
Stukelpy, in London, which commissioned Vertue to copy and engrave 
historical portraits. Vertue continued this work, with Gravelat and 
Grignion, on the folio edition of Rapin's History of England, and with 
Houbraken on Birch's Heads of Illustrious Fez-sons, mentioned earlier. 
Ancient dresses had been partially covered in Strutt's The Regal and 
Ecclesiastical Antiquities of England of 1773, and were to be more fully 
treated in his A Complete View of the Dress and Habits of the People of 
England, which commenced publication in 1796. In the intervening years, 
with A Compleat View of the Nanners, Customs, Arms, Habits etc. of the 
Inbabitants of England, he had dealt with most other aspects of English 

social history both wisely and very well . 42 All Buchan had to do was the 

same for Scotland. 

- He certainly devoted himself keenly to the drawing of portraits of 

illustrious Scots, whether unengraved or not, above a score of these 
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copies being preserved. 43 There is a, touching preponderance of members of 

the Erskine family among the group. When copying from prints Buchan 

recorded the fact; when he drew from an original he both noted the 

painting's location and added detailed information about eyes, hair 

and dress, a habit possibly picked up from Allan. 44 Several of these 

drawings - of the Stuart kings, of the "Admirable Crichton"$ and of Sir 

William Wallace of Elderslie - are of historical characters who also figure 

in copies by Allan; a few, like that of Naitland of Lethington, have in- 

structions for an engraver written upon them. Although notes such as 

these, and, in some cases, the direction "To K" Pinkerton for his series of 

Scotish Portraits" were added in 1794, as early as 1781 Buchan had drawn up 

a "Catalogue of Portraits of Illustrious or Learned SCotSý. 45 The research, at 

least, which came of his own interest in the "antient ... state of the 

kingdom and people of Scotland" thus predates Allan's cycle of Historical 

Compositions, as well as his work for the Society of Antiquaries. 

Allan's contribution to this society was not restricted to the copying 

of "unengraved portraits" - he made a print in aquatint of a Roman relief. 

and a few of his topographical works were published in the society's 

Transactions - but one example of his activity in this field offers a 

pleasing glimpse of his having cannily combined the execution of comm- 

issioned employment with the pursuit of personal st udies. 46 In September of 

1789 he wrote, evidently in response to an enquiry from Dryburgh Abbey: 

1N 
Your Lordship may be asuerd I am not intirely negligent in my Duty, for I 

have been in pursuit of your P/)"-ure of King James V, an excelent one Busto I have 
found according to order at Pitfirrane h S, John is so good as to send it to me 
at Edr to copy for your Lordship - 

I found likewise an excelent size Busto of Lodovic 2 duke of Lenox, 
the date on it is 1623 with order of the Thistle with a brown beard, I thought it 
nessesary to inform your Ldep that in case you wanted this likewise they might 
both be sent at the same time, Begs your Lordship will inform me if you want only 
James V or both shall then write h get them over h do them soon, I like the 
bussines well as I love the Erskines h Stuarts h particularly the latter for whom 
I have been Exercising my brush h brains for some time if your Lordship had done 
me the honor when last in town to have seen my poor study woud have seen to large 
historical peices from the life of the unfortunate Queen Mary, my mind is upon 
this History, h intends doing several pieces, I have with some dificuly found out 
many of the old Scotish dresses, I shall aim at character and costume, I am only 
sory there are so few whose knowledge & conversation are improving to Painters, I 
wish mE I for your Lordships good Remarks when convenient to be in town. 

Good Mr, Hamilton is here from Rome he is upon the whole in good health, I 
offer My humble rispects to Lady Buchan I has the honor to be respectEfully3 

My Lord, 
Your Lordship's 

Ed, Sepr ; 1789 most obedient 
My 1dress humble servant 
Dicksons Close D Allan" 47 
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In June of the following year, still wielding his brush in the service of 

the House of Stuart, Allan sent Buchan an outline sketch from another por- 

trait of James V, and revealed once more a concern for precision of 

costume, in the limited sense of Ndress", rather than a willingness to 

accept an appearance only approximately correct: 
My Lord 

I re Cd the honor of yours long ago, About the authenticity of James 5- you 
know he was found out in f rance, by means of a Picture which was in his sweet hearts 
hand whither it had a Ruff or not I shall not determine, I woud have wrote your 
lordship long ago h sent the inclosed but has been taken up intirely with your 
Family of Stuart that I paint it A has hardly time to eat or sleep, I only wish 
your Lordship was oftener before my Eyes to assist me with true advice so few I 
find to converse in this way of Painting. our own History 

The inclosed- inclosed is the James r- in Small at Hoptn House which 
agrees well wilthl the Coin, I hope your Lordship h Lady Buchan are well, &I am 
sure your Lordship is always well imployed I hope to be pardoned for this scrall 
in haste - 

I have the honor to be 
My Lord 

your Lordship's 
most obW 

humble Servant 
Edr, Jun IS D Allan 48 

1790 

Those curious opening phrases, presumably alluding to the picture owned 
by Sir John Halkett of Pitfirrane (for whom Allan had painted a couple of 
portraits, and a large family group, a few years previously), suggest that 
Buchan had queried the credentials of the piece and been directed by the 

artist, with less than his customary deference, to a historical anecdote in 

support of its being genuine, perhaps - if Allan, ever the enthusiast, were 
in temporary possession of a miniatuz-e "Busto" - even the very picture 

which figures in the story, with or without a ruff. The "inclosed" remains 
with the letter in which it was sent, and is of a kind with about a dozen 

other copies, several cut from the same sheet of paper, made by Allan 

with the obvious purpose of recording details of clothing and 

physiognomy. 49 Having "found out many of the old Scotish dresses", he 

Figw-e 150 would hardly have neglected the characters who wore them. A rather epicene 
"Ll Darnley" was swiftly Jotted down "In Duke of Hamilton's Lodging Holy- 

rood house", and a more robust "Sir Ja- Douglas E. of Morton Regent of 

Scotland" was taken from the "Picture Large as life at Damahay". This 

latter portrait was, incidentally. also the source for Morton in Sir 

Villiam Allan's "Xurder of David Rizzio", dating from 1833. 

Both Xortan and Darnley have the colours of their costumes and -a 

typical feature of Allan's portrait-sketches - details of hair, eyebrows, 

eyes and beards noted. Among his other copies are portraits of the 
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Earl of Pembroke and Sir James Hoy of Smithfield, both from Dalmahoy and 

both with details of their decorations- orders of the Garter and of the 

"Red Lyon"- added to the usual descriptions of their clothing. Allan may 

also have had recourse to books of engravings for "Dresses of 1500" and 

"SIclotch Guards at Paris 14 or 1500", this last probably being connected 

with the reference "104* Nary. sent to france" on the verso of one of his 

drawings. 

Dalmahoy provided this collection with one of the two copy-portraits 

of Mary herself, the other being the briefest of sketches of "Q. Mary at 

Figure 
Alloa". This painting had been noted by Pennant in 1769 as "a remarkable 

. 
full-length of Mary Stuart, an copper, in a Sauze cloak, crown an her 

head, and passion-flower in her hand. "-'-O Both of Allan's drawings have 

the usual details of clothes added, those for the latter being "Vestcoat, 

apron & Soun Black &I, ined with Brown furr. " Of scant value purely as 

works of art, sometimes of. apparently inept penmanship, all these hasty 

sketches prove nonetheless that Allan's approach to this kind of 

Historical painting, the subject being drawn from British history rather 
than from the Classics, was more mature and responsible than that of 

many artists then practising in Britain. Of artists concerned with a 

similar quest for accuracy, the names that come most readily to mind, in 

addition to that of Gavin Hamilton, are those of' the Americans Benjamin 

West and John Singleton Copley. 

From all these drawings, other portraits, and engravings, Allan 

derived a vocabulary of costume for the participants in his scheme of 

paintings. It is certain that some of his preparatory sketches and 

studies are lost, very likely that many are. rl No individual figure 

studies, such as those for The Gentle Sbepberd, are known for this series. 

It is quite inconceivable that none was made. Nor did Allan restrict 

himself to a handful of copies. Both the Alloa Mary and that from 

Dalmahay, for example, wear black; only in the execution scene, 

appropriately enough, does Allan's Queen Mary do so. r-rl Similarly, he 

mercifully does not condemn Mary to sporting the same headgear for more 

than twenty years. A dark hat with an elaborately knotted ribbon, which 

she wears in the first picture of the series, has been derived from a 

miniature in the famous Mead collection, engraved in both Birch's Heads 
Figure 162 
Figure 153 and Smoilett's Histor, 7. So too the variety of white, frilly caps he allows 
,. Figure'54 her gives way to a more robust hat for the escape by night from the 

PLATE XZZY Castle of Lochleven. 

In addition to-such details of dress, accurate representation of 

items of contemporary furniture in these pictures was aided, incidentally, 
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by a favourite pattern for full-length portraits of Mary's time., their 

subjects typically standing with one hand resting an a small table. 

Surviving examples of old furniture may also have been studied in the 

country houses which supplied Allan's pictorial sources and demanded his 

portraits. Although in truth such items are very scarce in his Historical 

interiors, the artist clearly preferring not to encumber his stage wIth 
incidental detail, when a carved wooden table, a studded chair or a 

weighty hanging do appear they certainly reinforce the authenticity of a 

piece, seeming to have the "true rust of the barons' wars" about them. 53 

Most interes - tingly of, all, the drawing of Mary's progress to the 

Provost's house in Edinburgh, following her defeat at Pinkie, is a 

remarkable attempt accurately to recreate the High Street of the capital 
as it would have appeared in the sixteenth century. St. Giles' Cathedral 

alone is seen as it was in Allan's day. For the rest, crowstepped Sables, 
overhanging upper storeys and balustraded balconies predominate . 54 Had 

this drawing been worked up into a full-scale painting, and visitors such 

as Lord Buchan, Captain Riddell the amateur antiquarian and musician, or 
Gavin Hamilton himself, stepped into Allan's studio in Dickson's Close, 

they would have enjoyed seeing the High Street which they had'just left 

as it must have looked two hundred years before. The unruly crowd jostle, 

shout and display their banners in an ancient Scottish setting as firmly 
founded and assured as the Grecian backgrounds in HamiltonIs series from 
the mad. 

Old Edinburgh f igures in the f irst composition of Allan's own 
series. The scene of Mary's arrival in Scotland has, strictly speaking, 
two backgrounds. To the right, the eye travels down the shore road- to 

where the boat rocks at the pier of Leith, the harbour town indicated by 

a cluster of small houses and a church. nI3 Further away and to the lef t, 
Allan has included a distant view of Edinburgh itself, the steeply sloping 

spine of the Royal Mile from the Castle to the Palace being suggested 

with a series of tiny pen strokes and punctuated by the instantly 

recognisable outlines of St. Giles' and the Netherbow, with Salisbury 

Crags in the background. 161- Allan has judiciously availed himself of a 

measure of artistic licence in order to make clear the objective of the 

small pfacession. 
Mary's arrival in her realm, after a journey shadowed by regrets at 

leaving France and by the danger of interception by English ships. was 

hardly auspicious. The few clouds in Allan's sky hardly suggest the 
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"grand brouillard" mentioned by Brant6me, far less the almost 

eschatological phenomena dreamed up by the Reformers. According to Knox, 

"the myst was so thick and so dark, that scairse mycht any man espy any other 
the lenth of two pair of buttis, The sun was not seyn to schyne two dayis 
befoir, nor two dayis after . "67 

Not only was the weather depressingly typical of the country, Mary had 

arrived almost a fortnight earlier than expected, and the Scots 

"were obliged to conduct her to the palace of Holyrood-house with little pomp, 
The Queen, accustomed from her infancy to spendour and magnificence, and fond of 
them, as was natural at her age, could not help observing the change in her 
situation, and seemed to be deeply affected with it. 056 

By a fine economy of means, even in a sketch measuring seven inches 
by ten, Allan has indicated the surprise occasioned by Mary's premature 
landing and the consequent lack of any preparation. The procession hardly 

merits the name of a cavalcade- Mary's attendants had to scour the 

countryside for horses while their queen shivered in the rain- and it is 

clear that no-one was aware of her arrival. As ixteenth- century Newhaven 
fishwife night easily be imagined strolling along the path that winds 
towards Holyrood. More skilful than either of these quite straightforward 
indications, however, is Allan's demonstration of the Queen's feelings on 
her arrival. A mounted attendant, presumably one of her Guise uncles, 
waves his hat to point out- either the appearance of 

,a 
few startled 

subjects or the first sight of her capital city, but Mary seems not to 

see him. She gazes silently away from both subjects and. city, back along 
the Firth of Forth, clearly rapt in her own thoughts and regrets. It is a 
fittingly ominous beginning to the story. 

In this as in most of the other compositions from the series, 
Allan's intentions must be extrapolated from a small preparatory drawing. 
Only two of the four large Historical pieces he painted for this series 
are now known. 59 In addition, a small oil painting of one of these 

subjects, that of Mary resigning the government, probably repeats the 
large version seen by Robert Riddell in 1789 and exhibited in London two 

years later. Yet it is surprisingly easy to grasp Allan's meaning from 

those drawings and paintings which remain, and at least partially to 

reconstruct his most ambitious scheme. It should be emphasised that he 

intended the compositions to be seen as part of a series, not as a number 

of indývidual works based on different events in the life of one 

historical character. His pictures gain significantly from comparisons on 

both thematic and formal grounds. 
Chronologically, the second design in the group is of Xary's forcing 

the Castle of Inverness to surrender. An appreciation of the drawing does 
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not depend upon any thorough knowledge of the subject matter. It is not 

necessary to f allowl the. historical reasons- extending at least to the 

reign of James III, even to that of Robert., Bruce himself- for the Jealousy 

felt towards the Earl of Huntly, nor is it essential to account for his 

unsuccessful rebellion, or to know its result., It is enough to accept the 

situation depicted. Allan was concerned 
'to 

show Mary's early successes, 

and a battle scene enabled him to paint the Queen in a guise with a long 

iconographical tradition. Here, she is the monarch in command of an army, 

confidently mounted an the field of battle. A courier doffs his bonnet as 

she pauses to indicate the breach through which a fresh assault is to be 

made, or to detail the terms on which she will accept the surrender of 

the garrison. Meanwhile a squadron of cavalry has formed up behind her, a 

gunner an the plain below prepares to touch of fa heavy piece of 

ordnance, and a small skirmish develops as a party of defenders makes a 

sally in the middle distance. Mary is calm and assured, as fully in 

command as any armoured king, the northern counterpart of Bess Tudor 

boasting of having the heart and stomach of a king of England. 

Indirectly, a precise knowledge of the action can contribute some 

additional meaning, though this reinforces rather than replaces the' 

obvious one of a triumph of arms. 'Huntly, goaded I by the loss of an estate 

when Mary created the prior of St. Andrew's the Earl of Mar, hoped to 

kill or capture her advisors Morton, Maitland and Mar himself during the 

Queen's northern tour in 'the summer of 1562. The Cock of the North 

ordered the governor of Inverness castle to deny her entry, and Mary was 
forced to lodge in the town, which was soon surrounded by Huntly's men. 

"The utmost consternation seized the queen, who was attended by a very slender 
train, She every moment expected the approach of the rebels, and some ships were 
already ordered into theriver to secure her escape, The loyalty of the Munroes, 
Frasers, Mackintoshes, and some neighbouring clans, who took arms in her 
defence, saved her from this danger, By their assistance, she even forced the 
castle to surrender, and inflicted on the governor the punishment which his 
insolence diserved, 0`0 

That is, it' was'by the-loyýlty Of her subjects that Mary -ýIas able to turn 

potential disaster - into 'triumph. Not only has Mary a control over her 

army as absolute' as that over her noble and classical horse, its 

similarity to that of Marcus Aurelius in the Piazza Campidoglio by no 

means' coincidental, she has in addition the loyalty of her people. Or 

rather, she has the loyalty of some of them. At the very core of this 

image of victory there is the hint of something rotten. Mary's military 

victory is an Scottish soil, against her own people, and as a result of 

the disaffection of a powerful nobleman. In Allan's picture, the Queen is 
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elegantly poised an the brow of a gentle hill; in historical reality, she 

was already an the brink of a precipice. 
The third subject treated in the series continues the theme of a land 

divided, being that of John 'Knox brought before the Privy Council in 

December, 1563. Again, although every contemporary viewer would have 

known something of the historical situation, the effectiveness of the 

drawing does not depend greatly upon a precise knowledge of the events 

which occasioned the hearing. Nevertheless, some indication of the 
background to Knox's being arraigned for treason both 'clarifies the 

action of Allan's picture and offers a general view of the state of the 

country at that time. 
Mary's first Parliament had been held in May, 1563. No attempt had 

been made to gain her assent to the laws establishing the reformed 
religion. She had, nevertheless, agreed to tolerate Protestantism, but her 
being "passionately devoted to the Romish religion" did not give the 
Reformers any reason to believe that this tolerance was for other than 
temporary political ends. As Robertson succinctly expressed it, "the 
moderation of those who professed it, was the best method for reconciling 
the queen to the Protestant religion. Time might abate her bigotry". 62 

Moderation, however, was never a conspicuous attribute of the 
Reformers. When John Knox, for example, described how "the potent hand 
of God from above (sent] unto us a wanderfull and most Joyfull 
deliverance: for unhappy Francis, husband to our Soverane, suddandlie 
perissheth of a rottin earu, he could not resist glassing the unfortunate 
event as "the death of the yong King of France, Husband to our 
Jesabell". 61 Their zeal and eagerness, called "more sincere than prudent" 
by Robertson and otherwise known as rabble-rousing, excited the people to 
"rash and unjustifiable acts of violence". 63 Allan had recognised the 
importance of the events in which *Knox destroysO, and Doctor Johnson, 

walking in the echoing cloisters of the ruined Cathedral of St. Andrew's, 
told Boswell that *Knox had set on a mob, without knowing where it would 
end ... differing from a man in doctrine was no reason why you should 
pull his house about his ears". r, 4 Eventually, during the Queen's absence, 
the Mass which was held at Holyrood House was interrupted by a riotous 

assembly of citizens. Two of the ringleaders were arrested and a day 

appointed for their trial. 

Knox immediately issued a circular urging all who professed "the 

treuth" to afford comfort and assistance by their presence, en ivasse, an 

the day of the trial. According- to the Protestant side, their Brethren had 

only passed by to note who attended the "devilish ceremonie (yea even the 
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conjuring of thair accursed watter)", and had, moreover, done so "in maist 

quyet maner". Understandably, even without Knox's unenviable reputation, 

such an exhortation to assemble, without the authority of the Queen and 
in direct opposition to her, was interpreted as treasonable., -r- Knox was 

summoned before the Privy Council. 

'Happily for him, his Judges were not only zealous Protestants, but the very men 
who, during the late commotions, had openly resisted and set at defiance the 
Queen's authority, It was under precedents drawn from their conduct that Knox 
endeavoured to shelter himself, Nor would it have been an easy matter for these 
counsellors to have found out a distinction, by which they could censure his 
without condemning themselves, After a long hearing, to the astonishment of 
Lethington and the other courtiers, he was unanimously acquitted, ' 11 

Fi8wv 166 
The immediate impression in each of Allan's 

, 
drawings of this event is 

. Figum 1,5? ' clearly one of unease. In the earlier of these, the unsettling device of 

exchanged, sidelong glances - which he was later to use in another scene 

of defiance offered to royalty, the ballad of uJohnie Armstrang" - appears 

. Fi8ure 225 frequently, while one pair of courtiers whisper nervously together. Even 
Mary turns towards the tense f igure of the Master of Maxwell, as though 

seeking support and reassurance. Only one f igure displays any con- 
fidence. Knox is positively arrogant as he stands reading, or rather 
declaiming, the circular which he issued. Later in that long hearing, 

which he was to describe in great detail and with obvious relish, having 
denounced the "pestilent Papistis" as sons of the Devil, Knox was re- 
minded by one courtier that he was not then in the pulpit: 

"'I am in the place, I said the uther, 'quhair I am demandit of conscience 
to speik the treuth; and thairfoir I speik, The treuth I speik impung it 
qUoSo list. #" 67 

The preacher's words can readily be imagined ringing around the austere 
chamber depicted by Allan. Well might the counsellors be so obviously 
uneasy; Knox's speech was not merely a tirade against Catholicism, in 
itself insulting to the Queen however expected of the zealot, but a 
caution to her to beware "the counsall of flatteraris". 

Allan seems to have found Robertson's dryly related account of the 

proceedings a little too spare. At any rate, he had recourse to Knox's 

less impartial but much fuller version, copying out a list of those pre- 
sent and including Mary's opening remark, "Youne man gart mi gritt, & 

grat nevir a teir himself I will see if I can caus him gritt. 1168 Not 

only did Knox remain obdurate, not only did he speak fearlessly the 

dictates of his own conscience, warning the Queen to beware false counsel, 

he - according to his own account - also advised her to purge her heart 

of Papistry. In Allan's second drawing, or at least that which he finally 

approved, it is with this admonition that Knox turns to go, though quite 
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contemptuous of the order of his dismissal from Maitland of Lethiugton, 

Mary's secretary. The chamber in this picture is even more austere than 

that in the first, the spatial organisation less complex. By seating most 

of the participants around a long table, Allan was able to dwell much 

more fully upon their various reactions without risking any fragmentation 

of the composition. The-scene is, in fact, a faithful reconstruction of 
that described by Knox, from the Earls of Argyll, Moray and Glencairn on 

one side of the table to the little group at lef t, where 
'resovit from the Table sit auld Lethington Father to the Secretary, Mr Henry 
Sinclair Bishop of Ross, & hr James McGilL=Clerk of Register'. 69 

Needless to say, the Bishop of Ross is distinguished by his robes, as is 
"Mr Johne Spens: of Candie Advocatt", sunk wearily in his chair at the 

opposite side of the picture. Again the Master of Maxwell seeks to 

reassure the Queen; again some members of the Privy Council mutter 
together; again a few armoured attendants - "comun officiars and Dyvers 

uthirs" - stand by attentively. 
The significance of Allan's having taken the trouble to copy out this 

list of names, coupled with his searching for contemporary portraits, 
cannot be emphasised too strongly. Indeed, he added a note of the office 
then held by one participant named by Knox, and supplied the name and 
title of one other official. He had already depicted a group of figures 
in a setting similar though much grander, their identities being well 
known to his prospective audience. This was the "drawing of the General 
Assembly of the Kirk of Scotland with many portraits" which he mentioned 
in 1780. '10 The scene was, of course, a contemporary one, those portrayed 
including the Honourable Henry Erskine, James Boswell, and Principal 
Robertson himself. If there is one feature of Allan's approach to his art 
which is peculiarly distinctive, however, it is his fruitful borrowing and 
carrying of motifs from one area, one Senre, to another. It is only a 
short step from using historical portraits to ensure accuracy of dress to 

using them in the reconstruction of a scene from the past as 
authentically as possible. Allan, it may be remembered, had already 
copied portraits for his patrons from paintings by Kneller and Lely, 

among others, and had composed a full-length portrait of the first Earl 

of. Hopetoun, the head taken from a likeness by Aikman. 71 The scene of 
John Knox before the Council was a perfect opportunity to adapt this 

activity to a grander scale and a nobler purpose. 
The inevitable parallel is with a work by Copley, whose "Charles I 

demanding in the House of Commons the Five Impeached Members" had been 
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progressing slowly since 1781, being f inally exhibited in 1795-72 This 

painting provided =are than a gesture towards accuracy. It was a 

painstaking treatment which was to be of seminal importance f or the 

following century. Copley spent years tracking down almost sixty portraits 

of those who had been members of the English Parliament at the time of the 

incident, and was directed by the historian and scholar Edward Malone both 

in this search and- in the placing of characters within the House. Nothing 

of this assiduity is lost an the spectator. Dramatic the painting may 
be; politically significant it certainly was. Yet there is something in 

the artful arrangement of all these faces that is all too reminiscent of 

numerous Dutch group-portraits of military and civic companies of the 

previous century, everyone determined to be shown striking the noblest 
attitude or displaying a profile to best advantage. That which in these 

paintings resulted from the form of communal patronage usually practised 
was in Copley's caused by an over-zealous attention to detail, an almost 
fanatical veracity. As a consequence, though the picture has an immediate 
focus, it has also an inescapable tendency to become fragmented into its 

various constituent parts. Nevertheless, it was a remarkable effort, and 
Justifiably famous in its day. 

It is obviously impossible fairly to compare a large work which 
occupied fifteen years with a small drawing which might, research excepted, 
have been completed in an evening. The most that can be stated is that each 
is the product of a similar interest in historical authenticity, with known 

characters being disposed in accordance with a contemporary account or 
with the conclusions of later study. In many respects, Allan had a decided 

advantage over Copley. His characters are fewer and grouped, for the most 
part, around a long table. Nor was he overly concerned with showing every 
face. At the same time, his skill and experience in organising crowd 
scenes would have worked no less to his advantage than would his in- 

volvement with Conversation Pieces and family groups; the emphatically 

Platted perspective and simple chamber even provide him with a miniature 

stage. Still, as far as is known, nothing further came of this drawing. Per- 

haps Allan's commitments at the Trustees' Academy did not permit him to 

make long trips in search of old portraits, in those instances where in 

fact they existed. His health. never, it seems, of the best, may have 

become too precarious. Vhatever the reason. the work remains one more 

tantalising possibility which did not come to fruition. 

Vith the fourth surviving composition, in chronological order, the 

Figure 16.9 
first extant painting is reached, and Mary's troubles begin in earnest. The 

Figure 170 assassination of David Rizzio proved a popular subject with artists 
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choosing to paint scenes from the Queen's life, and though violence is 

unusual in Allan's tvuvr-e the notoriety of the event made a depiction of it 
indispensable to his cycle. 

It is indicative of the intricacy of the Scottish Court at the time, as 
it is suggestive of the complex manoeuvrings of the various contending 
factions and interests within it, that Robertson offers no simple reason 
for the hatred aroused by the Italian. He was distrusted by some because 

of his great influence an Mary - "insomuch as thair was no matter or thing 

of importance done without his advice" - by others f or his known antipathy 
to Koray (then in exile in England, following a temporary reversal of his 

previous good fortune), and by Darnley for his familiarity with the Queen 

and the splendour of his equipage. 7ý The "king" therefore desired Ruthven to 

assist him in being revenged upon his wife's confidant. Upon this hint, all 
the future conspirators hoped that their "own private revenge upon Rizio 

would pass ... f or an act of obedience to the I(ingo'. 74 Such a confederacy 
against one person, even a royal favourite, was at that time almost un- 
avoidably fatal. What makes the murder of Rizzio particularly significant 
is the place and manner of his being despatched, and the succession of 
calamities which followed. 

Allan, having made his small copy of the portrait of Darnley, would 
have studied the room in which Rizzio was slain, both being located in 
Holyrood House. Robertson may not actually have visited the scene of the 
murder with him, as he had with Doctor Johnson when he and Boswell came to 
Edinburgh almost twenty years previously, but as usual it was the 
Principal's account which served as Allan's guide. It contains in a dozen 
sentences many factý which inform Allan's pictures of the event, and a 
number of suggestions no less significant for his series as a whole: 

'While- the queen was at supper with the countess of Argyll, Rizio, and a few 
other persons, the king suddenly entered the apartment by a private passage, At 
his back was Ruthven, clad in complete armour, and with that ghastly and horrid 
look which long sickness had given his, Three or four of his most trusty 
accomplices followed him, Such an unusual appearance alarmed those who were 
present, Rizio instantly apprehended that he was the victim at whom the blow was 
aimed; and in the utmost consternation retired behind the queen, of whom he laid 
hold, hoping that the reverence due to her person might prove some protection to 
his. The conspirators had proceeded too fit to be restrained by any 
considerations of that kind, Numbers of armed men rushed into the chamber, 
Ruthven drew his dagger, and with a furious mien and voice commanded Rizio to 
leave a place of which he was unworthy, and which he had occupied too long, Mary 
employed tears, and entreaties, and threatenings, to save her favourite, But, 
notwithstanding all these, he was torn from her by violence, and before he could 
be dragged through the next apartment, the rage of his enemies put an end to his 
life, piercing his body with fifty-six wounds, 6 75 
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Robertson includes as an appendix a contemporary letter which adds the 

information that the time was about eight in the evening, that George 

Douglas was with the "king", Ruthven and two others, and that the attack 
took place in 

'a cabinet about XII foot square; in the same a little low reposing bed and a 
table, at the which theyr were sitting at the supper the queene, the lady Argile, 
and David with his capp upon his head, " 

In both drawing and painting Rizzio is dragged towards a blaze of light 

from the passage at left. Allan makes dramatic use of the strong con- 
trasts of light and shadow in his drawing, with the startled posture of 
the Queen, emphasised by the brightness of her gown, effectively dividing 
the picture in half This division is retained in the finished painting but 
is there achieved by moving Mary to the other side of the room from the 

anguished Rizzio, where she is restrained by a most unsatisfactory 
Darnley. As a whole, the painting, agitated as it is, lacks the visour of 
the drawing, though the group around Rizzio - who is correctly depicted 

as being "then an aged man" - is excellent in both . 76 Three 

conspirators seize his arm, his cloak, his neck and collar to haul him 
from the room, causing the splendid garments which so enraged Darnley to 
be rent asunder, and making the musician's despairing, hopeless clutch iLt 

the "blychtes" of Mary's gown all the more poignant. Allan recreates the 

moment, and recreates it 'brilliantly, just before Rizzia's grasp gives 
way, his straining legs fail and his feet slide helplessly across the 
floor, towards the unseen passage and the remaining assassins. 

It is particularly unfortunate that, in the painting, Darnley's hold upon 
the Queen should be so inadequate, her own stance so stilted. To combine 
elegance. with'terror is no easy task for an artist, and Allan's heroine 
here is 'unconvincing. The problem had been anticipated in the fifth of 
the Discourses, in which Reynolds observed: 

'If you mean to preserve the most perfect beauty in its most perfect state, you 
cannot express the passions, all of which produce distortion and deformity, more 
or less, in the most beautiful faces, A 77 

Nevertheless, in the most striking incident of the painting, the deed 

itself, Rizzio's desperate hold on the splendid, shimmering gown is a 
haunting performance, an action at once frantic and unmistakable. 

. The division apparent in both versions does not give rise to an 

absolute void. In the drawing, Allan introduces an ambiguous figure, a 

youth with a dual message, his finger on his lips to counsel silence from 

Mary, a pistol primed and cocked to compel it. The wider separation of 

the two contrasting groups in the painting allows Allan to elaborate this 
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passage. The actions of the two f igures in the comparable position are of 

obvious purpose, their meaning clear. The wild-eyed youth has been quite 

prepared to shoot the Queen, until his hand is stayed and his pistol 

thrust aside by the intervention of George Douglas. Considered 

concurrently with Robertson's deliberate phrasing, the logic of Allan's 

interpretation is inescapable. Rizzio had literally flung himself an the 

protection of the sovereign, hoping that the reverence due to her person 

might afford him same protection. , 
The conspirators, however, had 

"proceeded too far to be restrained by any considerations of that kind". 

In other words, they had no longer any respect for the presence of 

royalty, and had effectively set the nob above the throne. Allan is surely 

stating, ' in as. powerful a manner as was available to him, that the 

perpetration of such an act of gross 16se majeste is the prelude to 

anarchy. Vhen the ruler is thus contemned, when "degree is shaked", the 

state totters and falls as surely as the stool overturned by the Countess 

of Argyll in her flight. 
The murder of Rizzio made it clear that no real veneration, nor, even 

any true respect, could be expected by Mary of her nobles. Allan's drawing 

, FjSwv /71 
of the aftermath of the d6b&cle at Carberry Hill, Mary's surrender at 

Pinkie and her being conducted a prisoner to Edinburgh, makes it no less 

apparent that the common people shared this antipathy, or were prepared 
to bay in concert with the Lords and the Reformers. As in the case of 

previous drawings, the actual historical events preceding and causing the 

skirmish matter little in any specific sense, though of course the general 
internal turmoil of the country must ever be kept in mind. The drawing is 

a counterbalance to 'the taking of Inverness Castle, the downspin of the 

wheel of f ortune and the beginning of Nary's almost continuous term of 
imprisonment. 

Typically, the motives which caused many of the nobles to rebel 

against Mary and Bothwell were neither simple nor uniform. Some joined in 

association for the defence of the young prince, later James VI, with 

precisely this laudable aim. Others saw in yet another Stuart minority 

an opportunity to strengthen the power of the Protestant religion. Still 

more, as ever, had no consideration but for their own ambitions, while the 

pressing need to be revenged upon Bothwell for the murder of Darnley 

nerved ihe hands of -all. Whatever the various reasons, the result was 

hardly in doubt. The Queen's motley army fled even more hastily than it 

had been raised, Bothwell followed suit, and his wife of one month's 

standing surrendered to the confederate lards. 
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Although Mary was received by her captors with a great show of 

respect, they made no effort to curb the common soldiers, who treated her 

"with the utmost insolence and indignity". Robertson describes how 

'wherever she turned her eyes, they held up before her a standard, on which was 
painted the dead body of the late king, stretched on the ground, and the young 
prince kneeling before it, and uttering these words, 'Judge and revenge my 
causes 0 Lord! ' Mary turned with horror from such a shocking sight, She began 
already to feel the wretched condition to which a captive prince is reduced, She 
uttered the most bitter complaints, she melted into tears, and could hardly be 
kept from sinking to the ground, The confederates conducted her towards 
Edinburgh ... Ewherel the streets were covered with multitudes, whom zeal or 
curiosity had drawn together, to behold such an unusual scene, The queen, worn 
out with fatigue, covered with dust, and bedewed with tears, was exposed as a 
spectacle to her own subjects, and led to the provost's house, Notwithstanding 
all her arguments or entreaties, the same standard was carried before her, and 
the same insults and reproaches repeated, "78 

Allan's drawing is of the lowest ebb in Mary's fortunes. The sight of 
her "deplorable situation" did not restrain either the soldiery or the 

common people. One soldier with a halberd roughly clears a path through 
the throng, while another with an arquebus throws a nervous glance over 
his shoulder, as though expecting any moment to be overwhelmed by the 

gesticulating mob, roaring their disapproval the length of Allan's 

antiquated High Street. Mary, with two lords, presumably Morton and 
Kirkaldy, an either side, turns from the banner - probably the "EBIloody 
Standard" of Allan's note, and possibly the very portrait which survived 
the vicissitudes and waste of its own time - and weeps into a kerchief. 79 
The gesture owes its artistic origin to the classical conviction that 

grief ought to be concealed, and is a familiar one among Allan's more 
sorrowful women. There is, however, neither concealment nor consolation 
for the Queen, exposed as a spectacle to her own subjects, from the 

oldest figure leaning an a balcony to the youngest babe in arms, 
bewildered by the rabble. Allan traces her downfall remorselessly; the 

ominous mood of the composition resides not solely in the riotous mob, 
but in one silent character prominent in the background, behind the 

nervous soldier. Mary is the central, and the chief figure, but it is he 

who occupies a place on the "Golden Mean", arms resoluýely folded, and 

. regarding the hapless Queen with every sign of obduracy but none of 

compassion. 
No painting of this surrender is recorded, but each of the three 

remaining scenes from Allan's series is known to have existed, at some 
time, as a large Historical composition. That event which took place 

about a month after Mary's surrender, her resignation of the crown, was 

accorded two paintings, the first being executed in 1789 and a smaller 
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copy being made an wood two years later. Only this reduced version is 

Figuiv 772 known today, but it is probable that it closely follows the composition 

and details of the larger painting. 90 - 
In this painting, Allan expects from the viewer a more exact 

knowledge of the incident than he had demanded in any previous picture 

of his cycle. As always, the immediate appearance of the work conveys 

all the essentials of the story, and depicts a young woman being 

prevailed upon to sign a paper, against her own will. This much is 

00, obvious. Needless to say, the account in Robertson's History is fuller, 

and, as might be expected, the situation in Scotland was much more 

complex than that. 

The confederate nobles, for "the settlement of the nation", had 

determined on forcing the Queen to abdicate in favour of her infant son. 
Keeping Xary in virtual isolation in Lochleven Castle, they employed Lord 

Lindsay, "the fiercest zealot in the . party", to obtain her agreement to 

their schemes. The coarse-featured character who holds the floor in 

Figum 173 
Allan's preliminary drawing is the embodiment of Lindsay as he is pithily 
described by Robertson, who recorded that he "executed his commission 

with harshness and brutality'. '. 81 Denied access to anyone in whom she 

could usefully confide, with the apprehension of violence threatening her 

every day for a month, Kary -yielded to the demands of her nobles and 

signed all the papers which Lindsay presented to her, on the twenty- 

fourth of July, 1567. 
'By one of these, she resigned the crown, renounced all shire in the 
government of the kingdom, and consented to the coronation-of the young king, 
By another she appointed the earl of Murray regent, and conferred upon him all 
the powers and privileges of that high office. By a third, she substituted 
some other nobleman in Murray's place, if he should refuse the honour whick. 
was designed for him, Mary, when she subscribed these deeds, was bathed in 
tears; and while she gave away, as it were with her own hands, the sceptre 
which she had swayed so long, she felt a pang of grief and indignation, one of 
the severest, perhaps, which can touch the human heart, "" 

As an "eminent instance of .. -. heroick suffering", the scene 
described by Robertson lends itself particularly well to Historical 

Composition. The theme is a grand one, the instance of the utmost 

significance, the participants few and clearly differentiated. Allan 

follows meticulously the outline presented by Robertson, and by doing so 

allows a- viewer of any time to fix the date and place with precision; one 

of the three papers signed by Mary has fallen to the flagstoned floor, 

and bears the legend, "Lochlevin. 24 July 1567". 

In both sketch and painting Nary weeps, but the effect in each is 

different. The figure with head turned towards the by now familiar 

iý 
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handkerchief is one yielding to personal emotion,,, 'the painting offering 

instead an image of regal reserve and reflection. - Any suggestion, in the 

gaze cast heavenwards, of martyrdom as depicted by artists of the 

Counter-Reformation, is surely deliberate. 6-1 Mary is shown to be in 

control of her conduct, if not of her destiny. Private grief is 
-the 

province of the sobbing maidservant behind. 

In neither composition does Nary look at. the paper she is to sign, 

nor does she meet the-eyes of her threatening, or insinuating, captors. In 

this, as in the heavily barred window and thick castle walls of the 

drawing, these scenes have an affinity -with the earlier painting by 

Hamilton, and' with Runciman's drawing. Apart, from their also being 

evocations. of restraint under great emotional stress, however, these two 

pictures part company with Allan's at this point. They depict an 

individual moment in the life of the Queen and refer only to particular 

troubles, not to the* course of her career in general. The iconography of 

Hamilton's, a hunted figure half dragged, half supported to the table of 

an accuser, has. been seen as directly derived from scenes of Christ 

bef are Pilate. " Allan's picture is part of a series, and continues a 

theme which was introduced with the very first drawing, and' given its 

strongest expression in the violently divided picture of the murder of 

Rizzio. Mary is a woman torn between two courses, or cursed by several 

contending factions. - Here, she is helpless between the insidious counsel 

of Ruthven and the open cruelty of Lindsay. 

In Allan's drawing, the three main figures are clearly identified. It 

is entitled, "Lord Ruthven & Lindsay force Q. Mary to Resign the 

Goverment". The cloaked nobleman beside Mary's chair must therefore be 

Ruthven, and in the painting certaiAly shares the hooked nose and coarse 

mouth of the armoured figure from the assassination of Rizzio. His rather 

attenuated proportions, -occasionally found among Allan's later works 
though incipient in "The Continence of Scipio" from 1774, suggest an evil 

more Machiavellian than that of the blunt Lindsay. He, meanwhile, has 

lost his armour and helmet in the two years since Allaiý's preparatory 

sketch, but retains a firm grasp on his sword. Allan may have felt that 

to have included both sword and armour would have been to strain for 

effect. The final characterisation, a glowering, fleshy-faced soldier 

whose emphatically pointing finger is poised at the very centre of the 

composition, is one of the most dramatic and convincing creations of the 

entire series. 
This austere picture is the climax of the story. Little effort is 

expended on those smaller objects which divert attention from the crisis. 
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Even the richly embroidered tablecloth serves to emphasise the bare 

stones of the floor, the weapons of *the nobles and those hanging on'the 

wall- reminding the viewer that the scene is set in a castle; Allan may 

have sketched contemporary examples of these as part of his own research 

or even as work f or Buchan. That crisis is the *conflict described by 

Robertson, enacted on a lonely island amid a country enmeshed in a web of 

conspiracy and violence. Allan reduces the scene to its barest 

essentials, in accordance with Academic theory: 

"Whenever a story is related, every man forms a picture in his mind of the 
action and expression of the persons employed, The power of representing this 
mental picture on canvassis what we call Invention in a Painter, And as in the 
conception of this ideal picture, the mind does not enter into the minute 
peculiarities of the dress, furniture, or scene of action; so when the Painter 
comes to represent it, he contrives those little necessary concomitant 
circumstances in such a manner, that they shall strike the spectator no more 
than they did himself in his first conception of the story, "86 

With Allan, as emerges both from his writings and from his practice, it 

was a matter of positive pride, almost of artistic faith, to obtain 

absolute accuracy of costume in his works. Dress, to the last curl of 
braid or tuck of lace, is precisely rendered, but rising above all such 
"artful play of little lights" in this painting is the terse, powerful 
depiction of the final stage in a struggle for dominion. 

The two remaining characters in the painting recall a typical device 

of Allan's, one whereby he offers a comment upon the situation he depicts. 
The 

, 
woeful maidservant wringing her hands is of a type familiarý since 

his Italian years, though generally shown with a happier aspect. The 
decisive face of the elderly nobleman bearing the third document suggests 
a study of particular likenesses, or perhaps some working from the life, 

combined with a regard for appropriate expression. The features have the 

robust vitality found in Allan's better, more weighty portraits. 06 
Together, occupying the place and altering the r-61e of the soldiers at the 

window in Hamilton's picture, or the shadowy figures in the background of 
Runciman's, these two characters introduce a much-needed sense of 
humanity, the natural regard for the troubles of a prince and a woman, so 
often foreign to the participants in this tragic saga. 

Nary did not long remain a captive in Lochleven. With his depiction 

of her night escape from the island fortress, Allan adds a brief note of 
hope to the narrative he is following, and provides an unusual view of 

one of the best-known episodes of the Queen's life. Everyone knows how 

Mary won George Douglas, the youthful brother of William, her keeper, over 

to her side, and how he or an accomplice purloined the keys to gates 

which he relocked once the Queen and her maids had escaped, afterwards 
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dropping the keys into the loch. Everyone knows that a boat was 

prepared, and that a mounted escort was waiting to convey Mary to 

Niddrie. It is little wonder that the episode is so famous, or that 

paintings of it are so numerous. 
Most other representations of the escape show Mary and Douglas, with 

a few attendants, actually preparing to embark. Quite correctly for a 

striking Historical composition, artists chose the few moments of 

greatest tension, conveying by gesture, expression and carefully Judged 

effects of cbiaroscuro the anxiety of those escaping. Every viewer also 
knows that the escape was successful. Ideally, whether regarding any one 

of the subsequent representations - those by Alexander and Graham are 
the only known forerunners of Allan's - or reading the passage in Scott's 
The Abbot, the public should for the moment willingly suspend its sense 

of distance and enter vicariously the world recreated by the artist. To 

the student of history, of' course, and even to almost every viewer and 
reader, it is no less certain that the battle of Langside, the flight to 
Carlisle, and Mary's second -term of imprisonment followed soon after, to 
be attended by not even a temporary success. 

Allan's picture is not,. like those otheF representations, to be seen 
wholly in isolation, a dramatic setpiece, but must be considered as part 
of his series. He can, in. fact, be seen to sacrifice the individual 
dramatic potential of the depiction to the greater demands of his 

narrative as a whole. His interpretation can, in this case, fortunately 
be followed from one small sketch, perhaps his first' idea of the 

composition, to the finished oil painting itself. 

Figure 174 
The broad lines of the drawing are followed in his painting, but the 

FLA 17 X111 whole conception was refined and made clearer as Allan brought the work 
to completion, in the summer of 1789.67' After the confines of the 

streets of Edinburgh and the Castle of Lochleven, Mary is seen once more 
in a landscape setting. From the moonlit walls of the castle on the 
little wooded island, the eye travels swiftly to. the party on the 
lochside, over the straining boatman in the shallows, notes the agitated 
gesture of the maidservant and' the hasty backwards glance of young 
Douglas, then is guided by the sweeping welcome of Lord Seaton towards 

the silent troop of horsemen waiting among the trees. 08 Nothing could be 

clearer. ' Then this movement comes to rest on the repcussoiz- figure in 

helmet and armour extending his own hand in greeting, and memories of 

other pictures in the series flood back. This armoured figure is the 

only major addition tq the drawing, in which there was no interruption of 
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the progress to the horses, although another. soldier may be discerned, 

half hidden, in the shadows. 

Similar armour-clad attendants are to be seen at the sides of the 

drawings for Knox before the Privy Council and for the abdication scene 

itself. Conventional they may be; insignificant they certainly are not. 

The reality of conflict was ever present in Nary's Scotland. Furthermore, 

there is yet another compositional motif the inclusion of which in the 

"Escape from Lochleven" disrupts any feeling of congratulation on the 

part of the attentive viewer. In the drawing of her arrival at Leith, 

Mary is placed between the French vessel and her own capital, and she 

looks away from both. The scene at Inverness, and that in the Council 

chamber, see her confronted with warring factions in her own country. In 

both the drawing of the death of Rizzio and that of her surrender, she is 

hemmed in by two or more figures. In the abdication scene she is not 

only constricted by Ruthven and Lindsay, she is in addition imprisoned in 

a castle an an island. When she escapes, Allan depicts her once more 

between two figures, and confronted by a man in armour. It is difficult 

not to conclude that here too he must sound a jarring note. Were it not 

for the presence of the ominous soldier, it could be argued that the 

painting of her escape shows that Mary could still be beloved of old and 

young. History, and Allan's technique of introducing subtle contrasts and 

comments, suggests a different tale. 

In -both painting and drawing, Allan includes a minor detail which 

would pass unregarded by many, though it would be appreciated by those 

more familiar with the history of Mary Stuart. Her anxious maidservant 

carries a small case under her arm, only vaguely delineated in the sketch 
but in the painting approximating to the "small Sylt coffer, not fully ane 
fute lang, garnisht in sindrie places with the Roman letter F. under ane 

King's Crown" in which the Casket Letters were said to have been 

contained. 89 Whether or no these letters were in any way genuine, or, as 

seems incontrovertible, the whole story were "a most palpable and daring 

falsehood", there can be little doubt that Allan makes a quiet reference 

to their "discoveryu. s4cl 

On a minor note, the decision to show the scene from Mary's landing 

point an the shore allows Allan to depict the loch, the castle and the 

surrounding hills, possibly from a sketchbook of earlier years but 

certainly from his own observation. This particular site of historical 

importance is less than twenty miles from his home town of Alloa, and 

even closer to Pitfirrane House, where he had recently run to earth a 
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Figure 2 T5 

couple of seventeenth-century partraits. 91 The style of the drawing is 

quite different from that of others in the collection. Definite pen lines 

are few and largely confined to the castle and the skylines of 

the hills. Instead, as befits a night scene, most of the composition is 

executed in different depths of 'wash, applied with a deft and rapid 
brushstroke. The original outline of the full moon, for instance, did not 

run at all when the artist changed his mind and, with a single curl of 
his brush, made it a crescent, its waning an echo of Mary's declining 

fortunes. The hour of her escape is changed in Allan's painting, as 
immaculately preserved as any of his ails, its "keeping" a fine balance of 

rich hues and sombre tones. A bleak landscape and louring sky provide 

an ominous contrast to the delicate tints of the Queen's robe, tints taken 

up by the rosy-tipped clouds beyond the Lomond hills, where the 

east now glimmers with some streaks of day. Any hope suggested by this 

dawn, however, was illusory. 

Although he intended to paint Histories from at least three further 

episodes in Mary's life, only one more such picture by Allan is now known 

to exist . 112 The final work in the series, and the final act of Mary's 

life, her execution at Fotheringay was the third of the paintings which 
he exhibited at the Society of Artists in 1791. It is again most likely 

that the preparatory drawing offers a close approximation to the 

appearance of the painting, which is now unlocated, as is a copy painted 

as a pendant to the small "Resignation of the Government". 93 

The great hall of the castle is represented as a long room with a 

panelled ceiling and recessed windows with double lancets. Towards one 

end is erected the low dais an which wait Mary, the master of her 
household Sir Andrew Melville, two maids and three manservants, and the 

anonymous headsman, while Beale, "with a loud voice", reads the warrant 
for the execution. 94 Behind him Allan distinguishes the figures of the 
Dean of Peterborough with his gloomy ecclesiastical robes, a Bible 
ironically hidden behind his back, and a tall, resolute English nobleman, 
presumably the Earl of Kent, attending to the words of a companion. 96 For 

once, Mary is not immediately enclosed, either by her own ambitious 

nobles or by anyone else. On. ly the maidservants, "whinning and 

weeping" as a contemporary English account had it, are by her chair, and 

are clearly subordinated. '" She - having already said her own prayer in 

Latin - remains composed in a manner unknown to most other events of her 

life; Knox sardonically recorded that, after he spoke against her marriage 
to Darnley, "skarslie could Marnock, hir secreat chalmer-boy, gett 

neapkynes to hold hyr eyes drye for the tearis" . 97 
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In this small sketch, its largest f iSures measuring barely two inches, 

tancy is achieved. Once more a powerful impression of tension arid expect 
devices typical of Allan's art may be seen, particularly in the exchanging 

of glances from one courtier to another, in the weeping ladies, and in the 

averted face of the executioner. There again is the almost overlooked 
touch of natural remorse and humanity in the poignant couple of youths 

praying at the side of the dais. There too, beside them, like a recurring 
evil spirit, is the final appearance of a soldier in complete armour. 

Of Allan's cycle as a whole, only the eight scenes variously depicted 

and already described are known to exist. In addition to a "Book of 
Slight Sketches from the History of Queen Mary", which may refer either 
to more of the artist's researches among old portraits or, more probably, 
to figure studies and groups such as those which form so prominent a 

part of the preparatory work for The Gentle Sbepberd, the first sale of 
Allan's effects included a picture of the Queen with Kaitland of 
Lethington, a subject otherwise unknown, one not even included in a pro- 

-hose references imply that Allan intended visional list of titles. " If t 

to illustrate each subject, then he may originally have thought, in a 

moment of reckless enthusiasm, to paint almost twenty canvases. 
The scheme was in any case an ambitious one, one which combined in a 

particularly fruit tful manner Allan's antiquarian interests, and his high 

regard for Scottish subject- matter, with his hopes for Historical Com- 

position itself. He must have seen it as the peak of his mature 

achievement, his most significant contribution to the Grand Manner he 

once feared he would have to abandon "for want of incouragem'ý". 99 At 
least three, perhaps four large canvases were painted, three scenes from 

the cycle being exhibited, and while it is quite improbable that Allan did 

complete it as fully as he originally envisaged, it is by no means im- 

possible that some paintings are lost and still to be discovered. 

Even if the artist never saw. in reality and in its entirety the series 

around the walls of his studio, it is certain 'that he could at least imag- 

ine all these paintinrs hanging together. The series does indeed gain 
formally from such a ju:: taposition as may be effected with those pictures 
known to have been made and approved by Allan, these being nine in 

number. 111c' It would be to consider too curiously to attempt any 

reconstruction beyond that which is Justified by contemporary listings. 

In any case, the cycle is more forceful and tightly organised as it 

survives than it would be if such scenes as "Mary sent to france" and 
"[Filsher boat 20 persons to Carlile" had been included. On the other 
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hand, "[Dlarnley marriage" would have introduced a note of regal 

splendour, with "Knox destroys" offering a sinister and discordant 

contrast. 
Perhaps the most striking fact to emerge from this reconstruction is 

that Mary only really dominates one picture, that of the siege at 

Fiew-e US Inverness. -In all others, she is - quite apart from her often being 
literally confined - clearly at the mercy of other characters, or swayed 
by their counsel. It is, admittedly, seldom difficult to distinguish the 

principal figure "at the first glance of the eye", but equally obvious is 
the fact that the current of events can neither be stayed by Mary nor by 

her altered in its course. 101 Allan states and reiterates in visual terms 

the indecisiveness so often displayed by Mary, Queen of Scats. 

Figures 1644S That the cycle was to be both understood sequentially and, in a 

manner, appreciated synchronously, is readily established. In the f irst 

two pictures, attention is directed to the left side of the setting, 

towards the city of Edinburgh or the Castle of Inverness. As is 

indicated by the perspective of flagged interiors or floorboards, the 

depictions of Rizzia's murder and the "Resignation of the Government" are 
to be viewed from a position approximately central to these scenes, the 
final act of the drama meanwhile being as clearly viewed from its left, 

with attention focused an the Queen herself to the right of the picture. 
Just as the cycle is thus balanced in its entire movement when viewed as 
a whole, when attention travels from picture to picture in chronological' 
sequence a similar concern for harmony is apparent. The double 
ba. ckground in the first scene, with the recently arrived Queen and 
entouz-age at centre, is in formal contrast to the composition of the 

second, the smaller mass of the distant fortress being balanced by Mary 

and her escadron de ser-vice. The gesture of her mounted courier, though 

primarily to be interpreted as one of deference to Nary, in continuing 
and balancing the diagonal initiated by her own gesture of command also 
serves to impel the viewer's eye to the setting of the chamber in which 
sits the Privy Council. The first version of this scene, enclosed as it 
is, was impatiently cancelled in red chalk by Allan himself. In the 

second version, static in composition however turbulent in historical 

consequence, the dismissal of Knox leads on to the next episode in turn, 

not the killing of Rizzio but a quiet scene of "Queen Mary and her 

Secretary", unlocated since 1797.1c'--L By this conjectural restoration of 
the position of this lost piece, even without any speculative 

reconstruction of its composition, the violently divided painting of 

Figum 170 Rizzio's assassination now occupies the central place in Allan's sequence. 
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-Figure 87 

Pigure 2vt 

Thus it is not only this picture which is apparently torn apart, it 

is the entire Historical cycle itself, with the rule of violence filling 

the void left by the unhappy monarch as she recoils. The Countess of 
Argyll f lees the cabinet in Allan's drawing, but is omitted in the 

painting, the artist evidently f eeling that the impulse towards the right 
given by the Queen herself was suf f icient. There is no respite in the 
following picture, Mary hustled through the streets of Edinburgh 
following her surrender, a scene of turmoil suddenly stopped and 
contained by the massive wall at right. The suggestion that Fate is 

closing in upon Mary Stuart is reinforced by the next picture, the 

claustrophobic depiction of her confiýe'ment in Lochleven amid the 

predatory lords. With the hopeful painting of the escape from Lochleven 
Allan returns to the open landscapes of earlier events, but the promise 
is illusory and the strong impetus to the right, over the share and 
towards apparent safety, flows past the waiting horses and leads 
inexorably towards the final episode in the great hall of Fatheringay. 

Thus Allan very clearly saw his cycle as a unif ied whole, in much the 

same way as Hamilton had conceived his own series from the Iliad. That 
Allan never, apparently, completed the sequence of paintings, nor even 
made prints of his designs, is to be regretted. At the very least, these 

would allow a more correct imaginative reconstruction of his project, as 
finally envisaged, to be made. 

It is pleasant to pause for a moment and visualise the actual process 
of Allan's preparation once he had gathered together literary information 

and visual material - including perhaps miniatures sent by patrons as 
understanding as Sir John Halkett - in his new rooms at Dickson's 
Close-103 The scene must have been similar to that already described in 

a letter to the Earl of Buchan, with Allan in his "night cape" and reading 
on before the sinking fire of which he has long been oblivious, immersed 

as he is in the study which is all his comfort. - It is easy to imagine 
the artist poring over the heavy volumes by flickering candle-light, 
occasionally comparing and collating different accounts, turning from one 
source to another with the nervous intensity captured in Anne Forbes's 

portrait of some years previously, as he quickly scratches down another 
brief note and reference. Nor is it difficult to think of his glancing up 
momentarily, as Corvi had seen him earlier still. at the clatter of 
midnight footsteps slithering on the plane stanes below; a linkboy 

perhaps, a cadie, or a Lochaber-wielding member of that black banditti of 
"toon rottens", the "very terrible looking men" of the City Guard. 104 
While others were returning from taverns and oyster cellars, waling their 



227 

steps cautiously through the narrow wynds and steep closes at either side 

of the High Street, maybe southing over a popular air to which a new set 

of words had recently appeared in The Scots Nusical Nuseum, Allan was to 

be -found following his own natural turn for seclusion with his favourite 

work. Thoughts of his vigilant supervision of the Academy, his designs 
for manufacture, his intricate plates for Taýsie's Catalogue, and his no 
doubt demanding private drawing classes, could all be set aside for the 

present. His mind was upon History, and he determined to exercise his 
brush and brains in upholding the noblest part of painting. It is then 

easiest of all to see again the steady, thoughtful gaze of his self- 
portrait as Allan contemplates his current project, possibly considering 
that an illustrated edition of Robertson's History would repeat, perhaps 

surpass, the success of The Gentle Sbepberd recently published by the 

Foulis Press, but more probably hoping that here at last was a welcome 

opportunity for a Historical Fainter to derive advantage from the 

popularity of historical writing. It was a chance not to be missed; once 

more to accommodate himself and his art to public taste, but this time to 

a taste which might actually welcome the sublimer efforts of the pencil. 
In his letter of September 1789 to the Earl of Buchan, it is 

impossible not to remark-the note of disappointment when Allan tells of 
his Lordship's having missed the opportunity to see two large Historical 

pieces. As a compensation, however, he could take pride in displaying the 
latest specimens of his Invention to Robert Riddell of Glenriddell, then 

arrived in Edinburgh after a tour spent seeking- out antiquities and 
anecdotes connected with the unhappy Queen. How he came to hear of 
Allan's similar activities is not known. He may have been told of these 

researches by any of the artist's patrons, or been directed to Dickson's 
Close by Principal Robertson. His record of the meeting is 
disappointingly brief: 

"Mr Allan the Painter then shewd me two Historical pictures of his 
Composition - The one Mary Queen of Scotland a prisoner in Lochlevin 
Castle, forced by Lindsay to sign her abdication of the Crown The other 
her escape from thence, " 106 

There remains the question of why Mr. Allan chose f or his series the 

particular theme he did. The easy and immediate explanation, of course, 
is the success of Robertson's history of the period, but other eras in 

Scottish history could have yielded subjects as dramatic and equally well 
known to the reading public. Gilbertfield's paraphrase of Blin Harry's 

Vallace was popular throughout the century, and according to Dr. Wright's 
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"sketch" of Allan's life the artist made some contribution to a "Life of 

Sir William Vallace". 106 He certainly made a version in aquatint, of an 

old picture of "Gulielmus Vallas de--Ellerslie" for, the Scottish Society of 

Antiquaries, towards the end of 1783.1 07 Robert Burns, whose youthful 

enjoyment of "the life of Hannibal and the history of Sir William Wallace" 

was not surpassed by his reading of any -other books, later subscribed for 
I 

an edition of the Actis and Deidis of the Illuster and Vailyeand Camploun, 

Scbir Villiam Wallace published by Morison of Perth "from a manuscript of 

great antiquity in the-Advocate's Library; with an Engraving of him from 

a genuine picture in the possession of the Society of Antiquarians". 1111 

At about the same time, -December, 1790, the English antiquarian John 

Pinkerton published The Bruce,, cr,. the Ristory of Robert I lCing of -5, cot- 

land, again "done from an old Manuscript in the Advocate's, library"--" 

Mary's literary appeal was not limited to the pages of Robertson's 

Ristory. Quite apart from general histories like those by Hume and 

Smollett, Samuel Jebb, James Anderson, Dr. Gilbert Stuart and a Mr. Whitaker 

all wrote specifically about her in the eighteenth . century. ' 10 The 

authenticity of the Casket Letters continued to be a fertile field for 

speculation, despite the convenient disappearance of the originals. and the 

suspicious circumstances in which they had been all too readily produced. 

Walter Goodall, Keeper of the Advocates' Library,, published in 1752 an 
"'acute and ingenious" proof that they were forgeries. "I Soon af terwards, 

William Tytler, whom Burns was later to address as "Revered Defender of 
beauteous Stuart", published a passionate and polemical Inquiry. ... 4n to 

the Evidence a. -ainst Nary Queen of Scots. ' 12 His "Historical and ý Crit- 

ical" investigation is meticulous and ' wide-ranging, revealing from 

contemporary sources material passed o, Ver by Robertson and Hume, proving 

the falsity of some assertions' they accepted, as genuine, and adducing 

some evidence unknown to both. 11: 3 His account of the notorious Casket 

Letters in particular scrutinises the available evidence with a thor- 

oughness, an attention to circumstance, -detail, ' linguistics, and logic 

itself, which is quite unrivalled in the pages of 'his two fellow* Scottish 

histarians. 114- An enlarged edition of his work was published in 1790. 

David Allan's are among the earliest examples of Historical -paintings 

based on events in the life of Mary Stuart, being planned long before the 

historical novels by Sir Walter Scott which coloureýd every representation. 

of these and of other 'subjects, ' throughout the niýeteenth century. The 

writings which prompted Allan's choice may not have been works of his- 

torical enquiry alone. He would have been aware of the cult of Sensibllit6 

in popular literature, a cult which probably explains much of the 
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concentration among contemporary artists upon the more harrowing moments 

of Mary's life; Burke, after all, had laid down that "Beauty in distress is 

much the most affecting beauty". "c- It even gave rise to an unusual 

musical venture at around the same time as Allan was painting his 

Historical cycle. Prints, made by William Gardiner after the paintings 
Figure which Rigaud exhibited at the Royal Academy in 1791 and the following 

year, were actually published in a Representation of the Execution of 
Nary Queen of Scots in seven views, The music composed far and adapted 
to eacb view by the Earl of Abingdon. These prints were published in 
1790 and 1791, and were apparently intended from the first to accompany 
such a representation, which may go some way towards explaining Rigaud's 

remarkable concentration upon the Queen's last days. "- 
Mary Stuart as a historical character can still arouse great interest, 

fascinating popular historians and public alike. In the eighteenth 

century, it seems, she could still occasion strong emotions, not solely 

among Scots. Dr. Johnson's outburst in the Laigh Parliament house is 

famous. ' 17 Reynolds could have admitted her as a figure who "powerfully 

strikes upon the publick sympathy", and Robertson frequently pauses to 
declare the natural regard which ought to be accorded her troubles, the 

more so because they befel a woman, and a prince at that. 118 Burns 

combined a pity of "the amiable but unfortunate Mary Queen of Scots" with 
a hatred of that "rocky-hearted, perfidious Succubus the infernal 
Bess Tudor". ' It is noteworthy that Allan too was in the camp which 
saw the Queen as "unfortunate", though he resists the fatal temptation t6 

wring every drop of emotion from her plight. Catholic martyr she may 
well have been, but it is stretching a possibility to breaking point to 

see her outflung arms in the painting of Rizzio's assassination -a 
variation on the arans attitude of grief an classical sarcophagi as a 
reference, and a none too subtle one at that, to a Crucifixion scene. At 
the same time, viewers should not be blind to the dependence of the 

mocking in the streets of Edinburgh an traditional representations of the 
Procession to Calvary, however careful Allan's attempt to recreate the 
Royal Mile of 1567. 

Such authenticity throughout the series is incidental. details being 

employed strictly as "a part of that whole which would be imperfect 

without 'them". 120 The paintings were not to be merely of lards and 
ladies wearing closely researched period dress in convincing sixteenth- 
century interiors. There was a deeper reason for Allan's devoting "much 

of his leisure time" to the study of antiquities týan a desire simply to 

please the public, largely uncritical as it still was of historical 
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accuracy. He did not have to ransack the Scottish past for subjects 

simply to fill up canvas in order to make a living, since for his scenes 

of Scottish life and character, when they were made available as prints, 

there existed an assured and eager market. The financial security of his 

post at the Trustees' Academy allowed him, for the first time in more 
than a decade, to take up again the practice of History painting as he 

had begun it in Rome. He had recently written that 

"without descending to mean and low objects, it is possible, by a strict 
adherence to truth and nature, to produce compositions, which though not so 
striking as the sublimer efforts of the pencil, are yet capable both of 
pleasing and instructing, in a very high degree, " 121 

How much more, then, would he be determined to adopt such an approach, 

and enshrine such teaching, in true Historical Composition? 

The "eminent instances" prescribed for History paintings were of the 

heroic past, but the instruction they were intended to convey was 
directed at the present. Allan was painting his cycle between - as the 

narrowest possible limits - the summer of 1789 and the spring of 
1791.1,22 One contemporary event so strongly echoes the salient facts of 
Mary's troubles that an initial recognition of its importance could easily 
blind a viewer, of whatever century, to the possibility of alternative 

references. Although it was not until 1793 that Louis XVI and Marie 

Antoinette were actually beheaded, the rising of a people against monarch 

and aristocracy had shaken the confidence of British society to its 

roots. That artists of the time were disinclined to exhibit pictures of 
Mary's enforced abdication suggests that the deposing of a monarch was 
an uncomfortable theme, however affecting her execution was found. The 

riots against Dundas, the abortive Pike Plot and the notorious sedition 
trials were yet to come in Edinburgh, but the distant wrangling of Burke 

and Paine was in full swing while Allan was composing his Historical 

pieces, a number of Glasgow weavers had been shot by troops in 1787, and 
the events of the French Revolution were surely a major topic of 

conversation and debate among every section of the British people. 123 

Henry Cockburn, in his Xemarials, records how 
Ngrown up people talked at this time of nothing but the French Revolution, 
and its supposed consequences; younger men of good education were immersed 
in chemistry and political economy; the lower orders seemed to take no 
particular concern in anything. .. if the ladies and gentlemen, who formed 
the society of my father's house, believed all they said about the horrors 
of French bloodshed, and of the anxiety of people here to imitate them, they 
must have been wretched indeed, Their talk sent me to bed shuddering, " 124 

Cockburn's opinions to the contrary, some of "the common people" took a 

particular interest in the situation across the Channel and in the 
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principle of Ref orm generally. A Society of Friends of the People, its 

very name recalling Karat's unofficial title and his "virulently 

democratic paper", was formed in 1792, Trees of Liberty were raised in 

Dundee and Perth, and in December of the same year a General Convention 

of the Friends of the People in Scotland was held in Edinburgh, at which 

there was a unanimous call for universal male suffrage. 125 Burns had 

been an "enthusiastic votary" of France in "the beginning of the 

business", but 

Nwhen she came to shew her old avidity for conquest, in annexing Savoy, &c, to 
her dominions, I- invading the rights of Holland, I altered my sentiments, " 126 

By that tine, "Royalist & Jacobin had set all Britain by the ears", 
"everything rung, and was connected, with the Revolution in France", and 

Burns, called before one of the Supervisors General of the Excise, was 

"very near being turned adrift in the wide world" on account of his 

earlier and unguarded enthusiasm. 121 

It is unlikely, even in this x7ilieu, that Allan's Historical cycle would 
have been construed as evidence of any disaffection, though it did touch 

upon matters of great contemporary delicacy in a way that an individual 

painting of Mary Stuart's entecut -ion, or a set of engravings depicting her 

final hours, did not. After all, he freely chose to exhibit a painting of 
the abdication itself. Ironically, he may initially have conceived the 

cycle before events in France engaged the attention of the world. To 

confine a view of this aspect of Allan's cycle to such an apparently 

obvious relationship with the affairs of the day is to adopt too narrow a 

perspective, and is summarily to dismiss his work as a simple seizing an 

events of contemporary notoriety, an appeal to a predictable public 
interest in any paintings treating the theme of dispossessed royalty, a 
theme which most artists - sensitive to the political situation - were 
too cautious specifically to essay. Furthermore, the parallels between 

Mary Stuart and Marie Antoinette, or, for that matter, Charles I and Louis 

XVI, were much more striking after 1793, and even then only in that all 
had been executed. It would hardly have been possible far the cam=cn 

people and whatever constituted the educated classes to rise against the 

nobility and the Kirk in s ixteenth- century Scotland. It may therefore 

legitimately be asked why Allan contemplated an entire cycle of 

uncommissioned paintings an such a theme. 

Or Allan was an individual artist seeking, in this instance, a theme of 

both historical importance and contemporary significance. The historical 

interest of Mary's story is not in question, even if it is. seen simply as 
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a tale of the harm that befell one who stood in high degree. What 0 

relevance her story had to Allan's Scotland would have depended upon his 

own interpretation. If, rather than seeing Mary Stuart as a perfect 

example of a historical object of sympathy, he were in fact thus con- 

cerned to f ind a parallel between events in the past and those in his own 

century, Allan was original only in that his subject-natter was Scottish. 

Those popular choices from the History of EnEland, those scenes of the 

signing of Magna Carta or the surrender of Calais, may frequently be seen 

to point a moral relevant to the time of their execution and in 

accordance with the known political convictions of their creators-121, 

Copley's maTnum opus depicting a king rebuffed met with a royal reproof 

when the Queen described it as a most unfortunate subject for the 

exercise of his pencil. 

The most persistent theme to emerge from Robertson's History, as 

indeed from any adequate study of Mary's times, is the continual scheming 

of the nobles. The theme necessarily underlies Allan's series, together 

with a single glance in the direction of the no less significant religious 

developments of the time. Any attempt to see these paintings from a per- 

spective which approaches that of his contemporaries must take account 

of that distrust, so characteristic of the Enlightenment, of all 

"enthusiasm", and Allan may well have been aware of the interminable 

dissention and formation of factions within the Presbyterian Church. His 

interpretation of Mary's life and times might conceivably include a 

further recognition, however, extending their national relevance into his 

own century. 
Before describing the murder of "Seigneur Davie". Robertson pauses to 

explain why he has chosen to devote so much space to the likes of a 
Provengal musician, such as Rizzio had been: 

" if we regard the barbarity of that age, when such acts of violence were common, 
or the mean condition of the unhappy person who suffered, the event is little 
remarkable; but if we reflect upon the circumstances with which it was attended, 
or upon the consequences which followed it, it appears e, -, tremely memorable; and 
the rise and progress of it deserve to be traced with great care', 129 

Had David Allan reflected upon the consequences which followed the events 

of Mary's life, the internecine strife which is a recurring theme in his 

cycle may have appeared "extremely memorable" for reasons other than the 

misery it caused his unfortunate heroine. The consequences of this 

struggle for power were visited not only upon the Queen, but upon her 

country as a whole. Turmoil was, of course, always actively encouraged 

by Elizabeth's political advisors, as an economical and effective way of 
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keeping the smaller neighbouring realm too concerned with internal 

division for it to present any serious northern threat, and the religious 

fervour of the age worked immensely to the advantage of this policy. 

Most of the Scottish nobles had become Protestants; Nary was a devout 

Roman Catholic. The conventional religious thought that in her end was 
her beginning - 11en na fin est mcn commencement" - apparently proved too 

subtle for at least one English gentleman of her own day. 13* This 

"riddle" was to assume a significance beyond the personal, one which Mary 

herself could never have anticipated. In the troubles which her dis- 

possession was supposed to end lay the beginnings of a new phase in 

Scottish political life, accompanied by the ascendancy of the Kirk. 

The Reformation made an understanding, if not any formal alliance, 

-land and an England likewise opposed to the Papacy between Calvinist Scot 

more logical and acceptable to the nobles, not to mention the Kirk, than 

a continuation of the Auld Alliance with Catholic France, then with Spain 

Elizabeth's major adversary. The upholding of the reformed religion 

appeared more important than the safeguarding of the country against -1. -he 
in-frigues of and attempted assimilation by the ancient, and closer, 

enemy. The events of the time, symbolised or concentrated in Mary's 

struggle and downfall, can in fact be seen as direct harbingers of that 
kind of incorporating Union which one Scat described as occurring "when 
the poor bird is embodied in the hawk that hath eaten it Up". 131 The 

treachery and self-seeking of the Scottish aristocracy did not end with 
Mary's death or James's majority. Even English agents could be scunnered 
by the character too often evinced by the descendants of those concerned 
in the story of Mary Stuart. Defoe wrote that 

'the great men are posting to London for places and honours, every man full of 
his own merit and afraid of everyone near him: I never saw so much trick, 
sham, pride, jealousy and cutting of friends' throats as there is among 
the noblemen, " 132 

The eighteenth century was, in the estimation of many of those living and 

writing in it, "the historical age". 133 David Allan was well read in the 

history of his own land, and as deeply concerned with the depiction of 
these past events as he was with illustrating Scottish literature and 

recording many aspects of the life he saw around him. As soon as he 

returned to Edinburgh from London in 1779 he was hoping that his patrons 

would continue to employ him in his native country. 134 The views of at 
least one of these patrons, the Earl of Buchan, might profitably be cited, 

at the same time as his own interest in the "biographical gleanings" and 

portraits of illustrious Scots is remembered. 136 Bearing in mind that 
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Allan, when "in company he esteemed", delighted to discourse "an the 

antiquities and literary history of his country" in a manner "playfully 

replete with benevolence, observation, and anecdote", and recalling his 

reference in a letter to Buchan, A prcpos a miniature of James V, to 

Pitscottie's Histor-le, it is possible to imagine something of what must 

often have passed between the two in talking over their various mutual 

interests. 13r, Allan welcomed any chance of meeting those "whose 

knowledge and conversation [were] improving to Painters", and Buchan was 

not noted for his reticence. 137 Below one of those copies of "unengraved 

portraits" which he prepared at Dryburgh Abbey in 1794, that of Fletcher 

of Saltoun, firmest opponent of the Union of 1707, Buchan wrote: 
"This is Fletcher my Countryman, the last of the Scots, whose Religion was a 
divine Philosophy in the soul, & who set up Marcus Brutus for his Pattern, "" 

It would be remarkable if Allan, in all the years that he knew Buchan, 

were not at some point regaled with' pronouncements of this nature. 
Whether he agreed with them or no, it is perhaps not too ingenious to 

surmise that Allan saw clearly the roots of Scotland's present history in 

the events of two hundred years before his birth, as surely as he could 

suggest a deeper meaning, or the motivations and feelings of characters, 
below the superficial appearance of a composition. In such a historical 

perspective, the last words of James V, referring to Margery Bruce upon 
being brought news of the birth of his own child, are ironically apposite: 

"Be this the post came out of Lythgow schawing to the king goode tydingis that 
the quene was deliuerit, The king inquyrit Vither it was man or woman '. The 
messenger said It was ane fair douchter. ' The king ansuerit and said, 'Adew, 
fare weill, it come witht ane lase, it will pase witht ane lase, ' and so he 
recoramendit himself to the marcie of Almightie god and spak ane lyttill then 
frome that tyme fourtht, bot turnit his bak into his lordis and his face -into 
the wall, ' 139 

It was an uncannily accurate prophecy, though he was speaking only of the 

Stewart crown. 
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"Queen Mary making her escape from Lochleven Castle", 1789. Sold in 
Edinburgh, 1797. Oil an canvas 47 x 61%. Private collection ( H. K. ). 

IIV. C Weighing ingots at the Earl of Hopetoun's lead works, Leadhills 1, 
c. 1780/85. Oil on canvas 15 x 22. Private collection ( J. H. B. ). 

XV. C Illustration 1, c. 1790/96, to "Strathallan's Lament" by Robert 
Burns Ube Scots Musical Museum, Volume 11 (1788), IT 132, p. 138. ) 
Pen. and watercolours 3A x 5% (oval). Royal Scottish Academy. 

XVI. C Illustration 3, c. 1794/96, to "The Broom of towdenknowes" by "S. R. " 
Ube Tea-Table Niscellan7, Val. 1 (1724), p. 17; Ancient and Modern 
Scottisb Songs, (1776), Vol. I, p. 181; SjYA Vol. 1 (1787), IT? 69, R 70; 

. 
Scotisb Song, (1794), Val. I, p. 118). Pert and watercolours. 3A x 5: 9 
(oval). Royal Scottish Academy. 

XVIL C Illustration 1, c. 1794/96, to "Sae merry as we hae been" (Scottisb 
Songs, (1776), Vol. I, p. 286; Scotlsb Song (1794), Vol. I, p. 121). Pen 
and watercolours 37a x 536 (oval). Royal Scottish Academy. 

XVIII. I Illustration 1, c. 1790/96. to "The Young Laird and Edinburgh Katy" 
by Allan Ramsay (TTN, Val. 1 (1724), p. 81; Scottlsb Songs, (1776), 
Vol. II, p. 117; SXM, Val, 11 (1788), IT 171, p. 179). Pen and 
watercolours I 

3Ts x 5: 4 (oval). Royal Scottish Academy. 

XIX. E Illustration 1, c. 1790/96, to an unidentified Pastoral song. Pen 
and watercalours 3-% x 5% (oval). Royal Scottish Academy. 

I Illustration 1, c. 1790/96, to a song in The Cbarmer, (1782, publ. 
James Sibbald), Val. II, p. 190 (untitled; first lines as inscribed). 
Pen and watercolours 3% x 5% (oval). National Librar7 of Scot- 
land, MS. 15953, f. 37. 

XXI. C Illustration 1, c. 1790/96, to "Within a Mile of Edinburgh" by 
Thomas D'Urfey, the title and two lines of -verse inscribed by Allan 
(Playford's Wit and KIrth (1698); SXX, VOL 1 (1787), Y? 48, p. 49; 
Herd's 1791 collection, VOL II, p. 55). Pen and watercolours 3A x 5% 
(oval), the sheet 6x 8%. Royal Scottish Academy. 

XXII. I Illustration 1, c. 1790/96, to "The Bagrie olt" (The Char-Mer (1749,. 
publ. J. Yair); Scottisb SonTs, (1776), Val. II, p. 19; a different version 
in SXX, Vol. 1 (1787), N? 33, p. 34.1. Pen and watercolours 37a x 5: 9 
(oval), with lines from "Contented wi' Little" by Robert Burns (1794) 
added after 1796, probably by George Thomson. Royal Scottish Academy. 

XXIII. "Black Stoor' (Presb7terian Penance), signed & dated 'D. Allan del. 1795". 
One version sold in 1797 as "Presbyterian Church Penance". Pen and 
watercolours over pencil 13% x 17A. National Galleries of Scotland, 
Department of Prints and Drawings, D 4373. 

IXIV. C View of the High Street, Edinburgh It C. 1790. One of a pair sold in 
1797. 

' 
Pen & watercolours over pencil 144 x 21 , with strip (1: 9 wide) 

added, at left. lWational Galleries of Scotland, Department of Prints 
and Drawings, D 4374. 



"Queen Mary making her escape from Lochleven Castle", 1789. Sold in 
Edinburgh, 1797. Oil on canvas 47 x 611h. Private collection ( H. K. ). 

XIV, I Weighing ingots at the Earl of Hopetoun's lead works, Leadhills 

c. 1780/85. Oil on canvas 15 x 22. Private collection ( J. H. B. ) - 
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IV. I Illustration ), c, 1790/96, to "Strathallan's Lament" by Robert 
Burns ýTbe Scots Musical Museum, Volume 11 (1788), X- 132, p. 138. ) 
Pen and watercolours 3A x 5% (oval). Royal Scottish Academy. 

I 

JI'lustration 1, c. 1794/96, to "The Broom of Cowdenknowes" by "S. R. " 
Ube Tea-Table Miscellany, Vol. 1 (1724), p, 17; Ancient and Modern 
Scattisb Songs, (1776), Vol. I, p. 181; SXX, Vol. 1 (1787), 1- 69, p. 70; 
Scotish Song, (1794), Vol, I, p. 118). Pen and watercolours 34 x 5% 
(oval), Royal Scottish Academy. 



MI. I Illustration 1, c. 1794/96, to "Sae merry as we hae been" fScottish 
Songs, (1776), Val, I, p. 286; Scotisb SonE (1794), Vol. I, p. 121). Pen 
and watercolours 3A x 5% (oval). Royal Scottish Academy. 

XVIII. I Illustration 1, c. 1790/96. to "The Young Laird and Edinburgh Katy" 
by Allan Ramsay =M, Vol. 1 (1724), p. 81; Scottisb Songs, (1776), 
Vol, II, p. 117; SXX, Vol, 11 (1788), N- 171, p. 1719). Pen and 
watercolours. 3A x 5% (oval), Roval Scottish 

__Academy. _____------ 



XIX. I Illustration 1, c. 1790/96, to an unidentified Pastoral song. Pen 
and watercolours 34 x 5% (oval). Royal Scottish Academy. 
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[ Illustration 1, c. 1790/96, to a song in The Cbarmer, (1782, publ. 
James Sibbald), Val. II, p. 190 (untitled; first lines as inscribed). 
Pen and watercolours 3% x 5% (oval). National Library of Scot- 
land, MS. 15953, f- 37. 
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XXI. I Illustration 1, c. 1790/96, to "Within a Mile of Edinburgh" by 
Thomas D'Urfey, the title and two lines of verse inscribed by Allan 
ýPlayford's Wit and girtb (1698);, SXX, Vol. 1 (1787), N- 48, p. 49; 
Herd's 1791 collection, Vol. II, p. 55ý. Pen and watercolours 3A x 5vi 
(oval), the sheet 6x 8%. Royal Scottish Academy. 
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I Illustration 3, c. 1790/96, to "The Bagrie o't" TThe Char-Mer %11749, 
publ. .1 Yair); Scottish Son8's, (1776), Val. II, p. 19; a different version 
in SXX Vol. 1 (1787), N- 33, p. 34.1. Pen and watercolours 37a x 546 
(oval), with lines from "Contented wi' Little" by Robert Burns (1794) 

added after 1796, probably by George Thomson. Royal Scottish Academy- 



"Black Stool" (Fr-esbyterian Penance), signed & dated'D. Allan del. 1795", 
One version sold in 1797 as "Presbyterian Church Penance". Pen and 
watercolours over pencil 13% x 17A. National Galleries of Scotland, 
Department of Prints and Drawings, D 4373. 
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XXIV. ( View of the High Street, Edinburgh 1, c. 1790. One of a pair sold in 
1797. Pen & watercolours over pencil 143A x 21 , with strip (14 wide) 
added at left. National Galleries of Scotland, Department of Prints 

and Drawings, D 4374. 
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"Queen Mary making her escape from Lochleven Casýle", 1789. Sold in 
Edinburgh, 1797. Oil an canvas 47 x 61%. Private collection ( H. K. ). 

XIV. C Weighing ingots at the Earl of Hopetoun's lead works, Leadhills 1, 

c. 1780/85. Oil an canvas 15 x 22. Private collection ( J. H. B. ). 

Xv. C Illustration 1, c. 1790/96, to "Strathallan's Lament" by Robert 
Burns Me Scots )fusical Nuseum, Volume 11 (1788), T? 132, p. 138. ) 
Pen and watercolours 37a x 5% (oval). Royal Scottish Academy. 

I Illustration 1, c. 1794/96, to "The Broom of Cowdenknowes" by "S. R. " 
Me Tea-Table Xiscellan7, Vol. 1 (1724), p, 17; Ancient and Moderm 
Scottisb Songs, (1776), Vol. I, p. 181; SMA Vol. 1 (1787), N? 69, R 70; 
Scotish Song, (1794), Vol. I, p. 118). Pen and watercolours 3A x 5% 
(oval). Royal Scottish Academy. 

XVIL I Illustration 1, c. 1794/96, to "Sae merry as we hae been" (Scottisb 
Songs, (1776), Vol. I, p. 286; Scotisb Song (1794), Vol. I, p. 121). Pen 

and watercolours 3A x 5% (aval). Royal Scottish Academy. 

XVIII. E Illustration 1, c. 1790/96. to "The Young Laird and Edinburgh Katy" 
by Allan Ramsay (TTN, Val. 1 (1724), p. 81; Scottlsb Songs) (1776), 
Val. II, p. 117; SXX, Val, 11 (1788), N? 171. p. 179). Pen and 
watercolours 1 

376 x 5% (oval). Royal Scottish Academy. 

XIX. I Illustration 1, c. 1790/96, to an unicientif ied Pastoral song. Pen 
and watercolours Ux 53A (oval). Royal Scottish Academy. 

[ Illustration 1, c. 1790/96, to a song in The Cbarmer, (1782, publ. 
James Sibbald), Val. II, p. 190 (untitled; first lines as inscribed). 
Pen and watercolours 3% x 5% (oval). National Library of Scot- 
land, MS. 15953, f. 37. 

XXI. I Illustration 1, c. 1790/96, to "Within a Mile of Edinburgh" by 
Thomas D'Urfey, the title and two lines of -verse inscribed by Allan 
(Playfprd's Wit and Mix7tb (1698); SXX, Vol. 1 (1787), Y? 48, p. 49; 
Herd's 1791 collection, Vol. II, p. 55). Pen and watercolours 376 x 5% 
(oval), the sheet 6x 8%. Royal Scottish Academy. 

XXII. I Illustration 1, c. 1790/96, to "The Bagrie olt" (The Charmer (1749, 
publ. J. Yair); Scottish Songs, (1776), Vol. II, p. 19; a different version 
in SNX, Vol. 1 (1787), Nýl 33, p. 34.1. Pen and watercolours Us x 5% 
(oval), with lines from "Contented wil Little" by Robert Burns (1794) 
added after 1796, probably by George Thomson. Royal Scottish Academy. 

XXIII. "Black Stool! ' (ft-esbyterian Penance), signed & dated "D. Allan del 1795". 
One version sold in 1797 as "Presbyterian Church Penance". Pen and 
watercolours; over pencil 13% x 17A. National Galleries of Scotland, 
Department of Prints and Drawings, D 4373. 

1XIV. [ View of the High Street, Edinburgh 1, c. 1790. one of a pair sold in 
1797. Pen & watercolours over pencil 143A x 21 , with strip (12% wide) 
added' at left. National Galleries of Scotland, Departnent of Prints 
and Drawings, D 4374. 
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Allan's illustrations of Scottish songs. 

1786 - 1796 

Allan's associations with various editors-the publishing history of his printed song 
illustrations-Me drawings-locations, dating and style-links with 'The fentle 
Shepherd'-arrangement into 'classes'-their typical form and execution-visual 
anticadents-illustrations in chapbooks-fororunners and influences-digression on 
#simplicity' in Scottish music and song-911an's interests-antiquarimism and the 
Ballad-hii narrative fechnique-landscape and the Pastoral-comic songs of 
coup iship-spocific artistic prototypes, and Allan's own distinctive pictorial 
vocabulary-contemoorary interest in popular music and songs-the Ballads and the 
Classics-the Scots Arcadia again-traditional song in a changing world-tho great 
collections-national music, song and language-Me importance of tradition, 
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"But let o)e reman- to you, in the sentigient j style of our 
Scolish airs, there is a pastoral simplicity a soaethina 
that one may. call, the Doric 1 .14 diaiect of voril 
xusic, to which a dish of our ns2i'11ýi: e tongue A manners is 
particularly, nay peculiarly apposite. 'v 

Robert Burns to George Thomson, 1792. ' 

No doubt it is as convenient to believe that Allan's various pictorial 

schemes were actually executed in series as it is to discuss them in 

approximately chronological order. Thus his plan to provide illustrations- 

to Scottish songs, when it is mentioned at all, is usually held to begin 

around September 1792, when the Mary Stuart cycle is deemed either 

completed or abandoned. 2 It was then that George Thomson, an amateur 

musician and Pricipal Clerk of the Trustees' Academy where Allan had been 

Master since 1786, first approached Robert Burns with his plan for what 

eventually became A Select Collection of Original Scottish Airs, 

"acceptable to all persons of taste". 3 Having agreed upon the instant 

and with "the impulse of Enthusiasm", Burns over the next four years or 

so sent Thomson more than fifty letters, containing much of his critical 
thought upon poetry and music, and upwards of sixty songs, including "The 

Lea Rig", "Robert Bruce's March" and a variant of "Auld Lang Syne", all 

written expressly for this publication. 4 Burns's second "scrawl" was 

conveyed to Thomson with a characteristic flourish; "so with my best 

Compl-1-0 to honest Allan, Good bVye, to you! " 6 Most critics have, 

perhaps understandably, taken this to refer to Allan the Historical 

Painter, although Burns generally misspelt his name as "Allen" until 1794, 

after which time, having been sent a copy of The Gentle Sbepberd of 1788 

and a painting of "The Cotter's Saturday Night", he wrote it carrectly. 0 

The "honest Allan" of this letter was, in fact, Allan Masterton, a writing 

master and composer in Edinburgh whom Burns referred to as None of the 

worthiest men in the world, and a man of real genius*, and whom he 
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recommended to Thomson as an authority on Gaelic airS 7 it has, largely 

because of this error, long been believed that it was Thomson who 

sug-gested to David Allan the possibility of illustrating ScottislA songs, 

despite all the evidence to the contrary-9 

-rations to theless, Allan certainly did contribute some illust Never'. 

Thonson's Select Q71lection, though none of these was acýuaMy published 

in the artist's lifetime. In January 1793 Thomson informed Burns that 

he intended to present 
"the subscribers with two beautiful stroke-engravings the one characteristic 
of the plaintive, and the other of the lively songs, " 

By August of the same year "Mr Allan Chad] made an inimitable drawing 

from John Anderson my jo", which Thomson was to have engraved as a 

frontispiece "characteristic of" humorous so*ngs. 3-0 Throughout the next few 

years there follow about a dozen references by both Burns and Thomson to 

Allan and to illustration, some of which are of, particular value in dating 

a number of pictures, others being of more general importance in demon- 

strating how Burns r6cognised and welcomed Allanis endeavours in the 

field of Scottish song. Furthermore, these letters may hold the key to the 

painter's unusual interpretation of one of the poet's most famous works. " 

By contrast with what may be gathered from this correspondence of 

Burns's critical and xsthetic ideas upon Scottish song, there is little to 

be gleaned of his views'an, visual art. This paucity. is only to be ex- 

pected, however much it is to be regretted. Music and verse were the 

chief topics of these letters, although it should be pointed out that 

Burns's appreciation of Allan's work, in so far as he knew it, was warm 

and enthusiastic. He felt that the artist himself "must be a man of -vbry 

great genius',., -2- 
Any discussion which took plac6 between Thomson and Allan would hardly 

have been thus committed to paper. Vhile letter s, passed between Burns in 

Dumfries and Thomson in Edinburgh, Allan and Thomson both lived and 

worked in the capital itself. The only known exchange of letters between 

them was in the form of a legal offer and assignation, Allan's letter to 

Thomson being more terse than is typical of his diffuse correspondence: 
Dear Si! 

-, -- 
Edinbl' July'3-1796 

received, your letter of the Z. EL May of f er ing me the sum at which I 
valued my plates for Scotch Songs vizz f 3-4,9' each -I have accordingly 
sent you the Seventeen plates mentioned in said. letter, which I declare to be 
your sole property - and hold you bound of course to pay me Fifty five pounds 
h ninepence sterlIn at the times L manner specified in the said letter 

I am Sir 
your most obedient 

& oblidgd humble serv"; 
D, Allan, 13 
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Allan actually etched twenty-f ive illustrations in an identical oval 

f ormat, one more design being printed in 1795 an the last page of a slim 

volume of poems by Rector MacNeill, with every appearance of having been 

adapted by Allan to fit the space available. 14 As is apparent when 

Thomson's aims are examined in more detail, and despite his eventually 

buying seventeen of them, a quite different destiny was envisaged by 

Allan for these little prints than that of accompanying the Select 

Collection. He had hopes of publishing Twenty-Five Etcbings by David 

Allan niustrative of some Celebrated Scottisb S=87s, but the plan was 

frustrated by his death in August 1796-11- Among the contents of his 

studio sold by auction in 1797 were some copperplates, including "Eight 

of different subjects from Scottish Songs, designed and etched by 

Allan, (never published)". ' r, Eight oval etchings were published in the 

following year, in Alexander Campbell's An Introduction to the History of 

Poetry in Scotland. That Campbell's eight plates and Thomson's 

Tiswv vo seventeen together add up to the twenty-five executed by Allan for his 

own publication is hardly coincidental. Thomson certainly did own some 

prints of "K. Robert the Bruce", one of those illustrations which appeared 
in An Introduction to the History of Poetry In Scotland, but of the seven 

small oval illustrations which eventually appeared in one or other of his 

own sets, editions and reissues none was of a subject already seen in 

Campbell's volume. 17 No other design executed wholly by Allan in 

illustration of a Scottish song is known to have been published. 
A distinction between small oval etchings and all other pictures 

appearing in Thomson's publications is necessary, and is so for several 

reasons. Firstly, two large oval prints, designed by Allan but executed 

as rather dark engravings by Paton Thomson, brother of George, appeared 

as frontispieces in two of the five folio volumes of the Select 

Collection, which were published sporadically between 1793 and 1818. 

Another large engraving so used, in this case after William Hamilton's 

painting of "The Soldier's Return" by Burns, being so reminiscent of 
Hamilton's work for the Boydell Gallery, serves incidentally to indicate 

at this point how unique was the chastity of Allan's own illustrations. ' 8 

Thomson also had a title-page vi8-nette engraved from a drawing which 

Firur* 180 originated in Allan's studio, though it underwent some alterations from 

other hands in later years. 29 Finally, a number of small rectangular 

prints -after pictures by Thomas Stothard appeared in Thomson's cheaper 

octavo volumes of the 1820s, Stothard in every case depicting a subject 

chosen much earlier by Allan f or a picture of his own. Upon occasion 

these prints are based closely an Allan's designs, and are commonly 
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Figure 176 described as having been "Drawn by T. Stothard from a sketch by D. Allan". 

Other prints by Stothard include figures borrowed from the relevant 

pictures by Allan, while a few have no references to his work at all. 20 

It will readily be seen that not all of Allan's work in this field was 

intended for Thomson's volumes, far less commissioned by him. It was, in 

fact, in a rival work , Joseph Ritson's Scotisb Song of 1794, that some of 

Figure 177 Allan's illustrations were first published. Of the six pictures in these 

volumes, five are by Allan, although none was actually engraved by him. 

These are small vignettes, a necessary consequence of Ritson's publication 
being duodecimo, in contrast to Thomson's much larger volumes. Whatever 

it lacks in style and presentation, however, Ritson's collection has no 

rival in scholarship. Even Thomson admitted that his introductory essay 
"evinces great reading and research" . 22 

. 
Ritson himself was keen to 

advertise his assiduity: 

"It may be of some consequence to learn, that this is by no means one of those 
crude and hasty publications of which thife are'tbo frequent instances; it has 
received the occasional attention of many years, and no opportunity has been 
neglected of rendering it more worthy of approbation; the editor having even 
made repeated visits to different parts of Scotland for the purpose of 
obtaining materials or information upon the subject, How far these pains have 
been successful, must be left to the candour of the intelligent reader, and to 
the malice of the Critical Review, ' 22 

Ritson, as might be guessed, was capable of strong words himself upon 

occasion, censuring most contemporary collectors and editors who crossed 
his own antiquarian path. Even Burns was not spared . 23 It is all the 

more worthy of remark, therefore, that Allan is specifically praised by 

Ritson, being called not only "ingenious" but also an "excellent artist" . 24 

It must already have become apparent that "the ingenious Mr. Allan" 
I 

made an impressive number of illustrations to Scottish songs. In the most, 

summary terms, then, before any more detailed discussion is undertaken, 
there exist more than one hundred and fifty drawings, generally ovals 

executed in pen and wash, to almost a hundred different texts. Several 

drawings known to have been made are now lost; a few songs the titles of 

which were noted by Allan might not actually have been illustrated-" If 

they were, the drawings have disappeared. Many rough sketches must, in 

fact, have been destroyed, or lost after the artist's death. A number of 

r 
Allan's song illustrations still exist in two or more "states", that is, as 

Figum Its preliminary sketches and more finished versions, about a score of these 

being in watercolours. In most cases, there are no differences between 

the earlier and later versions other than the slight ones which might be 

anticipated in such copying, but upon occasion changes were made 
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significant enough to require some notice. 2r, Less frequently, some songs 

and ballads inspired the artist to prepare more than one illustration. 

Allan, true to form, -also executed a number of these pictures in various 

media and in different- sizes. The unlikely pair of drawings "A'-: 11a'ttle of 

till, in Killicrankie, and Highland Dance", the essentials of which may st 

all probability, be seen in two sketches an the same sheet of paDer, was 

Figure Im sold in 1797.27 At the same auction, -w a oil paintings each of similar 

size, one "The Gaberlunzie Man, from the old ballad", the other "John 

Anderson and his Zpouse, from Burns's little ballad of 'John Anderson my 

Jo, John"', were sold singly, and are still separated. 215 More happily, 

Allan's large watercolour version of "The Gaberlunzie Man" now hangs in 

Figure 210 the Royal Scottish Academy, pendant to his illustration of the song "Fee 

him, Faither, fee him". This would all be of minor importance, were iý t not 

f or the fact that Allan's habit of repetition, or, more properly, of 

carrying ideas and motifs from one area of his work to another, allows 

this series as a w1ole 
io be dated with some precision. 

Necessarily, only a few of these drawings may be confidently assigned 

more specif ic dates within the entire period., since not one of the hun- 

dred and f ifty or so is- actually dated. For any illustration af ' Burns's 

work, of course, there, is a terminus post quem, + that being not always the 

date of first publication but often the date of a song's being sent to 

Thomson, or in one instance to Alexander Cunningham, a friend of Thomson 

and very probably of Allan too. 29 It is, in addition, from the corres- 

pcn dence between Burns and Thomson to which reference has already been 

made that approximate dates can be given for more c. f Allan's liý terary 

pictures. Thus, in October, 1794 he had "Just sketched a charming design 

fro= 'Maggie Lauder",: one which Thomson thought of having engraved in 

I printS. 30 -hrow valuable light ýhe style of RitSon's Several letters also 4. 

on Allan's illustrations of "The Cotter's Saturda7y Night", which was first 

published in the Kilmarnock Edition. At least two preparatory drawings 

were sent to Burns for his opinion in t -he spring of 1794, a finished 

picture, painted in watercolours and probably a version of one of these, 

31 T4- -he fol" - .. must be Pigure 296 being presented by Thomson in May of 4. . owing year 

pointed out, however, deSDite the importance of this correspondence to 

any discussion of Allan's song illustrations, that only about a do=en of 

these, and- around a tenth of the whole ccrpus of his illustrat ions to 

Scottish literature, are of verses which Burns either "made or mended" . 3-1 

It is well known that Burns had both collected songs and composed then 

long before Thomson first wrote to him in 1792. Since 1787 he had been 

"absolutely crazed" about assisting "an honest Scots Enthusiast", the 

t Or feriinus ante quo& non, 
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Edinburgh engraver James Johnson, with The Scots Musical Museum, a 

collection intended to contain "all the Scotch Songs ... that [could] be 

f ound" . 33 It was a task entirely to his liking, since he. believed it 

was better to have even "mediocre verses to a favorite airlthan no verses 

at all,., in order to bring "more of our tunes from darkness into light". 34 

Burns had, of course, turned his "critic-craft" on the subject of setting 
words to "many of our most favourite airs" several years before going to 
Edinburgh, and had practised "the sin of rhyme" in such verses long 
bef ore that. 3s It can be argued, and in a couple of instances 
demonstrated, that Allan's plans for his own visual enrichment of the 
Scottish lyric also preceded Thomson's demands by as much as five years. 
Nevertheless, it is not to be denied that Allan would have devoted more 
tine to this activity after 1791, and it is to the last years of his life 
that most of these drawings belong. 

That the idea was of earlier date than has often been assumed might 
well have been suggested by common sense alone. Being involved with the 

preparation of his plates for The Gentle Sbepberd, Allan would have been 

more likely then, or shortly. after, to have turned his thoughts outward to 
the whole vast field of Scottish verse, the more so once his plates met 
with the success they did. In addition to his having already painted 
scenes of "Chevy Chace", he had glanced at The Seasons, made some 
watercolours or wash drawings of Ossianic dubjects, and may by this time 
have drawn inspiration from Fergusson's "Leith Races" . 36 In any event, he 
hardly needed the stimulus of George Thomson from within the Trustees' 
Academy to direct him to the songs of Scotland, such as Lord Hopetoun 
for one had heard him sing so often. 37 It is not by chance that Allan's 

edition of The Gentle Sbepberd contains eighteen pages of beautifully 

engraved scores, simply arranged, for Ramsay's songs. Allan, indeed, may 
well have shown Thomson the advantage of illustrations depicting Scottish 

costume and character, that verse, music, and the images they suggested 
to contemporaries might all "go down the stream of Time together" . 31 

It was surely either Allan's own scheme of etchings, or, more probably, 
the set that was published in Ritson's Scotisb SonE, which led Thomson to 

consider a similar selection, despite its being totally unsuited to both 

his folio and even his octavo volumes. The very style of all his 

publications, with a musical score on one page facing a choice of texts 

an the other, militated against the inclusion of more than one or two 

"characteristic" plates in each volume. As Thomson had already informed 

Burns, his first inclination was merely to present subscribers with "two 
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beautiful stroke-engravings", as Tonson had his subscribers a century 

earlier . 39 This was to be an adjunct to the work rather than an integral 

part of it, a means of making it "as perfect as possible": 

"It will accordingly be embellished with two elegant Engravings from original 
Drawings, by those eminent artists, W, Hamilton, RA, London, and D, Allan, 
Edinburgh; the one characteristic of the Pastoral, and the other of the 
Humorous class of Songs, These will be delivered to Subscribers, in the 
precise order of their subscriptions, along with the last Set', " 

It was not until at least two years after his mention of "stroke- 

engravings" that Thomson thought of publishing 
"a collection of all our favourite airs in octavo, embellished with a number 
of etchings by our ingenious friend Allan", 

an idea with which Burns was "much pleased". 41 Thomson's next letter, 

referring to Allan's etchings but not to the artist's plans, is potentially 

misleading, in that it implies no other end for these etchings than 

Thomson's publication. Several of the plates he eventually bought were, 
in fact, of songs which never appeared in the Select Collectlon at all, 
though Thomson was not averse to changing a title or two if he felt a 

picture could "equally well represent" a song which did. 42 It also 

appears that Thomson was not aware of either the scale of Allan's 

activity in song illustration or its scope, since he refers primarily to 

comic pieces. His letter also reveals in passing that the artist 

preferred the precision of etching to the more atmospheric, but 

unpredictable, effects of aquatint: 
"I am happy to hear you approve of my proposed octavo edition, Allan has 
designed and etched about twenty plates, and I am to have my choice of them 
for that work, Independently of the Hogarthian humour with which they abound, 
they exhibit the character and costume of the Scottish peasantry with 
inimitable felicity, In this respect, he himself says, they will far exceed 
the aquatinta plates he did for the 'Gentle Shepherd', because in the etching 
he sees clearly what he is doing, but not so with the aquatinta, which he 
could not manage to his inind. The Dutch boors of Ostade are scarcely more 
characteristic and natural than the Scottish figures in these etchings, " '3 

Whatever may be inferred from the various writings of George Thomson, it 

is not solely by common sense and an understanding of Allan's practice 
that a date earlier than 1792 may be established for his having decided 

to illustrate Scottish songs. Both from the style typical of these 

drawings in general, and from a few particular instances, the beginning 

of this series nay with some confidence be said to date from around the 

same time as the plates for The Gentle Sbepberd. 

This kind of illustration may well have been among the "new subjects" 

Allan was turning over in his mind earlier in the decade, when he first 

thought of his "set of the Gentle Shepherd". That the "Scotch manners" he 
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had been recording since 1780 were uppermost in his thoughts at this 

time need not have excluded song illustration from his Invention, since 

music and song were a major part of daily life. Captain Topham remarked 

from Edinburgh that "almost every one above the common rank of mankind 

Chad] some knowledge and taste" in Scottish MUSJO. 44 The style of 

drawing typical of Allan's song illustrations suggests 1785 as the 

earliest possible starting date for the series, and the simultaneous 

development of a couple of compositions in both this group of preparatory 

drawings and that for The Gentle Sbepber-d confirms that they were in 

hand at the same time. Needless to say, there are many motifs shared by 

the two sets of pictures, but the presence of these, particularly in 

Allan's oeuvre, cannot reasonably support any theories about dates of 

composition; After all, quite apart from borrowing a figure here and 

there from among the sketchbooks he filled in Scotland, Allan happily 

naturalised a Neapolitan dancer as a wife from Anstruther. 46 

With the exception of four very plain figures emblematical of the four 

seasons, drawn by Allan wheý in London and engraved in 1778 for Murray's 

edition of The Seasons, his earliest extant illustrations of Scottish 

literature are those to some. of Macpherson's Ossianic "fragments", made 

only a few years later. 46 These were never published - those which were, 

in 1795, are quite different pictures - and seem to have been intended to 

embellish one particular volume, blank pages having been specially bound 

Pigure 779 in for this purpose. It will readily be seen that the style of these 

illustrations is in all things identical to that of Allan's Italian 

PurE Xr drawings, however the subject-matter may differ. While the style of his 

later pen and wash illustrations to Scottish songs is markedly plainer, 

differences in his drawing of the human figure are, in truth, hardly 

capable of being thus dated. Some f emale characters in these 

illustrations, for instance, are closer in appearance to his Italian figure 

Pigure 780 studies than are others, but are in fact just as likely to date from the 

mid-1790s as from a decade earlier, -and the indication of eyes and other 

features with single strokes of a pen or dabs of a brush is common to 

all his pictures. 417 By 1785, on the other hand, in the "agreable Groupe 

of three figures" which Allan sent to Sir James Grant, that stylised 

depiction of human form and feature typical of the song illustrations had 

already made its first dated appearance-48 

There is, nevertheless, a palpable difference between the drawings 

made in 1780 for the book of poems from the Gaelic and those of later 

date illustrative of Lowland songs and ballads. It is a dif f erence 

arising from the deliberate development of a simpler style, and it is a 
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difference most apparent in the backgrounds of these scenes. Whether the 

setting is a landscape or an interior, the reduction of detail in the 

illusionistic depth of these later pictures carries further the simplicity 

of Allan's illustrations to The Gentle Sbepberd. The adoption of such a 

style is not wholly to be explained as a consequence of the small scale 

of the song illustrations, . but is again due to the artist's having 

intended his pictures to complement their subject-matter. 
The warm interior in which Allan set his first illustration of "The 

Pigure 181 Gaberlunzie Man", with its cauldron, hoggets and huge ingle-bield, is most 

reminiscent of all these pictures of the farmhouses of The Gentle 

Sbepbe. rd, and it may actually have been drawn during one of the artist's 

visits to the Pentland Hills. The little cottage sketched at the side of 
this picture, and appearing with slight variation in the background of 
the first illustration to the Pastoral, is surely one of Allan's "exact 

delineations" of the scenes which Ramsay had before him whilst writing 
it. 49 More persuasive is the pastoral couple above this building, a 

viEnette almost too slight to bear the weight of evidence it does. As 

has been indicated, the presence of shared motifs in Allan's pictures is 

no rarity, but it has also been shown that some drawings among those 

concerned with Scottish songs were actually essayed at the same time as 
his edition of The Gentle Sbepberd came to fruition. r-O IA this particular 
drawing, one of a number from which two of his aquatint plates eventually 
developed, Allan clearly had little hesitation in deciding Patie's 

appearance, making only a slight alteration to his right leg, but Peggy 

caused him some difficulty. Before finally depicting her as holding a 

small laiglin, an interpolation probably suggested by the character's 

reference to her often having carried a milk-bowie, Allan showed her in 

quite a different posture. In his first idea for this drawing Peggy, hand 

on hip, stands motionless before Patie rather than slightly moving away 
from him, either blushing as he praises her singing or scolding him none 
too seriously: 

51 darena stay; - ye joker let me gang; , Anither lass may gar ye change your sangu. 
[Act II scene iv3 

Although by its being executed in pen and wash this vignette is to be 

placed among a group of drawings prepared for Scotis-b Song, it was not, 

Judging. by the note kept by Allan himself, among the eight sent to 

Ritson. 5 I It was a later picture of Patie and Peggy which was preferred 

by Allan and chosen by Ritson as illustrative of the Pastoral class of 

Figum 147 songs. Instead, Allan worked up a large pencil study from this standing 



fl wl 

fý7 

f 

I 
- 

, 4or 

IV 

.; -,, ýIN 

SCOTI Slf SONGS.: 

CLASS TmE FIRST. 

L, R, -, or,, so, Df Figure 147,1 

I Rt?, oi, ise of Figure 146 j 



245 

couple, from which eventually developed the fifth and ninth plates far 

Me Gentle Sbepberd . 62 It may be thought strange that these drawings, 

prepared at least as early as 1788, should not be published until 1794. 

This delay was the inevitable consequence of that "diligent inquiry, 

extensive reading, and unwearied assiduity", to which Ritson himself, 

somewhat immodestly, referred in his Preface S3 

The sheer quantity of Allan's illustrations to Scottish songs is 

initially daunting. It might be thought that his ambition was bounded 

only by the number of songs then current, until it is known that even to 

have executed. a hundred such pictures was in truth barely to have tapped 

an abundant r-eser-voiz-. 54 Allan probably chose as subjects songs which 

were particularly popular, including, naturally enough, his own favourites. 
In discussing these pictures, some form of arrangement, some division 

of the whole ccr-pus into smaller parts, is clearly necessary. At the same 
time, the unity which Allan envisaged, apparent in several ways, must not 
be neglected in concentrating upon a number of individual works. Since 

these designs were executed in order to illustrate verses, an arrangement 
based upon textual considerations seems appropriate. That is, the songs 
illustrated may themselves be classified according to their shared 

characteristics, their similarities of tone and subject-matter. 
In fact, such a division is by no means purely artificial and 

anachronistic, one adopted faute de nieuy to impose order upon more than 

a hundred individual drawings. The arrangement of Scottish songs into 

nicbes was common during Allan's lifetime, and is in fact followed in the 
"little volumes" which were his main source, though not his only text, 
David Herd's Ancient and Modez-n Sccttisb Songs, Hex-oic Ballads, etc., 
first published in 1769 and enlarged in 1776, In his Preface to the 

second edition, as well as indicating the breadth of his research, the 

editor made the distiction thus: 

"It seems proper ,I. to give some account of the conduct and arrangement of 
this collection, It is divided into three parts, The f irst is composed of 
all the Scottish ancient and modern Heroic Ballads or Epic Tales, together 
with some beautiful fragments of this kind, Many of these are recovered from 
tradition or old MSS, and never before appeared in print, The second part 
consists of all the Sentimental, Pastoral and Love Songs; and. -the third is a 
collection of Comic, Humourous, and Jovial songs, In these two last , as in the 
first part, will be found a number of songs to favourite Scotch airs, not 
hitherto published, and many stanzas and passages restored and corrected by 
collating various versions, ' 66 

Some twenty years later, Ritson added one more "class" of songs. He 

placed modern ballads - or, given the enthusiasm and energy with which 
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supposedly ancient fragments were produced throughout the century, 
ballads upon modern subjects - in -a group entitled "Historical and 
Political1l. r, r, To this group belong the ballads of "Killiecrankiell, 

"Sheriffmuir" and the like. 

With few exceptions, all the songs illustrated by Allan nay be 
distributed among these four convenient classes, Heroic, Pastoral, Comic 

and Historical. Some songs may have aroused ambivalent responses from 

editors; Thomson, it will be remembered, decided Burns's version of "John 
Anderson my Joll was a comic song, a conclusion based upon its dr-amatis 

pez=nm rather than its sentiment 57 Similarly, Burns's vision of 
"Bruce's Address to his troops" before Bannockburn ought not to be thus 

uncompromisingly nailed down. " As will be demonstrated, Allan's print 
of this "Ode" resolves the tensions inherent in the piece, as any adequate 
illustration of subject, tone and meaning should, and does so in a manner 
guided, it must be admitted, by the poet himself. 

Of the works chosen for illustration by Allan, and disregarding for 
the moment whether or no he made more than one drawing for a particular 
text, only five were Historical ballads, the battle of Prestanpans and the 

Figures W-4 conduct of some Hanoverian officers inspiring several songs from various 
. Figure 212 

Figure 216 rhymsters, and eliciting three designs from Allan, to be grouped with 
those for the two earlier battles mentioned above. In addition to his 
illustrations of these lengthy ballads, that to Burns's song an the fate 

. Plate Xy of Viscount Strathallan after Culloden, the music, of which is by "Honest 
Allan" Mastertan, might be placed among this set. r-3 

Allan found more material among the Heroic ballads - there was a 
greater number available - and made nineteen designs for examples of 
these "Epic Tales", including modern compositions like Henry Mackenzie's 
"Duncan" or Lady Wardlaw's interminable "Hardyknute" cheek by Jowl with 

Pirure 186 such, classics as "Gilderoy", "Edam a' Gordon", "Johnie Armstrang" and "the 

grand old ballad of Sir Patrick Spens". 160 An approximately equal number 

of Comic songs were chosen by Allan, there being twenty-five such 

compositions of which either the title is noted in his hand or a drawing 

is extant. r- I These last include scenes of "Andro and his cutty gun", a 

sang which Burns, who "ought to know something of [his] own trade". 

considered "the work of a Master", of "Woo'd and married and a"', Burns 

thinking Allan's etching "admirable", and of "Tullochgorum", which he 

called 9the best Scotch song ever Scotland saw". " 

Allan's illustrations to Burns's work itself are largely of Pastoral 

pieces. The characterý of this class of song, which, in Herd's estimation, 

might "with truth be termed, the poetry and the mu_ic of the beart", 
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attracted Allan greatly, and around fifty of his song illustrations are of 

Pastoral subjects . 63 These range over a wide variety of styles and 

situations, and include near- contemporary verses written by "ingenious 

young gentlemen" in an elegantly artificial style, anonymous songs of 

greater simplicity - which were "done time out of mind", as Ramsay put it, 

half a dozen pieces by Ramsay himself, and a similar number by Burns. 64 

Thus, if all these pictures are divided, according to the texts they 

illustrate, into the three "species" distinguished by Herd, it will be seen 
that roughly a quarter of the total are of Ballads, whether Historical or 
Heroic, another quarter illustrate Comic songs, and the remaining half are 

of Pastorals. These proportions are not quite in accord with the relative 

numbers of songs then current. Of the three hundred and sixty-nine in 

Herd's edition of 1776, only fifty-six are Ballads while nearly half, one 
hundred and eighty-two, are classed as Comic. This discrepancy is in 

itself of little moment, though it does give some indication of Allan's 

own taste. Everyone, after all, is entitled to his preferences. What is 

striking, however, is how ill the proportion of each class among Allan's 

etcbings agrees with its representation in the drawings then available to 

him. Fully three quarters of these prints - seventeen of the twenty-five 

prepared for his first collection - are of Comic songs. 66 Only three are 

of Pastorals. Since George Thomson did not commission them in the first 

place, though it is little wonder that he thought of Allan primarily as a 

comic artist, there can be but one conclusion. Allan's own preference was 
for Pastoral songs, but he perceived that the contemporary fashion was 
for Jovial ones. In his first appearance before the public as an 

illustrator of Scottish songs (as distinct from Scottish verse) he chose 

scenes the most likely to appeal to his audience. He had literally 

sounded out the market before this ddbut. ror- 

Any discussion of literary illustrations will of necessity take account 

of the appropriate texts. Indeed, a discussion of illustrations to songs 

ought ideally to take some notice of their music, it being common 
knowledge that 

"the merit bot6 of the poetry and the music of the Scots songs is undoub 
, 
tedly 

great; and that the peculiar spirit and genius of each is so admirably adapted 
to each othir, as to produce, when conioined, the most enchanting effect on 
every lover of nature and unaffected simplicity, " " 

In fact, it becomes apparent that each of Allan's pictures is no less of a 

unity with the son87 - that is, the fusion of words and music - it 

illustrates, than the verse itself is with its air. When his pictures are 

ordered in the same manner as were the songs they illustrate, certain 

features can be seen to be shared by many of the drawings in each 
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particular group. 'That is, they demonstrate the visual equivalent of a 

division made on purely . textual grounds. It is clear that Allan took care 

that each picture should be appropriate to the corresponding song in all 

things, not simply in the matter of illustrating accurately and 

effectively. Thus, as will emerge from a consideration of each of these 

four classes in turn, he conceived his scenes and executed them within. 

certain conscious restrictions, in a manner nicely suited to the style of 

each song or class of songs, these restrictions extending even to the 

use of a choice of settings more limited. a cast of characters more 

repetitive, than need inevitably have been the case. Particularly in his 

illustrations to Pastorals, Allan's figures in one drawing are as little 

differentiated, except in action, from those in another, as are the 

numerous Colins, Sandys, and Jockys of these songs, or their companions 

Annie, Jeannie, Relly and Peggy, or Flara, - Chlo§ and, incredibly, 

Teraminta. As is to be expected, more individual characterisation is 

employed in his illustrations to Historical Ballads, those which involve 

figures like Viscount Dundee, General Sir John Cope, or Colonel Gardiner, 

the last of whom fell at Prestonpans. 

These pictures were, in the main, intended for Allan's own use in 

making etchings, though he did develop some into larger paintings or 

watercolour drawings. Earliest of all are lightly sketched figures and 

groups; crowded onto sheets' of paper together with the verses they 
Figur" 185-V illustrate. It is of some interest that most of these drawings are of 

Heroic Ballads, but likely that many are lost. Probably coeval with these 

are the "Head pieces" drawn for Ritson in 1787 or 1788 and eventually 

engraved by "Parker". 1-8 The adoption of oval boundaries was a later 

development, and it is. drawings with these which frequently exist in two 

"states". In the more finished of these oval drawings, particularly in 

PLATE XYZ such watercolours as the dawn scene of "Cowdenknowes", an extraordinary 
delicacy is evident, Allan evoking characteristic Scottish landscapes with 

the greatest taste and restraint. Many of these coloured illustrations 

must haýe been made purely for his own 'satisfaction, and, like all the 

finished drawings, they demonstrate an austerity, a reduction to what is 

the essence of a song and, importantly, its perfect expression. 

The typical development of these finished ovals may conveniently be 

deduced from 6ne picture in the completion of which Allan was 

'interrupted. His illustration to Crawford's Pastoral "The Bush aboon 
Fiswv /so Traquair", a song popular since its first appearance in The Tea-Table 

Miscellany, must date from after 1794.60 Having decided which features 

Flgurvl8s of the rough sketch to retain in the finished version, which to alter and 
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which to discard entirely, Allan began by lightly touching in the whole 

design in pencil. The forms of the shepherd's plaid are simplified, the 

landscape made less rugged, a smoother transition effected between 

foreground and middle distance. He then inked in the pencil outline with 

a firmer hand, reducing the pattern of drapery, foliage and grass all to 

order, in preparation for the application of wash to emphasise structure 

-and strengthen shadows. As is to be expected, he worked from left to 

right, and thus the distant house and cattle at the right-hand side of 
the drawing remained as pencil outlines when it was put aside. Though 

Allan never finished it, this design was chosen by Thomson as a rig-nette 

Figum 251 for the title-page of his fifth folio volume, once he had asked his 

brother to copy it and Stothard to make a few alterations to this copy: 

'May I beg that you will have the goodness to wash out the features, such as are 
slightly indicated by the original sketch, If you find that you can touch in a 
better general effect upon the Drawing, I trust to ylOur exquisite taste and 
obliging disposition for your doing so- I do not think it was right to leave 
out of the Drawing, the bilL in the back ground of the Sketch, as it is 
characteristic of Scottish scenery, 1 70 

This was, in fact, the only one of Allan's designs which Thomson ever 

published "in the style of Ritson's prints", a manner he had first 

considered in 1794.71 

The most obvious difference between Ritson's vi8mettýs and the great 
majority of Allan's designs is surely the oval format adopted in the 

latter. The fact that almost all his preparatory drawings measure four 

inches by five inches and a half, seldom varying from these dimensions 

by more than an eighth of an inch, strongly suggests that Allan used a 
template to ease the purely mechanical part. of the work. 

Allan seems to have chosen this kind of f rame in order to give his 

pictures an appearance even smaller and more delicate, more dainty, than 

they would have had in any case. In addition, it forces their similarity 

an the viewer's attention, encouraging him to see them as all being part 

of a set. 72- The device thus emphasises the repetitive nature of the work, 
but in doing so acts as a fail to the artist's diversity of approach 

within self-imposed restrictions. Thomson, who was "perfectly astonished 

and charmed" with the endless variety of Burns's fancy, might well have 

said the same of Allan's, had he known the full extent of this remarkable 
illustrative scheme . 73 Nor was it solely in choice of f rame that Allan 

revelled in diversity within a limited f ield, but in similarities of 

character and setting 
'throughout 

the series. He contrived constantly to 

vary his depictions of separation or meeting, invitation or reunion, as 
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Hood ind Little John", 1791 
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, The Bodleian Library, Oxford, 

Hood and the Tanner", 1791, 
x 4, Published by C, Sheppard, 
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perhaps a hundred poets, throughout the century, varied their descriptions 

while yet remaining bound by conventions willingly accepted. At the sam6 

r time as these several kinds of repetition contrast with the diversity 

evident all through the collection, it is, as will shortly be seen, the use 
of recurring compositions and subtle echoes of form which serves more 
surely to integrate each individual work with the whole. 

A similar format had been chosen for Illustrations to literature before 
r Figures AV-94 Allan adopted an oval frame. Although most of Beugo's illustrations to The 

Gentle Sbepberd are enclosed in circular frames, that of the final scene, 
probably in an attempt to include the entire cast, is set in an oval. 74 

r Even so, the picture is uncomfortably cr : a. Mped, figures hunched ahd bowed 
in an effort to fit these unwelcome Four illustrations to 
Scottish songs and ballads in a volume published in 1790 by, Morison of 
Perth, and known to Allan, are again set in engraved roundels, with some 
compositional success despite an evident crudity fn draughtsmanship. "E 
Closer parallels with Allan's work may also be found in the artless 
title-page viEnette of an early edition of The Scots Musical Museum, 
itself possibly derived from that in the first edition of Fergusson's 
Foems, in illustrations to a small group of broadsides,. relating ballads 
of Robin Hood, published by Sheppard of London in 1791, and in a couple 
of engravings by Caldwall after William Hamilton, these being of around 
the same date and depicting a shipwreck and an Elizabethan pastoral 
scene. All these illustrations are of an oval form nearly identical to 
that used by Allan, and each shows some similarity, either in its 
composition, its figures, or their expression, to his Scottish pictures. 

Rigorously to confine discussion i to Scottish publications or even to 
Scottish songs is to exclude much material which would have been known 
to Allan, for, as has been well demonstrated, not only were the same 
songs sung "by persons of all ranks", the "song-market was at this time 
an all-British one"-"' Throughout the century and all through the British 
isles Scottish songs, and songs supposedly Scottish, were popular. Percy's 
Reliques of Ancient En871isb Poetry included a version of "Sir Patrick 
Spens" which, as John Pinkerton observed, agreed with "the stall copies, 
and the common recitations", Ramsay's Tea-Table Miscellany shows that 

songs by Carey, Suckling, and George Wither were popular north of the* 
border, Gay had used 

, 
the air "Maggy Lauder" in his opera Achilles as well 

as half a dozen Scots airs in Tbe- Beggaz-sl Opex-a, and, changing the 
horizons slightly, Burns suspected that 

i Orwandering Minstrels, Harpers, or Pipers, used to go frequently errant through 
the wilds both of Scotland b Ireland, & so [the daleted] some favorite airs 

a78 might be common to both, 
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28 Daniel cast into the den of lions. 

DAN. vi. 21,22,23. 

Then said Daniel unto the king, 0 king, live for ever. My 
God bath sent his angel, and hath shut the lions' mouths, that 
they have not hurt me : forasmuch as before him innocency was 
found in me; and also before tbee, 0 king, have I done no 
hurt. Then was the king exceeding glad for him, and coin. 
minded that they should take Daniel up out of the dejL 

196, ANON after Rubens: "Daniel cast into the 
den of lions", C, 1800, Woodcut 1ý X22, often 
reproduced in cheap, illustrated Bibles 

and tracts, 
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In the same way, broadsheets and chapbooks, often embellished with 

woodcuts, would be carried from town to town by chapmen billies ana 

itinerant f iddlers. These "cutts", generally crude in execution, were in 

fact of ten chosen to accompany any number of songs or collections, doing 

Figure i9s service where subject roughly corresponded and space allowed. On at 
least one occasion, a well-worn and familiar vignette was turned sideways 
to fit a title-page. 79 Although printers' of these unassuming "Garlands" of 

songs were not unduly concerned with accuracy as long as a woodcut 
looked approximately correct -a Histcry of Sir- Villiam Wallace was 
adorned not with any print of "a genuine picture in the possession of the 

Figure 197 Society of Antiquarians" but with a head of Henry II - when subjects, 
particularly religious ones, had an established iconography, then 
Crucifixions, Expulsions, Sacrifices of Abraham and scenes of Salomon's 
Judgement were depicted, however crudely, in accordance with precedent. 8c, 
A Daniel in the lions' den followed Rubens' painting, owned by the Duke of 

Figure 196 Hamilton, 
, 

or more probably a print already made of lit. 
81 It is not 

surprising, therefore, that a number of nineteenth-century chapbooks 
should in their illustrations show some debt to Allan's scenes of 

Figure 199 pastoral couples, probably derived from his edition of The Gentle 

Figurel3l Sbepberd or, at second hand, from those editions of the play with 
Figure /47 pictures based upon the aquatints of 1788. There is no example among 

hundreds of chapbooks of a picture actually adapted by Allan, as William 
Lizars for one was later to improve a woodcut frontispiece to The Gentle 
Sbepbe. rd-ll The closest parallel to Allan's illustrations among any 
collection of songs published before hP began those drawings is to be 
found in Herd's Ancient and Moder-n Scottisb Songs. The anonymous little 

Figure 200 title-page vignette, such as it is, is but a rustic anticipation of the 

essential elements of Allan's pastoral scenes, though he may have found 
the scenery somewhat outlandish and the distant castle hardly typical. 

One further precedent ought not to be overlooked. Among Bunbury's 

many prints are several illustrations of songs, including a few of 
Scottish songs popular in their day. Lady Anne Lindsay's ballad of "Auld 
Robin Gray", for example, was deservedly famous in the last quarter of 
the century, and Bunbury had an illustration of it, oTice again with a 

Figure 201 circular frame, published in 1783. IB3 Like most of the Englishman's 

pictures it is an effective if hardly accomplished work, and Allan, the 

contents of whose studio prove him to have been an assiduous collector of 

prints, may well have known this or similar pieces. 
BunburYls prints were certainly known in Edinburgh when Allan would 

have been occupied with his illustrations to The Gentle Sbepberd, if one 



201, W. H, BUNBURY: 'Auld Robin Gray", 1783, 
Stipple engraving 0x 5A (oval), in- 
scribed "W, H. Bunbury Esqr Delin'" 

, 
Publ, 

Dickinson, London, 



202, ýH BUNBURY "Lady Ann Bothwell's Lament" 
1784, Stipple engraving 0xR (oval), 
inscribed 4. H. Bunbury Esqr DeIW" POL 
Dickinson, London, 

203, 'Lady Anne Bothwellts lament", c. 179019& 
Nn i wash overpencii 3ýxSý (oval), Royal 
Scottish Academy, 
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well-known anecdote is to be credited. Sir Walter Scott recalled in later 

years how Burns, during his first -visit to the capital, was 'ImuA 

affected" by the ideas suggested by one of these prints, representing "a 

soldier lying dead on the snow, " his dog sitting in misery an the one 

side, an the other his widow, with a child in her arms". 94 The picture 

was accompanied by some lines of poetry which Scott, alone of all the 

company, recoSnised as coming from "a half-forgotten poem of 
Langhorne's". The same subject inspired a painting by Wright of Derby, 

exhibited at the Royal Academy in 1789 and one of many illustrations to 

contemporary literature to appear there in the last decades of the 

century. It was "popularised by an engraving" in the days before 
Langhorne's poems were forgotten. 85 Punbury's pictures as a whole 
confirm that he aimed to satisfy whatever demand was the fashion of the 
day. His prints include illustrations of plays, songs popular for a 
while, caricatures of personalities of the moment or satirical depictions 

of events notable or notorious. In his illustration of "Lady Annd 

4 Figure 202 Bothwell's Balow", a narrative cradle-song of the seventeenth century or 

earlier which had been published in James Watson's Cbolce Collection of 
1711, contemporary dress with a few tartan rosettes and a feathered 

bonnet suggests a London scir-6e rather than a Scottish castle. 86 

None of these contemporary illustrations of songs, in either oval 
format or circular, displays the same taste and artistry as do Allan's. In 

these other cases - with the exception of Weir's picture of "Lochaber no 

more", made for Morison's edition of 1790 - the frame has simply been 

imposed upon the scene, and might as well have been of more conventional 
Figure 204 
Figure 103 rectangular shape. Allan seems to have found an enclosed composition, 
Figure 106 

often suggesting intimacy and introspection, particularly appealing. 
117 

Figure 223 

The postures of his characters harmonise with and echo the oval frame, as 
do their gestures and glances. Pictures like that of Lady Anne Bothwell 

and her baby or that to Ramsay's. "The last time I came oer the muir" 
offer images of absorption or of utter tranquillity, each depicting a 
tightly knit little group not lightly to be disturbed. The composition of 
other illustrations among the collection may be slightly looser, but the 

ý. rw-E xyz atmosphere of such Pastorals as "The Broom of Cowdenknowes" or "Will ye 

go to the ewe bughts, Marion? " is no less peaceful. Even in the 

bacchanalian "Andro and his cutty gun" the brisk tooming action of the 

-Figure 20S young lass is balanced by the posture of the guidwife bearing in a 

kebbuck of cheese, the whole composition being held together by the hero 

himself, revelling in his being the centre of attention and glancing 

towards the one while holding a luggie to be filled by the other. 
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207, I'Hooly and Fairly"/'The Orucken Wife o' 
Gallowa4 1, c, 1795/96, Etching 3R x5 (oval), 
Inscribed: fourlines of verse, 'Designed 
& Etch'd by D. Allan", and 'Published as 
the Act directs by 6, Thomson Edinburgh 
1822". PubLin Thomson's Select Collection, 
Vol. IV, 1822-3. 

ow `4! 

1 

. 

208, [The Gaberlunzie man], c. 1788. Black and 
white chalk on prepared paper 11 x 16C 
British Museum, PrintRoom 1972 u521 ! Sold 
in Edinburgh 1797, 
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'I", "The Gaberlunzie man', c, 1795/96, Etching 4 

314 x5 (oval; trimmed), Proof, never pub- 
lished, Edinburgh CentralLibrary, Scottish 
Room RBR X PR 8510, a grangeriied copy of 
Campbell's 4n introduction to thl? qis- 
tor, y of Poetry in Scotland, Edinburgh, 
1798, facinq page 1, 

210, "The Gaberiunzie maW, c, 1790/96. Water- 
colours SA x 10 (oval; framed), Royal 
Scottish Academy, 
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It is clear that Allan occasionally altered -pictures in order to I 

;0 enhance the harmony of a composition. - In the first sketch of "Gilderoy , 
the mourning widow was placed in the centre of the picture, but in the 

Figure 22.3 later version she closes the composition at one side. When Allan departed 

from this enclosed pattern, he did so for some compelling reason. In an 

illustration of "Hooly and Fairly" he included a vignette within the oval 

Figure 207 but beyond an enclosed group around a table. This view through the 

cottage door is, in effect, a realisation of the words of the husband in 

the song, as he complains of the conduct and expense of -a drunken wife. 
When he came to illustrate "The Gaberlunzie Man", Allan initially fixed 

upon a stable, approximately pyramidal group, its focal point provided by 

Figure 181 the young heroine of the old song. She is f lanked by her mother on one 

ft side and on the other by the beggarman himself, come to seek shelter 
. Figure 208 from the cold and wet of the night. The setting remains the same in later 

drawings, though rather less is made of the cauldron bubbling on the 

Figure 209 brazier. What is different is the positioning of the figures. The mother 

still closes the composition in Allan's favourite manner, but the 

Gaberlunzie man, far from balancing her at the other side, now occupies 
the centre himself. Allan changed his mind and altered his harmonious 

composition to one which is less visually pleasing, and much less 

compact. The reason for his choice is not far to seek, since the subject 

of the song is not Just the merry couple whispering and wooing ayont the 

ingle, but the elopement of the slee young daughter. The discovery at 
dawn that "she's aff wi' the Gaberlunzie man" has clearly been anticipated 
in Allan's humorous drawing. In short, the artist balanced the formal 

requirements of his favourite oval composition against the textual 

demands of the song, and came down an the side of narrative implication. 

While he was still sufficiently pleased with the more enclosed version to 

Figure 210 develop from it a large watercolour drawing, it was the less unified and 

stable picture which he chose to etch. The frontispiece which Thomson 

later published, engraved, it may be recalled, by his brother, was made 
from a copy by Stathard of Allan's earlier design. 019 

It need only be pointed out once that Allan always offered an accurate 
depiction of the facts related or implied in the verses he illustrated, as 
he had in his plates for The Gentle Sbepber-d and as he would in a 
Historical composition. What are of greater interest are the ways in 

which he offered interpretations of his subjects, as the Historical 

Painter would interpret capital subjects of fable and histary. 189 Thus, for 

instance, Allan's illustration of "Sir Patrick Spens" contains all the 
Figure 211 details of the story except the fashionably dressed Scots lords, not 



2111, "Sir Patria. Spence", c, 1794/96 (liter 
version of Figure 216), Pen and wash 6yer 
pencil 3h x S% (oval). Royal Scotiish 
Academy, 

-74 

12, ýir Sheriff - Muir' c, 1795196, Etching 
314x 4- (ovalý platemark 44x 6ý). Inscribed 
with 'D, Allan dell et fecit' and three 
lines of verse, Published in Campbell's 
4n Introduction to the Afistor)l of PoetrY 
in Scotland, 1798. 
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present when Sir Patrick was brought the King's word from the old capital 

of Scotland. There is the braid letter, the ship to be made ready by the 

morning, the warning of the mariner. There too is a solemn gravity which 

anyone familiar with the ballad would recognise as appropriate. The mood 

of this illustration is as much an evocation of the looming menace of the 

coming storm and the sailors' dread as that of the drawing of "Lady Anne 

Figure 203 Bothwell's Balow" is a distillation of the elegiac tone of her lullaby, or 

that of "Edward" one of brooding suspicion and bitterness. 

Allan was particularly sensitive to the tone of a piece. His accuracy, 
in this collection of pictures, was never laboured, nor did his evident 

enjoyment in illustrating songs become burdened with pedantry. In his 

picture of the satirical and ludicrous ballad of "Sheriff muir", historical 

Figure 212 verisimilitude, and even common sense, was thrown, to the winds as he 

captured perfectly its mocking tone: 

'Lord PERTH stood the storm, 
SEAFO'RTH but lukewarm, 

KILSYTH and STRATHALLAN not sla', man; 
And HAMILTON pled, 
The ten were not bred, 

For he had no fancy to fa', man, 
9nd ve ran, and they ran, and they ran, and we ran, 
and we ran$ and they ran awa ' van. I 

In 1715, one wing of each army, Jacobite and Hanoverian, scattered the 

wing opposed to it, the battle remaining inconclusive. Rob Roy and his 

clan, who had come to join whichever side was seen to be winning, marched 

away without firing a shot, pausing only to rob the dead of both sides. 
There is little evidence of anything so stern as actual fighting in 

Allan's witty etching, the bare-houghed Highlanders and the dragoons on 
their dock-tailed horses having apparently fled at the mere sight of one 

another. This picture is as balanced as the even-handed mockery of the 

song, though rather than cohering around af ocal point it seems to burst 

asunder f ram its centre, where one clansman, a lochaber axe raised above 
his head, stays to exchange at least one cut with the enemy. 90 

The illustration of songs and ballads, in whatever f orm, was by no 

means unusual in the eighteenth century. It is, af ter all, but a short 

step from painting scenes from popular literature - especially from such 

plays as Tbe Beggars' Opera or The Gentle Sbepberd itself to making 

pictures of popular songs, particularly but not invariably to illustrate 

published collections. Among the paintings displayed at Vauxhall from 

around 1730 was a scene from the ballad of "The King and the Miller of 

Mansfield", and paintings later hung at the Royal Academy and at the 
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Societies included a few scenes taken from songs and ballads once popular 
but long since forgatten. 91 One John Ogborne's sole venture into public 

exhibiting occurred in 1785, when he 'sent. to the Royal Academy a picture 

of "Margaret's Ghost", a ballad by the Scotsman Malloch which was also 
illustrated by Allan. The following year Janes Nixon sent a picture of 
the "Black-eyed Susan" of Gay's song, the subject being chosen again by 

Downman in 1792. The Royal Academy exhibition of that year also included 

an illustration of an Irish ballad, "Molly Asthore", painted by Villian 
Gardiner, who had himself earlier chosen a subject from the works of "Mr. 
Mallet", while Mary Flaxman, finding material closer to home, had by 1798 

prepared five designs from Percy's Reliques, the probable source for 
Allan's first essay in the Tenr-e, his paintings of "Chevy Chace" . 92 

In addition to all these pictures derived from songs and ballads, and 
to those prints mentioned earlier, at least One other picture must be 

noted in connection with Allan's activity in this field. Opie had painted 
a scene from, predictably enough, a particularly violent ballad, "Gil 
Morice", of which Allan also made a couple of illustrations. These cannot 
be based upon Opie's canvas, since each artist depicted a different part 
Of the action, but there can be no doubt that Allan knew the work. He 

owned it. 93 

Thus it can be sufficiently demonstrated that there was nothing 
remarkable in Allan's having chosen to illustrate songs and ballads, 

although his having decided to devote so much time to this activity was 
not typical. What is peculiarly distinctive about his undertaking, 
evident even in the score of prints which was all that was ever published 

of his collection, is his concern to express pictorially, in a rigorously 
defined manner and with a carefully selected, vocabulary, certain ideas 
then current which were of particular relevance in Scotland. Allan's song 
Mustrations are, quite simply, unique and unnistaRaIrle, and it is of 
more importance to investigate in what consisted his originality than to 

emphasise every debt to earlier examples of this Eenre. 
Beyond all this, music itself and dance had always been popular 

subjects for artists, whether their paintings offered a symbol of social 
harmony, an entertaining view of the rough pastimes of peasants to be 

enjoyed by wealthy patrons, conscious of their distance from such 

amusements, or simply a record -of the shared pleasures of all social 

classes, in the different forms that music-making took. A musical party, 

as Zoffany for one well knew, is an ideal subject for a Conversation 

Piece. David Allan had made two sketches for such paintings, one of a 

concert at Hopetoun House, the other that "agreable Groupell of the Duff 
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family at an organ. '34 Music in Scotland, however, especially when 
"chaunted to verses in 'the various dialects of the Lowlands", held 

particular associations for Allan's contemporaries, associations which 

clearly informed his song illustrations. 911 Side by side with the rather 

patronising view of Scottish song often encountered among the gentry, a 
view which held that the forgery of "ancient fragments" - as distinct 
from the setting of new words, acknowledged as such, to old airs - was 
an acceptable and amusing pastime for young ladies and gentlemen, went a 
more serious regard for what was widely held to be a survival of a 
primitive culture. Allan had earlier reached towards a pictorial 
expression of related- ideas, with regard to that "oldest race of 
inhabitants" living in "regions mountainous and wild", in his consciously 
nafve painting of the dance at Blair Atholl in 1780.99 With his -later-. 
collection of little oval drawings, pictures of artificial compositions 
rather than of reality, he was free to resume the theme on a scale more 
convenient, and one more appropriate to the illustration of songs. 

The simplicity of these illustrations was not dictated solely by their 

small size. It was Allan's response to the qualities ideally shared in 

, 
songs by words and music alike, and his means of conveying this response 
to anyone with the wit to see. His pictures are the recognition by an 
academically trained Historical Painter of the eiýsence of such artless 
and anonymous verses, and of the best of the more modern imitations. 
When Burns, in those pieces designated in The Scots Nusical Xuseum 'by 
the letters R., B., X. and Z., undertook to save the "shatterld wrecks" of 
ancient verses, he often created compositions completely in accord with 
the spirit of the old songs while yet rising above them . 97 From 
fragments -a chorus, a remembered line or two, in some cases only the. 
traditional title of an air - he spun verses perfectly adapted to the 

rhythm and compass of the music, and gave to many a restored song "the 
lyric elevation its original author had felt but could not express". 913 
Allan, to be sure, had no wish that his illustrations should pass for the 

anonymous, unpolished productions either "of the olden times" or of his 

own, but was, like Burns, concerned that his efforts should sit happily 

with those of other artists, the poets of other days, should capture all 
the feeling of each song and express its unity with the tradition which 
lay behind it. 99 The simplicity of these drawings is deceptive. 

They were founded not only upon Allan's appreciation of Scottish song, 
but upon his knowledge of.. contemporary thinking about it. Their style, 
like that, of , his plates for -Tbe, Gentle ýSbepberd, was, decided in, ýemulation 
of that simplicity thought characteristic . of peasant societies, , and so 
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Fisuiv 213 much admired in their songs. Because such ideas clearly did influence 

Allan's illustrations of Scottish songs, as they had his plates and his 

Preface for Ramsay's pastoral comedy, and because these ideas were of 

such interest to those who bought collections of songs and night, 

therefore, reasonably be expected to buy the sets of etchings prepared to 

accompany them, some account of contemporary views on these songs, 

particularly upon their simplicity, is essential. 

This simplicity, in both words and music, was more often praised than 

actually defined, but it is quite clear that Allan's contemporaries did 

not regard it as a quality invariably, or solely, to be found in the songs 

of the peasantry. Burns, for instance, thought a recently published 
Addr, ess to Locb Lomond "fully equal tch the Seasons" in the "simplicity, 

harmony, and elegance" of its verse, but wrote less favourably of "the 

legion of Scotish Poetasters of the day", who had 
"always mistaken vulgarity for simplicity; whereas Simplicity is as much 
eloign6e from vulgarity, on the one hand, as from affected point h puerile 
conceit, on the other, -" 100 

It comes as little surprise to learn that he preferred a set of words 

beginning 
'The yellow-hair'd laddie sat on yon burn brae' 

to one which had as its f irst line 
'In April when primroses paint the sweet plain", 101 

If any "conceits" are to be found in the old ballads, for example, they 

are of an almost proverbial cast, as when one character, -the border 

reiver Johnie Armstrang, speaks of the -folly of seeking 11het water 
beneath cauld yce", or when Lady Anne Bothwell ruefully muses that "with 
fairest tongues are falsest minds". Simplicity of expression, it seems, 

meant the unfolding of a round, unvarnished tale in plain statements of 
fact or of emotion, with images and comparisons, if used at all, drawn 
from common life or from nature, those fields and meadows the people 

every day beheld. 202- 

It was not solely in the expressions used in Scottish songs that 

simplicity was to be found, but in their very language. John Pinkerton, 

again writing "On the Tragic Ballad", asked 
Nwere ever the feelings of a fond mother expressed in language equal in 
simplicity and pathos to that of Lady Bothwell? This leads me to remark, that 
the dialect in which the Scottish ballads are written gives them a great 
advantage in point of touching the passions, Their language is rough and 
unpolished, and seems to flow immediately from the heart, We meet with no 
concettos or far-fetched thoughts in them, They possess the pathetic power in 
the highest degree, because they do not affect it; and are striking, because 
they do not meditate to strike. "03 

Wordsworth was later to write, at some length, on how in "humble and 

rustic life" the "essential passions of the heart ... are less under 
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restraint, and speak a plainer and more emphatic language", thus equating 

the manner-s of that "condition of life", in this respect, with those of 

earlier conditions of society, as these were understood in the eighteenth 

century. 1114 In Scotland, of course, Fragments collected or fabricated by 

James Macpherson confirmed many of his contemporaries in their 

expectations, especially when readers of his ep'ics found them prefaced by 

Blair's "Critical Dissertation", which stated: 
'Irregular and unpolished we may expect the productions of uncultivated ages to 
be; but abounding, at the same time, with that enthusiasm, that vehemence and 
fire, which are the soul of poetry, ' 10s 

Not everyone went so f ar as to conclude that poetry was "the original 

language of men in an infant state of society", but most writers did 

regard "the humble yet characteristic Scatish song" as being 
Ndescriptive of the manners and sentiments of the times; recording events, 
either ludicrous, or pathetic, fabulous or historical, marking the character, 
and occupations of a rude people, in their progress to civilisation, 5 106 

When David Herd wrote, as did many another editor, that Scottish songs 

exhibited "natural and striking traits of the character, genius, taste and 

pursuits of the people", these songs were in truth only offering a 

particular case of the general observation that in every country 
"the fortunes, the manners, and the language of the people are all linked 
together, and necessarily influence one another', 101 

Indissolubly wedded to every song was its music, a "natural alliance" 

which, it was pointed out, was seldom broken among primitive peoples-1111 
Sir Walter Scott, in his The Xinstr-els7 of the Scottisb Bcrder - much. of 
its contents having been collected in the very decade during which Allan 

was most deeply engaged in illustrating Scottish songs - further 

developed this idea of connection, finding in every iýong an image of the 

perceived national or regional character. - He believed that 
'the music and the poetry of each country must keep pace with their usual tone 
of mind, as well as with the state of society, " 101 

As has already been indicated, both the Gaels of the North and the 

peasantry of the Lowlands, the latter speaking, and upon occasion singing, 
"the Scottisb idiom of the Britisb Tongue" in a manner "fiery, abrupt, 

sprightly and bold", could be thought closer to the original state of 
Mankind in proportion to their being literally closer to Nature, less 

under "the influence of social vanity", than were the inhabitants of towns 

and cities. ' 10 Hence, of course, the advantage Ramsay derived in The 

Gentle Sbepberd from the "Doric" speech of this ancient race. 

Since its music was also believed to "keep. pace" with the state of a 

society, that of an "unpolished" one would ideally speak a "plainer and 

more emphatic language". Knowing that George Thomson had engaged 

Continental composers to arrange songs for his Select Collection and to 
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provide them with introductory and concluding "symphonies", Burns wrote 

anxiously to the Trustees' Office in 1793: 

'Another hint you will forgive - whatever Mr Pleyel does, let him not alter one 
iota of the original Scots Air ... Our friend, Clarke, than whom, you know, 
there is not a better judge of the subject, complains that in the air 'ýee-rig, 4 
the accent is to be altered, - But, let our National Music preserve its native 
features, - They are, I own, frequently wild, & unreduceable to the more modern 
rules; but on that very eccentricity, perhaps, depends a great part of their 
effect, - Farewel! ' "I 

Burns's protestations that his "pretensions to musical taste" were "merely 

a few of Nature's instincts, untaught & untutored by Art" are of a kind 

with his description of his "native-born method of rousing his poetic 
fires", and not to be too uncritically accepted. 112 His later remark to 

Thomson - connoisseur-, singer and player of the vialcncellc - that his 

own taste "must be inelegant & vulgar, because people of undisputed &'- 

cultivated taste can find no merit in many of my favorite tunes" contains 

more than a doit of sarcasm, as that "compleat Judge" of "pathos, 

Sentiment, & Point" might have recognised had he remembered "The Cotter's 
Saturday Night". ' 13 When the family "chant their artless notes in simple 
guise", the plaintive, noble or wild-warbling strains of Scottish psalm 
measures put frivolous foreign compositions to flight: 

'Compar'd with these, lialian trills are tame; 
The tickl'd ears no heart-felt raptures raise; 
Nae unison hae they, with our CREATOR's praise, ' 

It was riot, it seems, only "the pathetic and sentimental songs -of 
Scotland, which Imight3 with truth be termed, the poetry and the music of 
the beart". 1 14 

While this claim for the "unaffected simplicity" of such music was a 
development of the latter half of the century, the comparison of Scottish 

song to that of other countries was of earlier date. Depending upon the 
kind of song, whether Pastoral or Jovial, the native music, when set 
beside Italian trills, was felt to be either an equally mellifluous 
counterpart, or an appropriately vigorous counterblast. Ramsay, who had 

asked Lorenzo Bacchi to set his cantata "Blate Johnny", encouraged his 
fellow enthusiasts in elegant couplets: 

'Then you, whose symphony of souls proclaim 
Your kin to heav'n, add to your country's fame; 
And shew that music may have as good fate 
In Albion's glens, as Umbria's green retreat; 
And with Corelli's soft Italian song 
Mix 'CowdenKnowes' and 'Winter Nights are Long', ' 

Robert Fergusson, an the 6ther hand, a "Knight" of the Cape Club dubbed 

"Sir Precentor" because of his fine singing voice, struck a livelier note 
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A nivefow of meal, and kandfow of groats, 
A claad of a bannock or herritig bries 
Cauld parradge, or the lickings of plates. 
Wad mak him as blyth as a beggar could b 

This beggar he was a humble beggar, 
The feint a bit of pride had he, 
He wad a taen his a'ms in a bikker 
Frue gen*tleman or poor bodis. 

His wallets &hint and afore did hang, 
In as good order as wallets could be; 
A Ian g- kail-gool). hang down by his fide, 
And a meikle nov; t horn to rout on had he. 

9 It happend ill, it happen'd warfe. 
It happtn1I ria that Is did die -. 
And- %ha do ye think was-at his late-wak, ) 
But lads and laffes of a high deiree? 
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Up be gat and co'd her limmer, 
And ruggit and tuggit her cockernonia. 
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They houkit his grave. in Dukees kirk-yards. 
Ven fair fe the companis; 
But when they were gaun to lay him P tl: yird, 
The feint a dead, nor -dead was he. 

And when they brought him to Duket 9a kirk-yard 
He dunted on this kift, the boards did ilia-, 
And when they were gaun to put him Nhe jird, 
In fell the kift, and out lap he. 

9L He cryd, I'm cald, I'm unco cald. 
Fu' fart ran the folk, and fu' faft ran he; 
But he was firft hams at his &in ingle-ride. 
And he helped to drink his &in dirgia. 
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in dismissing the compositions of f creign messans, calling upon the 

musicians of Edinburg! to cheer the heart Wth "a canty Highland reel" 

'Fictlers, your pins in teniper f ix, 
And rosaý weel your fiddle-sticks, 
And banish vile Italian tricks 

From out your cuorum, 
No r tor tes wiI pianos wa x, 
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Whether David Allan's vocal accomplishments were the equal of Fergussoals 

is not recorded, but he seems to have had some ccntemporary reputation 

as a singer, and was, if tradition is to be belieý? ed, as apt with a 

popular song as he was with an antiquarian anecdote. "' The Earl of 
Hopetoun, having often heard him sing, may well have known what to ex- 

pect when he asked Allan to give "a specimen of one of I his I best 

Scotch songs" to that great assembly at Hcpetoun House. " '8 The "company 

of first-rate Italian singers", however, did not. Music, it seems, did in 

this instance "necessarily require words for an exponent", and thus the 

audience, not a tenth of whom understood the foreigners' language, 

listened to their arie "with the most solemn gravity", but 

"while Allan proceeded, the guests who wereý truly Scotch, were, as it were, 
electrified-every verse produced convulsions of laughter, so that they were 
scarcely able to keep their seats, This scene, as it were, turned the tables 
on the Italians, who became as ýolemnly grave as their auditors were for- 
merly, for of melody they heard not an air, and they understood not one word 
of the song. " 119 

Allan, with a rowth of charming pastorals to hand, mischievously chose 
I-h in instead "The Humble Beggar", an "out of the world song, as uncoul 

Figure 214 words as irregular in its lines ... which produced the convulsive 

-1 the laughter, as it so very stronSly contrasted with the fine melody o. 
Ronan singers". 

t 46 I, was not solely upon "the literary history of his country" 'hat 
Allan had "employed much off his attention". 3-2c' That interest in "the 

antlent state of the kingdom and people of Scotland" which he 

shared with the Earl of Buchan was but another particular application of 

a view generally held, in this instance the curiosity about earlier soc- 

ieties and different cultures which was common to many of All-an's 

acquaintances and contemporaries. 2zl - The study of traditional music, 

although rooted in the consciousness that traced the origin of drawing 

and painting to "the old poeti-- dream" oil an outline made around a shadow 

cast on a wall, was not solely, or even largely, concerned with the 

past. I Z2 This music, these songs were a vital part of daily life in 

Allan's tine. 'Their popularity amonE the peasantry - though, of course, 

all classes enjoyed them - was perceived to have litei-ally ex. isted "time 
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out of mind", and would in fact endure long after various collectors had 
'nailed the singing tragedies down 
In dumb letters under a name', 123 

Among the objects of Buchan's Society of Antiquaries was a study of 
"the antient manners, customs ,.. dresses, amusements, and music' of the 
people, and a complete collection of the undecorated, simple, melodious, or 
warlike airs of the Scots and Gauls", 

and one of its early meetings included a reading of "A Disquisition into 

the Origin of the Christmas Carrals still in use among the vulgar in 

Scotland". 224 Before turning from the general background to Allan's 

activity in song illustration to consider the influence of his own 

antiquarianism an these pictures, it is interesting to observe in the 

words of the two editors with whom he was most closely associated 

evidence of the tension that must then have existed in the study of songs 

"still in use", when antiquarians concerned to discover every vestige of 

the past found that this music, though often of great antiquity, was not 

to be regarded in the same light as ancient or mediaeval armour, cosilume, 

coins, architecture or inscriptions. That is, those accustomed to paring 
"with sharpen'd sight" over such relics of the past, hoping to reclaim 
them from the dust of mouldering age in their original form, were faced 

instead with a living tradition, and one which was continually 
developing. 1 23 Joseph Ritson, having first detailed minutely his sources 
both for texts and for airs, stated, with assurance and some plausibility, 

Osome of these tunes no doubt will be found very different from, and perhaps 
much inferior to, the common or favourite sets; but it may be depended upon that 
they are immediately taken from the oldest or best authorities that could be met 
with, and consequently are most likely to be the genuine and original airs; so 
far, at least, as musical notation can be relied on, " "', 

George Thomson, an the other hand, recognised that melodies had*been long. 

preserved by "oral communication, before being collected and printed", and 

was in his own collection "as much guided by the living as by the 

dead". 1 27 After making an unmistakable reference to Ritson's account of 
his researches, Thomson continued in a Preface of his own: 

'It is certain, however, that, in the progress of the Airs to modern times, they 
have in some parts been delicately moulded by judicious Singers, into a more 
simple and pleasing form than that given to them by the early publishers ... In 
selecting the Airs, the Editor not only consulted all the different Collections, 
but availed himself of the communications of such intelligent friends as he knew 
to have been much conversant with their native music; and he invariably chose 
that set or copy of every Air, whether printed or manuscript, which seemed the 
most simple and beautiful, freed, he trusts, from vulgar errors on the one hand, 
and redundant graces on the other, ' 129 

Ironically, in thinking largely of professional vocalists like Tenducci 

and Signor and Signora Corri. who entertained audiences in Saint Cecilia's 
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Hall in Edinburgh, Thomson actually came closer to understanding the true 

nature of a vital song culture than did the more scholarly Ritson. 125' 

None can doubt the keenness, indeed fervour, of the two collectors each in 

his way, but Ritson's very precision led to his giving too much weight to 

what he found in manuscripts or printed collections, and, notwithstanding 

his "repeated visits to different parts of Scotland", too little to what 
he must have heard, the personal touches and nuances of many individuals 

which contributed to the shaping of variants in songs and airs. With 

respect to the music of traditional songs, at least, Thomson recognised 
the fluid nature of the phenomenon he and Ritson, and Herd, Ramsay', 

Burns, Allan, and any other enthusiast encountered, the mutability of both 

airs and words within bounds readily appreciable by any singer or 
listener, but bounds less inflexibly determined than those of a text or 

score shut in a book rather than living in the memory. That one of the 

friends with whom he discussed national music. among other things, was 
David Allan there can be little doubt; in one of his letters to Burns 

Thomson gave the poet the benefit of observations which, beyond their 

being to some extent the common currency of educated conversation of the 

time, sound suspiciously like the views held by the Master of the 

Trustees' Academy, particularly in their emphasis upon "general nature", 

and upon simplicity as a principle in artistic creation: 
"It is very possible I may not have the true idea of simplicity in composition, 
I confess there are several songs, of Allan Ramsay's for example, that I think 
silly enough, which another person, more conversant than I have been with 
country people, would perhaps call simple and natural, But the lowest scenes of 
simple nature will not please generally, if copied precisely as they are, The 
poet, like the painter, must select what will form an agreeable as well as a 
natural picture, On this subject it were easy to enlarge; but)at presentsuffice 
it to say, that I consider simplicity, rightly understood, as a most essential 
quality in composition, and the ground-work of beauty in all'the arts, ' 130 

Allan's antiquarian interests might be expected to have inf luenced his 

illustrations of songs almost as much as his Neoclassical regard for 

simplicity. Particularly in the pictures inspired by Historical Ballads 

and Epic Tales, he could in great measure draw upon material germane also 
to his cycle of Historical paintings. The "Brown jacket & drawers" 

Figure 164) 
Figure 170 sketched from the portrait of Lord Darnley, for instance, and the short 

Figure /50 cloak with which Allan fitted him for the painting of Rizzio's murder, 
Figure 2 of 

P, Figure 215 reappear in illustrations of several Heroic Ballads, while the costume 
Figure 222 worn by King James V in one of these illustrations was loosely based on 

that in the contemporary portrait at Hopetoun House-131 

For his illustrations to the ballad of "Kill iecrankie", Allan had 

I recourse not only to another of his copies -a "Portrait, in red chalk, of 
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Lord Viscount Dundee" - but also to the Reverend Granger's 

History of EnEland. 1-2 Since a scene of Dundee's being mortally wounded 

-1 on the field of battle was among the pictures sent to Ritson, and one o. 

those published in Ecotisb Song-, it is likely that Allan's first drawing 

Figure 17,1 of "Killiecrankie" dates from around 1788.133 The features of John Graham 

of Claverhouse in Allan's sketches of the battle are actually as little 

defined as are those of Mary Stuart in other preparatory drawings of this 

time. Had he gone on to make a large Historical composition of Dundee's 

death, comparable to those based upon the life of Mary, Queen of Scots, 

things would have been very different in this respect. As it is, with the 

exception of the general's flowing hair, the clearest reference to the 

portrait which Allan copied in Airth Castle - not far from Alloa - is the 

jointed armour which historically proved so vulnerable. Allan, directed 

by Granger's History to Sir John Dalrymple's Memoirs of Great Britain and 

Ireland, would have read a spirited, if not entirely accurate account of 

Dundee's death in action. Having spurred ahead of his clansmen, Dundee 

"waved his arm in the air to maý: e them hasten ... 
Being conspicuous in person 

and action, he ý, as observed, and a musý: et-ball aimed at him found entrance in an 
opening of his armour ... occasioned by the elevation of his arm", 134 

Neither Dalrymple nor Granger makes any reference to Dundee's having 

worn a helmet, and yet Allan's later pictures of the fallen commander 

Figure with a few attendants, including the engraving in Scotisb 15ong, do 

include such a feature, a quite specific detail absent from his first 

sketch. It is possible that Allan added this accoutr-ement having learned 

of the exhumation of Dundee's remains, and the consequent discovery of 

his helmet and armour, which had lain undisturbed in the Kirk of Blair 

for more than a century. Rescued from "the uses of the blacksmith and 

tinker", armour and helmet were taken to Blair Castle, home of the 

Murrays of Athcll whom Allan had painted in 1780 and who may well have 

told him of the find, enabling him to augment the authenticity of his 

works even if he never saw the "much mutilated" relics themselves, 13S 

Both in the extensive battle scene and in the more compact oval 

illustrations there are some similarities to West's painting of the death 

of Wolfe at Quebec, or, more accurately, to those typical representations 
Figure of the Deposition from the Cross upon which West had based his own 

picture. In his reduced versions of the scene, Allan concentrated 

attention on the group around Dundee at the expense of the distant 

battle. In the earlier drawing he had clearly been enjoying himself in 

depicting a few fierce m6lees between Highland irregulars and government 

troops, and in picking out details like the fallen piper behind Dundee or 
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the mounted troopers laying about them with their heavy swards, incidents 

which might aptly have filled the peripheries of a Historical canvas such 

as he may originally have planned. Whatever is suggested by this picture, 
however, he soon realised that a sonE illustration is precisely that, and 
is neither a History painting scaled down to fit above or beside a 
printed text, nor a pictorial treatise upon arms, tactics or historical 

characters. While he did take care to provide Colonel Gardiner with a 
gorget and sash, and General Sir John Cope with a swift dock-tailed horse 

and a pair of dragoon pistols, of much greater moment in Allan's eyes was 

JvJrum J 82 the forceful portrayal of the defiance of the one or the humiliation of 
Firum 218 the other, bringing the news of his own defeat to Haddington. 236 

The subject of the battle of Bannockburn allowed Allan again to 

reconstruct a scene from national history, the site in this case lying 
Fif" 229 not far from his birthplace in Alloa. For the costume of the piece he 

could have drawn an the works of Strutt, an Captain Grose's A Treatise 

on Ancient Armour and Veapons, or even an Sepulcbral Nonuments of 
Great Britain by Richard Gough, which had commenced publication 

jrjr" 220 in 1786.237 The Earl of Buchan may once more have proffered advice, 

perhaps pointing out the score of paintings by George Jamesone 

imaginatively portraying Scottish monarchs, which was located during 
the eighteenth century at Newbattle Abbey in Midlothian . 3.38 Allan would 
naturally have known of the "very pretty show" made by Jacob de Witt's 

array of royal portraits in the Palace of Holyroodhouse. 239 The curling 
hair and beard, the jointed armour and the vigorous turn of Bruce's head 

in Allan's etching strongly suggest the work of his fellow Scot as a 
source, the king's appearance having been aged by some years from 

Firwe 221 the tine of his coronation, inscribed on Jamesone's picture. This is not 
to suggest that anyone actually thought the painting an authentic 
likeness - one contemporary described de Witt's grander series as a 

. group of "paltry daubings, mostly by the same hand" - but merely that 
Allan felt a reference to tradition in this way was appropriate.., 40 

In any case, historical accuracy is hardly a feature of the print. A 
figure in the kilt, with a bonnet and a broadsword, occupies, an uneasy 
position between one in cuirass and seventeenth- century helmet and 
another sporting a horned helmet and clutching a targe. Less is made 
of this archaism in the etching than in Allan's preparatory drawing, but 
in both pictures the foot-soldiers follow their king's charger with as 
much precision in their step as there is determination in their 
faces. These ordered ranks, rows of glittering spears, officers splendidly 
mounted and distributed along the forefront, are all features typical of 
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prints of contemporary battles. , In such a, context, the cloud,,, in the 

background suggests a pall. of 'musket smoke drifting, southwards from_t4e 

site of "Sheriffmuir",. and the baton at Bruce's saddle is unhappily 

suggestive of a holster for, adragoon pistol.. 

Such solecisms cannot be - accidental. It would,,. be remarkable if ý an 

artist who had already "with some dif iculy found out many, of the old 

Scotish dresses", and had' incorporated his 'discoveries in "an 'earlier 

group of pictures, should have f argotten . them, or, moroý importantly, this 

concern for accuracy, in a later. ' 42 Buchan's Society of Antiquaries, in 

comparing the ancient state of Scotland with the modern, studied intex, 

alia "seals of office or arms", and the most cursory glance at these, or 

at the publications of Strutt or Grose, would have informed Allan that 

the horses of medimval kings were garbed in heraldic caparisons. He, had 

also, it may be remembered, observed how a portrait of James V compared 

with the image an a coin, and in f act Allan numbered a few silver 

Scottish coins among hib collection, their dates unfortunately not being 

recorded. 142 Allan has in this instance disregarded historical accuracy 

in a manner deliberate and provocative. He cannot be said to have been 

appealing to the expectations of a contemporary audience familiar with 

prints of British victories in Europe, America or India, for this 

observation hardly explains the picture's being literally overloaded with 

anachronisms. The print is not a reduced Historical painting of the 

battle of Bannockburn, but an illustration of Burns's "Ode", ostensibly 

upon that subject. To suggest that Allan chose a depiction so modern in 

character simply because týe song was by a contemporary is likewise 

specious. Vhile many among its first audience, once the Ode was 

published in the Select Collection or in The Scots Musical Museum, would 

have recognised the patriotic imp'ulse "behind, it, few could have known the 

full truth of its origin, an account with which George Thomson was 
favoured and from which Allan developed his picture. In Barbour's The 

Rrus, Pinkerton's edition of which Burns had recommended in 1790, the 

t. -W 

king addresses his "Lardyngis" before dawn on Midsummer's Day, in a 

passage which Burns had in mind as he imagined 
'the looks and feelings of'the Scots- Patriot Heroes on that' eventful 'day, as 
they saw their hated but powerful Tyrants advance. ' I'll 

As was "almost invariably" his habit, the poet accompanied his "figuring" 

and composing by "humming every now & then the air" chosen by him for 

the piece, this being one traditionally held to have been "Robert Bruce's 

march at the battle of Bannockburn". ' 44 Thomson, with his customary taste 

and tact, decided this air was "totally devoid of interest or grandeur", 
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and suggested that the Ode be set to another, thus making necessary the 

additional and now mercifully unfamiliar two syllables inscribed below 

Allan's etching. 2 46 

It was not only Barbour and musical tradition which inspired Burns to *a 

pitch of enthusiasm an the theme of Liberty'& Independance". 1-4r- Having 

transcribed his first'version of the Ode for Thomson, he added, 
"P. S. I shewed the air to Urbani, who was highly pleased with it, h begged to to 
make soft verses for it; but I had no idea of giving myself any trouble on the 
subject, till the accidental recollection of that glorious struggle for Freedom, 
associated with the gloving ideas of some other struggles of the samp nature, not 
quite so ancient, roused my rhyming Mania, ' 147 

That is, Burns - whose loyalty to the British state had already been 

investigated - in an Ode upholding the right of Scotland's king and law 

against the claims of a foreign usurper may also have "veiled his en- 
thusiasm for the revolution of 1789 behind his admiration of the Bruce"; he 

was sufficiently apprehensive of the reaction' which might come of the 

import and tone of the song to request later that it be published "as -a 
thing ... met with by accident". 1411 In suggesting that the heavily 

stressed anachronisms of his picture, uncharacteristic as they are, arose 
from Allan's knowledge of the song's ambiguity, there is not even any need 
to suppose that he was particularly sensitive to tone and meaning. Burns's 

explanation is with the verses - there is nothing of a personal nature in 
the letter - and Thomson, even if he did not immediately alter the last 

stanza, surely did, at some point, "hand the poem to the artist*. 149 
It is beyond doubt that Allan was kept well informed of much that passed 

between Burns and Thomson. When the poet wrote in March 1794 to a mutual 
friend. Alexander Cunningham, of his admiration both for the Foulis edition 
of The Gentle Sbepberd - "that noble edit- of the noblest Pastoral in the 

world" - and for its illustrator, Allan was told of this within the mouth, 
and was "much gratified" by Burns's *good opinion of his talents". 1all Within 
the same month, Burns had been presented with a copy of the Pastoral-'a' It 
is, therefore, likely that Thomson, knowing of Allan's interests in music 

and literature and sharing them, would have apprised him of Burns's 

researches, remarking in' this case an the air to which "Robert Bruce's 

March" was to be set, as he was later to do with reference to. Pastaral sub- 
Jects. 262 At any rate, whether they are the consequence of his having read 
Burns's letter or the product of his own independent interpretation of the 

song, the anachronisms of Allan's illustration must be regarded as having 

been deliberately chosen rather than ignorantly allowed. 
Too much can be made of this particular aspect of the Ode. 1153 Like any 

work of art, it does reflect ideas current at the time of its creation, 

whatever the historical events an which it was based. Yet it is, in its 
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most obvious meaning, eloquently true to these circumstances, as recorded 

within a generation or so of Bannockburn itself. The subject of Barbour's 

Brus is not only the life and deeds of Robert I, nor is the poem fully to 

be understood as a story that "schawys the thing rycht as it wes" and as 

an example of how a monarch should "maynteme richt and ek lawte". 11-4 The 

"fredome" of Barbour's famous apostrophe is that of all the Scots people 

who "war tretyt than sa wykkytly". Ir*r- This awareness also informs Burns's 

song, and rather than drawing from it a number of Jacobite or Jacobin 

thoughts "inverted into rhyme" in allusion to the deposed Stuart line or to 
the French Revolution, or, for that matter, the American, it may be more 

accurate to regard it as a call to arms intended to stir all ages while, in 

the same breath, inspiring one nation. 11-6 Allan's spirited picture, then, 

with its minimum of historical authenticity and its array of anachronisms, 
is a fitting complement to the song's deeper resonance. 

As is only to be expected, Allan took -care at least to set the scene 
unambiguously, with Stirling Castle dominating the background. Together 

with his use of a cast of individuals in his illustrations of Historical 
Ballads, rather than the characteristic types found in those of Pastorals, 
there goes an attention to particular topography, with Dundee dying amid 

Figure I F8 
the steep Pass of Killicrankie, Gardiner collapsing not far from a broad 

Figutv 182 sweep of the Firth of Forth, and the armies at Sheriffmuir dispersing at 
Figwv 212 the foot of the Ochil Hills. One accurate detail almost lost in the throng 

at Bannockburn, but of some antiquarian significance none the less, is the 

small horn seen in silbouette near the picture's centre. Froissart relates 
how every man in the Scots army carried such a horn, the sounding of which 
in unison, if not harmony, made an infernal din . 157 

In this illustration of the climactic moment of the song, the energy and 
resolution accumulated throughout Bruce's "address" are suddenly released as 
his army bursts forward. Allan's picture is a summation of the spirit of 
Burns's verses. So too all the illustrations to the Heroic Ballads represent 
a distillation of each Epic Tale, a sharp fragment often dominating an 
almost dream-like glimpse of other elements in the narrative, these being 

slightly indicated in the background. It is an illustrative technique 

reminiscent of that style characteristic of the Ballads themselves, stories 
advancing in sudden dramatic flashes of dialogue or brittle description, 

with all the meaning conveyed by the most direct and powerful means. 
One of the earliest of Allan's surviving song illustrations is of "Gil 

Morice", one of the two broadsheet ballads pinned to 'a door in the sixth 

4 Figure 120 plate for The Gentle Sbepbard. Quite apart from its poetic merit. the 

Figure 222 popularity of the piece was assured in Scotland once Home had founded 
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upon it his tragedy of Douglas, and Herd granted it f irst place in his 

edition of 1776. Thomas Gray was much taken by the abrupt resolution of 

its mystery, which gathers tension for more than a hundred and fifty 

lines: 
'Aristotle's best rules are observed in it in a manner that shews the author had 
never read Aristotle, It begins in the fifth act of the play, you may read it 
two-thirds through without guessing what it is about; and yet, when you come to 
the end, it is impossible not to understand the whole story, " ` 

Towards the end of this story, Gil Morice is slain and beheaded, his head 

set on a spear and sent "trailing through the todn". Only then does the 

ballad's "winsom dame" weep for him, for only then does she learn of his 

fate, and only then is the mystery resolved. Allan in his illustration, 

therefore, by depicting Lady Barnard wringing her hands beside a corpse, 
takes as many liberties with the dramatic facts of the tale as the ballad 

itself does with conventional narrative technique. Few would criticise 
his having done so. To think thus is to approach the illustration in a 

manner more appropriate to the rigour of a study than, as the artist 
intended, to the enjoyment of a performance or the appreciation of his 

picture. From the first he chose his ground carefully. The stark 
presentation of a severed head might have allowed a reference to 
traditional depictions of the Feast of Herod, but Allan instead chose to 

unite the lady's grief with the recurrent theme of the once-peaceful 
"grenewode", in a manner probably derived from academic theory and at 
least sanctioned by it. That a painter had "but one sentence to utter, 
but one moment to exhibit", would have led to innumerable problems in the 

painting of History, had not those "eminent instances" which were 
"commonly supplied by the Poet or Historian" been already familiar to a 
cultivated audience. ' 1-9 An illustration ought adequately to depict its 

subject, even if many Historical paintings were, in truth, calculated to 

remind a viewer of a story rather than actually to relate it. Thus a 
number of incidents, separate in time but all contributory to one 
narrative, or necessary for the full explication of an event, might have 
to be united in a picture if it. were properly to represent that subject. 
If a painter did not, when necessary, thus abandon the techniques of 

poetry and adopt those more appropriate to his own art, then, as Le Brun 

had remarked, his audience would derive little instruction from his work, 
however much his merely mechanical skill might be admired. To look at it 

would be like reading a history of which the author, instead of following 

his narrative from beginning to end, gave only its conclusion. "' 

At the conclusion of "Gilderoy", a ballad telling of events which 

occurred more than a century before Allan's birth, and itself dating from 
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at least 1650, an outlaw's widow is left to mourn her "joy and heart's 

delight",. he having been hung in Edinburgh after a desperate pursuit 

through the wilds of Atholl. 1-r-1 Allan's moving illustration depicts the 

Figure223 moment of highest tragedy, with the poetess in whose voice the ballad is 

told - among the most classical in feeling of all his figures - weeping 

over Gilderoy while two grave-diggers toil in the middle ground and a 

sturdy gallows broods over the scene. A consideration of the words 

which Allan appended to his picture contributes a good deal to an 

appreciation of the illustration, and even more to an estimate of the 

artist. In these four lines - faithfully copied, for once, by Thomson - is 

contained the essence of the poem. 'r-2 They reveal the clash of societies 
which lies behind the ballad and which occasioned the particular event it 

records, His widow came from the same town as the freebooter, and had 

shared with him the Highland way of life in which periodic raids into the 
Lowlands were a necessary result of the clan system... The land being 
incapable of supporting-the numbers of fighting men required to defend 
it, the unfortunate Sasunaich were plagued by reivers who, like Gilderoy, 
held the Lowlanders and their laws in scorn, and bare away their gear 
and livestock. 'r-3 The widow, therefore, does not lament her husband's 
desire to abandon a peaceful life so much as the very existence of the 
Lowland laws which condemn him. Allan the enthusiast of Scottish song 
appreciated the sensibility of the ballad Just as surely as his drawing 
expresses its drama. He seized upon the strife between a Highland 

existence and a Lowland, the clash of a "polished" society. with one 
regarded by the Lowlander, depending upon his mood and situation, as 
either wild and dangerous, or free and romantic. Such a theme must have 

been of particular poignancy half a century after Culloden, when the old 
Highland ways were a recent memory, but it seems that many had long 

envied the Highlander the idealised freedom with which he was often 

FiSV" 214 invested by writers, particularly if his "unavoidable Poverty" were not 

emphasised. While it is true that "the Highlands Ewerel but little known 

even to the inhabitants of the low Country of Scotland, for they [had] 

ever dreaded the Difficulties and Dangers of Travelling among the 

Mountains", certain considerations could induce a Lowlander to make-the 

Journey, at least in fancy. 164 Captain Burt wryly observed that there w, ere, 
"many of the Lowland Women who seem to have a great liking to the Highlandmen, 

which they cannot forbear to insinuate in their ordinary Conversation, " 166 

Allan's drawings inspired by Scottish songs, at their best, are more 
than illustrations of these texts, as Historical paintings, from the like 

of which he is said to have turned, are, in their ideal f orm, more than 
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illustrations of the Classics. His pictures are inter-pr-etaticns of songs 

and ballads, by one steeped in their music and rhythm. their import, and 

the tradition of which they are part. 
One of the most famous of all the Border Ballads, "Johnie Armstrang", 

was first printed in its genuine form by Allan Ramsay in The Ever&reen, 

and was said by him to have been "copied from a Gentleman's Mouth of the 

Name of Armstrong, who is the sixth generation from that John". 1ror- Like 

"Gilderoy", this ballad is founded upon historical fact, and like the 

Highland hero Johnie too was literally beyond the law, being one of the 

notorious Armstrong clan of Liddesdale, and "the most redoubted Chiftain 

that had been, for a long Time, on the Borders, either of Scotland or 

England. '"-7 

In the summer of 1529, intending to "suppress the turbulent spirit of 

the Marchmen", the young King James V led a flying column of "earls, 

lards, barons, freeholders and gentlemen", said to number around ten 

thousand, through Ewsdale and Ettrick Forest. '" It is not clear whether 
Armstrong appeared before him voluntarily, whether he were "enticed by 

some courtiers", or whether, as the ballad implies, he were duped by a 

royal promise of safe conduct. Vhat is certain is that he, and probably 
the thirty-six well-horsed and able gentlemen with whom he had come 
before the king, were summarily hung at Carlenrig, and Johnie's estate 

granted to Lord Maxwell in June 1530.169 
In Allan's pictures, the king's vigorous gesture clearly belongs to ýhe 

Fiffum 215 
refrain of the ballad, five times repeated, but Johnie's is nicely Figure 225 

ambiguous. He may still be offering the various "bonie gifts" in return 
for his life - "Full four-and-twenty milk-whyte steids", "Gude four-and- 

twenty ganging mills" and the like - or he may have realised the folly of 

asking favour from the treacherous monarch, and be curtly casting his 

contempt in James's face. According to Pitscattie's Histor7 and 
Cb. rcnicles of Scotland, with which Allan was familiar, Armstrong, as 

witty in the face of death as any hero of Elizabethan or Jacobean 

tragedy, finally taunted the king with the defiant pun, "I am bat ane 

foole to seik grace at ane graceless face". "710 
To determine any exact point in the narrative as the moment illustrated 

is, in this instance, inappropriate. There is more implied in Allan's 

designs than mere confrontation between Irrmstrang with his reivers, not a 

weapon among them, and the king withtmany soldiers ranged behind his 

throne. The reactions in each group to the encounter between these 

antagonists are as plainly shown as are those of Mary Stuart's courtiers 

to the expostulations of John Knox. Armstrong's "Complices" are sunk in 



2? 1 

despair, or ruefully look round the hall, the trap into which they have 

been lured, presumably surrounded by soldiers. At the same time, the 

king's armed men crowd forward, one glancing at their staid captain as if 

awaiting the moment to seize their victims. Johnie Armstrong meanwhile 
holds the floor magnificently, outfacing King James for all his army, his 

sward of honour and the richly draped dais. Clutching the arm of the 

chair pressed into service as a throne, James, "frowardly turning him 

about", almost recoils before the Border chieftain, losing in rage or 
frustration what should be his royal dignity and authority. 171 

Allan undermined the traditional representation of kingship not only 
by giving to the reiver a regal composure, with the king in title 

enthroned at a lower level, but simply by depicting Armst; 7cng still 
wearing his hat. Like King James V in the ballad, any contemporary 
viewer, seizing upon this detail, would instantly have recognised that 
Johnie "was a king as well as he", at least in his own domain. That such 
a detail carried weight with Allan's audience might be guessed not only 
from his illustration to "Sir Patrick Spens", but from the wards of 

Figure 21, William Robertson's History af Scotland. The troubles of Mary, Queen of 
Scats, Allan may well have remembered, included the insult done her by 
Paulet, her keeper in Fatheringay, who "even appeared covered in her 

presence" . 172 Allan, acting upon the fanciful hint of the king's having 
initially "movit his bonnet" to the outlaw, adds pictorial substance and 
point to the suggestion of the text, but does not dwell upon the richness 
of Armstrong's apparel, neither the gold-embroidered girdle nor the 
jewelled hat. Such a view of wherein consists nobility is held only by 
the despicable monarch of the ballad, and Johnie's retort neatly resolves 
the king's ambiguous question, 

'Thal wants that knave? that a King suld have, 
Rut the? sword of honour and the crown, 

0 quhar got thou these tarpis, JOHNIE, 
That blink saa brawly abune thy bria! 
I gat them in the fild fechting 
Quher, cruel King, thou durst not be. ' 

The contrast between rich apparel which may be assumed and true 

nobility which is innate, a contrast manifest in this exchange of words, 

would be less so in a picture. Thus Allan, while most plainly illustrating 

its refrain, has nevertheless contrived to introduce resonance from 

verses throughout the ballad, in order to place in sharp relief its 

cumulative import. He has depicted the ballad's meaning not by merely 
following the words, but by interpreting them. 
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Such subtleties can be more fully appreciated once all, the details of 

the narrative are known, as of course they would be to a contemporary 

audience. In this, parallels with Historical painting are apposite. The 

learned artist was working for a society with a common fund of knowledge 

and reference, a shared literary culture in which these pieces, these 

instances of "heroick action or heroick suffering" were indeed popularly 

known, and did strike powerfully upon the public sympathy. 173 Allan 

expected this illustration, and those of "Gilderoy", "Gil Morice" and "Sir 

Patrick Spens", to be properly "read", with attention to atmosphere and 

implication as well as to the salient facts, that the verses themselves 

might be properly appreciated. 
There is another sense, more immediately striking, in which the picture 

Figure 225 of "Johnie Armstrang" is similar to those of "Gil Xorice" and "Sir Patrick 

Figure 222 Spens", or for that matter to the illustrations of "The Childe of Elle" 
Figure 2 it 

Figure 160 and "The Cruel Knight". The same dominant f igure is seen in each, with 

changes in posture and minor variations in costume. It would be churlish 
to suggest that this is the result of indolence or carelessness. It would 

also be wrong. The use of such repetitions, conscious, indeed mannered, as 
they are, seems rather to be a device intended to echo one of the most 

characteristic structural features of the ancient Heroic Ballads, one 
imitated assiduously or parodied mercilessly in later years. Allan in 

several instances fixed upon a visyal equivalent for a literary artifice, 

and in this case addressed the stock phrases and comparisons common to 

many ballads, and the typical patterns of similar lines, often involving a 

statement and response, which recur in many narratives and advance them 

with each slightly varied repetition. His use of the technique is 

curiously effective in suggesting a historical association from one ballad 

to another, achieving a pictorial complement to their verbal similarities. 
Within his collection of illustrations it is but one more example of his 

drawing attention to the coherence of the whole. In a particular case, 

entertaining in itself, he adapted the device to highlight the ancient 

origin of an eighteenth- century Pastoral, Ramsay's "Bessie Bell and Mary 

Gray". Two versions of the scene exist, in each of which the poses and 
Figure 226 positions of the three characters are all but identical. In one, however, 
Figure 227 they are clad in contemporary dress, as befits Ramsay's song, in the 

otheF they appear-in the costume typical of Allan's illustrations to the 

Heroic Ballads, as befits the historical setting and events. 174 

Repetitions of figures, and of settings, occur quite as patently in 

Allan's illustrations to lyric pieces, songs almost invariably shorter 

than the Heroic Ballads and generally of later date. Where the ballads 
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exist to tell a tale, whatever atmosphere they create being an incidental 

6onsequence, the lyrics, especially "Pastoral, Sentimental and Love Songs", 

contain much more of reflection and the sustaining of a mcod. 17S It is 

more accurate to refer to repetitions of types in Allan's pictures rather 
than to repetitions of specific people and places. The setting of all but 

a handful of the Sentimental songs is a sparely indicated landscape 
Pipre 140 typical of the Scottish Lowlands, the landscape with which Allan was Figwv 1.80 
, FiLrure 229 familiar and which he excelled in painting. 1 76 It was, incidentally, Just 

such a countryside, represented by places like Ettrick Banks, Traquair 

and Cowden Knowes, the Braes of Yarrow and Craig ieburnwood, that Robert 

Burns - who had a, particular fondness for songs which included 

references to familiar "landskip-features" - regarded as "some of the 

classic ground of Caledonia" . 277 By repeating both figures and settings 

Allan once again offered a parallel to the situations and characters 

shared by many of these songs, to say nothing of their common phrases. 

The costume of these pictures is that which had already appeared in the 

plates for The Gentle Shepberd, each lass clad in a long dress, apron and 
ficbu, with a snood binding her hair, and every country lad, at least when 
in his best Sunday claes, having' 

"Snaw-white stockins on his legs, 
And siller buckles glancin; 

A aude blue bannet on his head, 
ýnd 0 but he was handsome'" 178 

As in many of Allan's pictures, action is largely conf ined to the 

foreground, a pastoral couple being' posed an a gentle rise with a 

. repousscir tree providing a strong emphasis at one- side. The close 

similarity to several of the illustrations to The Gentle Sbepberd need 

not be stressed, though it is striking that Allan still preferred stable, 

generally pyramidal groupings, the shepherd usually being positioned at a 

slightly higher level than the shepherdess or milkmaid. Upon occasion 

the tightness of the composition isý relaxed, when, for example, the tale 

is one of parting, but to maintain the other favoured mannerism could 

PUTE ZVI require some ingenuity an Allan's part. 

An illustration of "The Yellow-Hairld Laddie" is unusual in that 

interest is not confined to the foreground, but distributed between 'the 

FISUiv 228 laddie himself and his lassie milking yowes nearby. More often the middle 

distance is occupied by a couple of sheep and kye, all captured with a 

few 
I 
telling strokes of Allan's pen. occasionally a distant cottage is 

seen, with two or -three curls of wash planting some trees around the 

be introduced to these PLATE XVII steading. Even when specific features must 
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scenes -a bower in týe foreground of "Bessie Bell", a burn rippling 
Figuzv 226 across the middle ground of "The Yellow-Hairld Laddie", or a distant kirk 

in "The Bonny Lass of Branksome" - they are easily accommodated in this 

familiar landscape. If a wholly different topography is called for by a 

Pastoral or Sentimental song, if, for example, it tells of a meeting in 

the dinsome town or of a parting an the share, the change of setting is 

quickly assimilated to Allan's usual pattern. Features are moulded to 

provide the necessary mass at one edge of the oval, the corresponding 

void offering a lightly tinted backdrop against. which the action takes 

place. Of ten, to be sure, the action of a Pastoral song is of the 

slight4st, its verses being concerned not to' advance a story but to 

express emotion or to reinforce a mood, and Allan devoted much care and 

skill in his little pictures to a similar evocation of sentiment. Thus 

Fig" 224 they capture the careless rural freedom of "Ettrick Banks" and "Will ye 
Fig" 229 go to the ew-buShts, Marion? ", the stillness of "The last time I cam o'er 
FiSwv 230 

the Muir" or "Highland Mary", the pathos of "Sae merry as we hae been" 
PLATE XVIZ and "I'll never leave thee", and the gloom of Viscount Strathallan who, 

taken to the rocks after his father's death on Drumossie Moor and the 

PLATE ZY failure of the Forty-Five, broods alone in his remote mountain fastness. 
Not that this capturing of the mood of a song, nor the depiction of an 

ý6 appropriate setting, is confined. -to Allan's illustrations of Pastorals. 

His picture of "XagSie Lauder" is thoroughly suffused with charm and 
FigUre 231 Jollity, the artist at the same time deducing that the improvised dance 

took place an the Fife coast, and therefore including a view across the 

Firth of Forth from the north. Instead of gaining some interest and 

variety from the familiar "wee bit sheep" and "dull cattle", the middle 
distance in this scene is broken up by a few vessels creaking across the 

still stretch of the Firth, As in the drawings for Pastorals, a little 

slearing is set aside in the foreground for Keg's barefit dance, the dark 

mass of the uplands around Dunfermline closing the picture an the right. 
Conventional Allan's compositions may be, but as an illustrative formula 

this is a successful one, one shared not only by some of his 

illustrations to Heroic Ballads and by the outdoor scenes among his 

plates for The Gentle Sbepberd, but, with a few necessary modifications. 

by many of his pictures depicting Edinburgh Characters. In these, the 

slightly indicated settings are of a townscape, scenes typical of the 

capital or actually to be identified with Parliament Close, St. Giles' 

Figum 273 Cathedral or the like, Just as the Canongate Tolbooth provides a backdrop 

to a conversation between a young laird and Edinburgh Katy. It is worthy 
N%, PLATE XVIZZ 

of some remark that Allan's treatment of backgrounds in this series of 
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Characters is much briefer than in the earlier collections of "French and 
Italian Dresses", in which about as many single f igures are seen in rural 

or coastal settings as in urban. The background to "The Young Laird and 

Figure 232 
Edinburgh Katy", one of the twenty-five designs etched for publication, is 

PLATE XVIII more fully realised, and, in being peopled with a few "danderinS cits", 

some servant lassies and a Salt-wife, is reminiscent of several other 

street-scenes of Allan's adopted home in Edinburgh, and even of the 

portrait of William IngliS. 179 In Allan Ramsay's song, -the laird meets 
Katy coming down the street in her "tartan screen", and invites her to 

live with him and be his love. Deciding that this conversation takes 

place near ' the fooi of the Royal Mile, Allan took liberties with 

perspective -a common technique - in order to include both the 

Canongate Kirk and the Tolbooth, as the elegant young hero in his brimmed 
hat and top boots suggests Katy should stroll with him up to the "readily 

accessible promenade" of Castle Hill, and then perhaps go a little 
further: 

'There's up into a pleasant glen, 
A wee piece frae my father's tow'r, 
A canny, soft, and flow'ry den, 
Where circling birks have form'd a bow'r', 190 

To turn from Allan's pastoral compositions to his comic pictures is all 
but invariably to leave the countryside and enter the cottage, or at least 

the fermtoun. Less refined than the Pastorals in wordi and music, so too 
these Comic Songs, with the exception of "Maggie Lauder", were accorded 
by Allan a more restricted and earthy setting. When they are not enacted 
inside a cottage, the comic events take place around the onstead, by a 

convenient dyke-back, or at a turnpike yett, generally as indicated in the 

verses. The cast of these songs, seen all together as a group and again 
due largely to the demands of the texts, is considerably larger and more 

varied than that of the Pastorals. Once more, there are features shared 

with the prints for The Gentle Sbepberd. The elderly women who appear 
in several pictures are clearly of the same type as Mause, especially as 

she is seen in the fourth aquatint plate, while Allan's textually 

Figure ZM 
fascinating illustration of "The Cogie", it could be claimed with Justice, 

is essentially a merry meeting between Glaud and Symon-1181 In addition 
to such familiar types, and to the occasional appearance of the young 
lady and, even less frequently, the shepherd from the Pastorals, there is 

Figure 234 in these pictures a lively assembly of brisk young lads and weary old 
Figure 231 carles, of Highlanders and soldiers, of pipers, dandys and fiddlers. 

To body forth such a rowdy menzie of characters hardly seems to have 

taxed Allan's invention. Nevertheless, this apparent ease is the result 
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of the art which conceals art. However spontaneous appear these 

characterisat ions, Allan must have drawn deeply an his store of 

observation and experience. He gave to every type a perfect f orm and 

expression, such as the often anonymous rhymesters who "bans'd up" these 

songs may originally have imagined. 

One group of figure types does deserve more specific mention. Important 

among Scottish "Jovial" songs are those describing a traditionally 

rollicking, raploch, catch-the-plack view of courtship and marriage, which 
finds its most sustained expression in "The Blythesome Bridal". published 
by Watson at the beginning of the eighteenth century, and its most 
hedonistic eruption in the "hirdum-dirdum" at the close of "Muirland 

Figure 27 Willie", a song for which Allan: made no less than three distincc designs. 
Figure 2W His partiality is not at all surprising, since the ballad is among the 

raciest in all of Herd's collection. It was a favourite of George 

Thomson's, who sang it well into his old age. -82 In two of Allan's 

illustrations of the piece, the boisterous. hero - Thomson called him "a 

dashing sort of rustic" seems to have escaped from his rightful place 

among the Heroic Ballads. The adoption of such a costume by the 

protagonists of both "Muirland Willie" and another song of rough wooing, 

, Figure 2.36 "Maggie's Tocher", certainly does add to the swagger of these 
Figure 136 Braggadbccia- like characters, but Burns also had a comment to make, and a 

significant one, about the dirk and pistols Willie is said to bear at his 

belt: 
'this lightsome ballad gives a particular drawing of those ruthless times, whan 
thieves ware rife, and the lads went a-wooing in their warlike habiliments, not 
knowing whether they would tilt with lips or launces, Willie's durk and pistols 
were buckled on for this uncertain encounter, and not for garnishing and 
adorning his person, ' 183 

In his illustrations to these two ballads of courtship, Allan set the 

action in an earlier century by the adoption, at least by their heroes, of 

a costume evocative of these ruthless times. After all, "Maggie's Tocher" 

had, like "Muirland Villie", been described as ancient in The Tea-Table 

Miscellany, each having been composed "time out of mind". So too had 
Pigw-a 209 "The Gaberlunzie Man", in Allan's scenes of which the reputed author, King 
Figwv 2 to 

James V, appears in a similar if more ragged costume, and with 

considerably more confidence than he-displays in the illustrations to 

Fipr* 21S 
"Johnie Arms trang". 1 114 In his illustration to another ancient song, "Tak 

Fi8V" 236 thy auld cloak about thee", a variant of which was known to Shakespeare, 

Allan had the clear intention of suggesting an existence simpler and 

earlier still, by depicting a very austere and sparsely furnished 

interior, without any of the dressers, aumries or other plenishing typical 
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of his cottage scenes. ' 8s Even the archaic settings of "The Gaberlunzie 

Man" and the two courtship ballads are provided with coffers and kists, 

always in accord with the verses. Maggie of the tocher comes ben Ni' 

swats drawn frae the butt", the hosts of the royal vagabond search their 

home to see if he has stolen anything, and Muirland Willie turns from his 

future bride to her father with the blunt question, "Say, what'll ye gie 

me wi' her? ". Maggie's suitor, it may be remarked, would not be content 

unless the guidman gave him a bit of land. 

In the difference between his earlier and later illustration of this 

latter song, Allan's keen sense of human behaviour and expression is well 
demonstrated. Whereas Maggie formerly scurried back dutifully with a 

stoup of yill, in the final version she hovers diffidently in a doorway 

as property is discussed. A picture of 
, 
a"later variant upon the same 

theme, "Woo'd and married and a'", is apparently less successful. The 

Figwe 237 grouping is indeed "ad mirable", as a "highly delighted" Burns wrote to 

Thomson after a parcel of Allan's etchings had been sent to Dumfries for 

his entertainment and criticism, the father, mother, sister and brother 

ranged around the thrawn young daughter. 186 As is evident from his 

preliminary drawing, Allan experimented with several positions for the 

pigure M fifth figure before settling upon that which most successfully closed the 

composition. In 
" 

this comic song it is the lass who demands more Sear 
for, her tocher, her suitor being satisfied with the bargain as it stands. 
The artist was oddly restrained in his depiction of the central figures, a 

pastoral couple worthy of The Gentle Shepber-d itself. The elegant young 
laddie can hardly be imagined uttering these heartening lines: 

"What's the matter, quo WILLIE, 
Tho I we be scant o' claiths, 

We'll creep the nearer the gither, 
And we'll smore a' the fleas: 

Simmer is coming on, 
And we'll get teats of woo; 

And we'll get a lass a' our ain, 
And she'll spin claiths enew, 

Poo'd and married and aI 
iVoo'd andivarried and a', 

Was. she nae very weal aff, 
11as roo'd and married and a', 

However delicate his art is as a rule, sheer brutal coarseness was not 

beyond the reach of Allan's crayon -a leering and evil gondoller in one 

of his Italian sketchbooks is ample proof - and some other explanation of 

the apparent failure in "Woo'd and married and a"' must be sought. 

Initially, the presende of George Thomson might be remembered. In his 

efiorts. to produce an elegant set of "every Scotch air and song worth 



// 

'i"" / 

i" den., vald f,, Jochý,. ym. ve -. "a frll, 

.. 
4-t 4, fj,, iad, I tý 6, t, ý, a- --, I. I 

I 4' I.. nr 4. I«. (U741 I 'fl IC 4ZfllVPt4 

11 F, ,. eI' ? �. A 1111 SC 8, 

I8 11 

239. 'Jenny said to Jocky', r, 1790196, Pen 
and wash over pencil Ax5%, with border 
44 x 5N, National Library of Scotlin4 
MS. 15953 (Cowie), f. 36, 



2? 8 

singing", in which none could be found objectionable an grounds of 

decency, Thomson had "Woo'd and married" recast by Joanna Baillie in a 

manner which could not offend anyone. 187 Ironically, Allan's unusual 

interpretation accords more closely, in a literal sense, with Baillie's 

version, altered but not improved as a result of Thomson's ameliorating 
intervention, and yet he could never have seen it. That form dates from 

a quarter of a century after his death. 

It may, however, be argued that in the very incongruity of image and 
text the artist actually heightened the huncur. Notwithstanding the 

evidence of Allan's dry wit in other instances, this may seem an argument 

more ingenious than plausible, until it is pointed out that although young 

couples are almost exclusively the preserve of Pastoral and Sentimental 

pieces he did establish a type of young couple appropriate to the Jovial 

songs. That is, the incongruity in this case, like the anachronisms in an 

earlier, is deliberate. 
In his design for "Jockey said to Jenny", another song in which 

Figur* 239 courtship consists largely of an enumeration of "gowd and gear",. Allan 

depicted Just such a pair as might be imagined. The young females in all 
his illustrations to Comic songs, it cannot be denied, are essentially the 

same bonnie lassies as are found in the Pastorals, though a viewer may 

note with some relief that they are seldom seen languishing or greiting 
into a handkerchief. Characters like Muirland Willie, Andro with his 

cutty-gun, or Jockey himself, an the other hand, are not elegant shepheýds 
but pawky country chiels. Jockey, particulary in Allan's etching, grins 
broadly as he and Jenny flyte with more humour than malice. By the 

slightest of 
* 
variations in expression and posture, Allan quite changed the 

aspect of the merry suitor. Such a young fellow is the very form that 

Willie in "Voold and married" would ideally have taken, a "dashing sort of 

rustic" in contemporary clothes rather than "ballad" dress. So just as 
the words of "Woo'd and married", of "Maggie's Tocher" and the like point 
to the earthy and economic realities of marriage, ignored in the almost 

ethereal courtship of the typical Pastoral, in his pictux-e Allan satirised 

such artificial compositions and attitudes in a burlesque of the very 

style he himself had evolved for their illustration. 

In the same way as characters and settings were repeated from one 

illustration to another, so too the lesser parts of these pictures, 

details of clothing, of furniture, or of the plenishing of small farms, 

were drawn from an equally limited vocabulary. Thus in his illustrations 

to Comic songs Allan typically included these items seen in the more 
detailed interiors of his prints for The Gentle Sbepbez-d, and in those to 
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Pastorals restricted himself to little more than his shepherds' crooks 

and their rustic pipes, with here and there a small wooden bowie used in 

milking. These were the commonplace articles seen everywhere and every 

day, the Judiciously chosen details which "give the force of truth to 
-the 

work, and consequently interest the spectator". ' 118 At the same time, 

Allan dwelt no more upon these incidentals than was necessary to the 

convincing setting of each scene, nor did he call particular attention to 

them. It was action and emotion which drew his endeavour and engage the 

viewer's interest. In short, his Invention was employed in representing 

the mental picture called up when these songs are heard or remembered-, " 

That Allan did attach importance to accuracy of costume, in its full 

range of meaning, may convincingly be demonstrated, however incidental 

these various details are to the drama of a piece. He sought the opinion 

of an acknowledged expert on Scottish song and country matters about one 

such article, the "rustic pipe" traditionally played by shepherds on the 

hills. Towards the end of a long letter to Thomson, 'Burns had written of 

the instrument in great detail: 
'Tell my friend, Allen (for I am sure that we only want the trifling 
circumstance of being known to one another, to be the best friends on earth) 
that I much suspect he has, in his plates, mistaken the figure of the stock & 
horn, -I have, at last, gotten one; but it is a very rude instrument, -I-t is 
composed of three parts; the stock, which is the hinder thigh-bone of a sheep, 
such as you see in a mutton-ham; the horn, which is a common. Highland tow's 
horn, cut off at the smaller end ... & lastly, an oaten reed exactly cut h 
notched like that which you see every shepherd-boy have when the corn-stems are 
green & full-grown. ,,, This of mine was made by a man from the braes of 
4hole, & is exactly what the shepherds wont to use in that country, -However, 
either it is not quite properly bored in the holes, or else we have not the art 
of blowing it rightly; for we can make little of it. -If Mr Allen chuses, I will 
send him a sight of mine; as I look on myself to be a kind of brother-brush with 
him, -"Pride in Poets is nae sin, " &I will say it, that I look on Mr Allen and 
M" Burns to be the only genuine h real Painters of Scotish Costume in the 
world, - Farewel! ' 190 

In his reply of the following week, Thomson - after expressing surprise 
that Burns should so equably accept his frequent suggestions and 

"improvements", sharing the poet's regret that the authors of so many 

songs should be unknown, and mentioning Hamilton's proposed painting of 

"The Soldier's Return" - concluded with a revealing passage on the 

shepherd's pipe, which he and Allan had discussed: 
"Allan desires me to thank you for your accurate description of the stock and 
horn, and for the very gratifying compliments you pay him, in considering him 

worthy of standing in a niche by the side of Burns in the Scottish Pantheon, He 
has seen the rude instrument you describe, so does not want you to send it; but 

wishes to know whether you believe it to have ever been generally used as a 
musical pipe by the Scottish Shepherds, and when, and in what part of the 

country chiefly, I doubt much if it was capable of anything but routing and 
roaring, A friend of mine says he remembers to have heard one in his younger 
days, made of wood instead of your bone, and that the sound was abominable, "91 
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That is, Allan wished to avoid any merely conventional details in cases 

where these might actually be inappropriate. He not only wished to know 

the area in which the stock and horn was generally found - Burns's 

mention of the braes of Atholl would have suggested the region between 

Strathmore and Strathspey - but, with his interest in literary and 

musical history, that time when it was played. Only in his illustrations 

PLATE XV1 
to The Gentle Sbepher-d, and to songs like "Cowdenknowes" or "The Wauking 

Figure 240 of the Fauld", where such rustic pipes are mentioned, to a passage from 

ru TZ XZ Alexander Ross's poetic history of Helencre, or the For-tunate Sbepbardess, 

or in his drawings of shepherd lads lost in a contemplation of their 

Figure 241 
surroundings, almost in communion with 'tature in "a' (her] shews and 
forms", did Allan include the stock and ho. -n. 119a 

That Allan did on occasion include specific details which are not part 

of his usual pictorial vocabulary cannot be avoided. These can 
invariably be explained as deliberate additions, made for purposes other 
than the simple provision of variety. That is, by restricting himself in 

most cases to the same items, when he did introduce different ones Allan 

was calling attention to them. It should be stressed that, as is apparent 
from a consideration of each picture in any case, these particular details 
do not divide attention within the Individual composition. Only when the 

collection as a whole is studied, once each particular scene has been 

appreciated in turn, can the artist's more subtle designs be realised. 
When specific items are alluded to in a text, as when particular 

characters or settings are mentioned, then the reason for their having 

Figure 24, 
been drawn is obvious and to be accepted with little remark. Thus a spade 

FLA TZ ZXrr in 'The Bagrie o't" or a Sraip in 'Voo'd and married and a"' are touches' 

Fjear* 237 specific, even essential to the verses, as are the spinning wheels in "My 

Figure ISS Jo Janet" or "Low doon in the broom". 1103 On other occasions, Allan by 
Figure 14 these inclusions added his own comment, pictorially, to the songs 

illustrated. In his drawing for Lady Anne Lindsay's immensely popular 
"Auld Robin Gray", a characteristic Scots cottage interior is employed, 

with no sense of contrivance, to reinforce the pathos of this marriage of 
. Figure 243 

May and December. The gaunt father is seen admonishing his motionless 

and pensive daughter, while her mother gazes wordlessly into her lowered 

face. All the interest in this tight group is concentrated an the 

heroine. In contrast to these three highlighted figures is the slightly 

bowed figure framed by the doorway and leaning upon a stick. The gulf 

between Robin Gray and his unwilling bride is emphasised by the 

intrusion of a hallan to partition off a part of the room, and thus 

metaphorically to divide these two characters already separated "as far 



I 
4A44AJ 

r4 
4L 

LIN4 

24A 'Air- Low Down in the Broclifio, c, 1790/96, 
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as night and noon". ' 94 It is af ine example of Allan's drawing on 

personal observation for an effective symbol. Strangely, Herd classed the 

song as Comic in his collection of 1776, clearly attending more to its 

subject than its tone, and thus thinking it a modern version of fabliaux 

involving girls each courted by a young man but married to a senex 

amans. In The Cbar-ner- of 1782 it was correctly set among the "Elegiac 

and Pastoral" songs. 
A truly comic version of the theme, f irst published by Allan Ramsay in 

The Tea-Table Niscellany, tells of a lassie's thoughts when "the carle he 

cam o'er the craft", newly shaven and bringing a costly siller brooch, and 

thinking that she would welcome him: 

'Ane twice a bairn's a lass's jest, 
Sae ony fool for me may hae him, 

The carl has nae faut but ane; 
For he has land and dollars plenty; 

But wae's me for him! skin and bane 
Is no for a plump lass of twenty, 

Howt awa, I winna hat him, 
Nat forsooth, I winna hat him! 

What signifies his dirty riggs, 
And cash, without a man wit them? ' 

When Allan came to illustrate the song, he drew upon falk tradition to 

echo the girl's' scorn, including a discarded and rotting boin at the 

corner of a cottage, as if to remind the viewer that 
'A bicker that's gizzen'd, it's nae worth a doit', 

"Low doon in the broom" is also unashamedly a song of humour, but of 

Fie" 244 human comedy rather than low jests. Allan Judiciously placed another 

hallan across the room, in this case to suggest the constraints placed 

upon the young girl, constraints which she endures only for the moment. 

Her downcast eyes and submissive mien allow her to conceal a longing 

impatience: 
'My aunty KATE sits at her wheel 

And sair she lightlies me; 
But weel ken I it's a'-envy, 

For ne'er a jo has she, 
Sut lot them say or let them do, 

It's aI ane. to meý, 
For he's, loiv doon, he's in the brooN, 

That's waitiq on ma, "' 

A specific feature which Allan repeated in several slightly different 

versions of one song, Burns's "Jahn Anderson my joll, is the set of pipes 

laid on one side by the old man. In his earlier drawings, they hang over 
FJSWV 245 

a peg an the wall, in a room well supplied with domestic plenishing. In 
h, ruiv U6 

Firwvw the engraving by Thomson's brother, 'based on another picture, probably 
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Allan's c3il painting, and published in 1799, the sparse furnishing of the 

room highlights the lonely position of the pipes on a shelf, a, more 
poignant reference to lost youth and vigour than the more usual sight of 
a fiddle hanging from a bean, as is depicted in the sixth plate for The 
Gentle Sbepherd. John and his wife have "clamb the hill thegither", and 
now, hand in hand, maun totter down. The discarded pipes, flaccidly 
languishing as they do, are at the very least a reminder of the old 
couple's having put away youthful things, and, 

, 
in the quite specific 

nature of Allan's choice, nay be a covert allusion to the older version 
upon which Burns based his elegiac piece. 19r, 

Thus the incidental details of Allan's song illustrations are of three 
kinds. Most are those "concomitant circumstances" necessary to the 

setting and repeated from scene to scene. ' 97 Others, from the braid 
letter received by Sir Patrick Speas to the shoes cast off by Maggie 
Lauder, are mentioned in a text or impiied by its action. A few, sometimes 
unusual in themselves and even unique in Allan's oeuvr-e, are his own 
glosses upon various songs. The rudimentary illustration of songs would 
get along perfectly well without these last touches, but Allan's 
interpretations were not 'intended solely to be accompanying pictures, 
since once again he aimed at " "character and costume". 199 His pictures 
are still to be appreciated side by side with the songs themselves, and 
provide for the alert viewer an added enjoyment. No detail is superfluous. 
Painting being regarded as "a sort of Writing", a definition which 
Aristotle proposed for the criticism of Poetry should hold equally true 
for the sister art: 

"That which makes no perceptible difference by its presence or its absence is no 
real part of the whole. ' 
Beyond all these considerations of detail, setting, atmosphere and 

historical period, it is striking that Allan placed most emphasis, 
properly, upon his characters. As has been shown, he relied upon well 
differentiated archetypes to people most of these illustrations, types 
having in many cases the characteristics of the actors from 

, 
The Gentle 

Sbepherd, and for the same reasons. Foremost in Allan's mind was the 
thought and discipline of Historical composition, and he knew that 

"Those expressions alone should be given to the figures which their respective 
situations generally produce, Nor is this enough; each person should also have 
that expression which men of his rank generally exhibit, " ` 

Not only did Allan draw upon his earlier experience "in the invention 

groupe", as he put it, upon occasion he can actually be seen to have 

derived his types directly from the vocabulary of History painting. The 

visual antecedents of these pictures are not **confined to earlier 
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illustrations of songs or of popular literature, but include whatever of 

the Western artistic tradition Allan found appropriate. Both the sorrowful 

daughter in "Auld Robin Gray" and the grieving figures around Viscount 
Figum 2/6 

-ique prototype. 201 Dundee share the same Ant The corpse of one fair lady 

in an illustration of a Heroic Ballad is disposed in a manner reminiscent 

of a PiethF. 112 Most striking of all is the dependence of the f igure of 
Viscount Strathallan, bitterly languishing in his lonely retreat after the 

Forty-Five, upon the iconographic representation of Melancholia. The 
PLATE XV 

situation depicted by Allan is the "very painting" of Burns's verses, and 

the reflection of Strathallan's "distracted mind": 
'Ruin's Wheel has driven o'er us 
Not a hope that dare attend 
The wide world is all before us 
But a world without a friend, ' 203 

Similar figures, though female, such as that which Stothard copied for 

his illustration to the ancient song "Waly waly" - it is "at least coeval 

Figuro 249 
with the reign of Mary, Queen of Scots" - may have been derived from the 

same archetype, or from Roman sculptural representations of captured 
PLATE Xyll 

provinces, the like of which Allan had earlier drawn in Italy. 204 

To trace Allan's figures to specific roots in this manner is 

illuminating, such calc6lated references being incontrovertible proof of 
his serious regard for these illustrations. Of primary importance to him 

was the communicative capacity of gesture, of posture and expression, 

even of composition. He developed his own distinctive vocabulary of 

rhetorical gestures and human types, instantly comprehensible and 

perfect. Sorrowful females, all variations upon a type, weep into 

handkerchiefs in settings ranging from the Pentland Hills of Ramsay's 

Pastoral Comedy to the island fortress of Lochleven, and are comforted in 

half a dozen song illustrations. In The Gentle Sbepberd too is first seen 

another of Allan's motifs, the melancholy shepherd of the first plate, 

1/5 recalled in the seventh. The posture recurs in Allan's song illustrations, 

Ylawv 250 offering towards the end of 1795 a realisation of a piece by Burns, in 

which the singer looks for objects around him which are in unison or 

harmony with his thoughts, as Burns himself did when composing. 20S 

When either Thomson or Alexander Cunningham, to whom it was sent, gave 

him the verse to read, Allan, to judge from a brief drawing in outline, 

may initially have been reminded of "The Bush aboon Traquair", and with 

good reason. Each song tells of a lover's despair, arising from different 

causes but concluding in both cases with the thought of lonely wilds or 

hostile shores. At all events, the figure type eventually chosen for 

Burns's woeful hero was crushed in below Allan's first illustration to the 
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, Fjgur* /80 earlier song. The similarities between the songs, Allan would soon have 

realised, are less important than their major difference. One shepherd 

invites every nymph and swain to hear how his Peggy grieves him; the 

other despairs of ever giving voice to the full depth of his woes, for all 

that he does so in song, and is lost in contemplation of "ilka thing in 

Nature". Thus it was the dowie, more introspective type which Allan 

chose for Burns's song, 'the declamatory shepherd eventually languishing 

and complaining, appropriately enough, on a title-page in Thomson's A 

Fi8we 251 Select Collection of Original Scottlsb Airs. 

This particular depiction of grief, exclamatory as it is, was developed 

from a drawing made earlier to illustrate the well-known tale of "Bonny 

Barbara Allan". Among all his illustrations to Scottish songs, the 

evolution of Allan's print for this ballad may be most comprehensively 

studied. Five of his preliminary drawings, at least, date from around 

Fijwv 252 
1788, since two of -these were intended to embellish Scotisb Song, like 

the drawing of Patie and Peggy holding hands which is on the other side 

of the same sheet of paper. Perhaps because several possible ow 
interpretations of the ballad had occurred to Allan, these ideas all 

running in his thoughts at the same time, it is impossible definitely to 

establish the order in which he made these five drawings, although that 

in the centre was probably first, the others being arranged around it. 

Last of all was the very light sketch at the top of the page, the only 

one of these drawings to be executed wholly in pencil, a slight 

indication of the composition he was later to set in the oval frame more 

typical of his song illustrations. 7-clr- In this finished picture, Barbara, 

quite distracted, reclines tearfully on a canopied bed before her 

astonished mother. The scene bears some resemblance to a plate in Otto 

Van Veen's Emblemata Anorvm, Allan's 'possible choice being, appropriately 

enough, "Love refuseth help" . 207 In the form finally adopted, and printed 

in etching and aquatint, one of only two such prints in Allan's first set, 

the principal figure is entirely of his own creation, a statuesque female 
, i6 

turning away from her mother as she had earlier turned from "Sir JOHN 

Figum 154 GRAME in the west countrie". It is certain that he saw in the mother's 

raising of the bed hangings an echo of Barbara Allan's having herself 

drawn back the curtain of Sir John's death-bed. One of the pen and wash 

vignettes he considered sending to Ritson was of this scene, Allan having 

probably intended it to stand at the beginning of the text and to be 

balanced by "tail piece VIIIII at the end. 2118 Thus Allan in his print, it 

401 seems, made a synthesis of the ballad's rudimentary description and the 

P. 0 ironic end of its heroine. 
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Despite the concern to study his subjects "all from Nature", that 

recurrent theme in Allan's various writings, the poses, gestures, and 

expressions of the charact6rs in all these illustrations are quite clearly 
mannered' and often exaggerated . 209 In their' rhetorical nature, they call 

up an echo in every mind, their sentiment and import appreciable in every 
age. The melancholy nymph or swain, whether ýn The Gentle Sbepherd or 
in the later illustrations to songs and ballads, is readily understood and 
has been sufficiently described. The gaucy figuýe of Glaud iii ýhe plates 
for The Gentle Shepber-d has likewise his counterpart. in Allan's. song 
illustrations, the guidman happily -seated in his high-backed chýir, "fu' 

Filruro 125 

snug and bien", frequently grasping a stout stick and usually with a hgur* 
236 

, Figvr* 237 luggie close at hand. The ideal vision of rural -content which Allan 

created in such illustrations is , thus sustained by the, simple but 

substantial plenishing of these cottages. * So too the authority of the 

guidman is emphasised by both muckle sait and bla#thorn, the latter 

seemingly having thi. s almost symbolic function throughout Allan's 

pictures. Having already been seen in his illustration to "Sir Patrick 

Spens", it is yet to appear at a significant point in his drawing of a 
Penny Wedding . 2_1 0 

The f lytinS of a typical Scottish courtship, as described in a number 
of Comic and Jovial songs, though it may have ended in marriage, did not 
stop there. In any scene of domestic strife, Allan left the viewer in no 
doubt about- how the matter would end. The wife in one song endlessly 

Figur* 2SS deaves her husband with requests for gifts like "a keeking-glass" and "a 
pacing-horse", but without success. The hope of a new pair of shoes is 
dashed by the auld guidman's douce advice, 

'Claut the auld, the new are dear, JANET, JANET; 
Ae pair may gain ye ha'f a year, my jo JANET, ' 

Little wonder then that her other requests are similarly refused, a 
nearby well being suggested as a cheap alternative to a mirror. Allan's 

picture shows the moment when the husband points out that Janet would be 
L 

better employed with a spinning wheel than a pacing-horse. His hold on 

his walking-stick is firm, his place in the muckle sait is secure, and 
his authority is not to be overruled, however the glaiket ydung wife may 
question it. 

The situation is amusingly reversed in Allan's illustration of another 

song, and appropriately so, for in that the husband bows to the commands 
Figum 256 of the guidwife, seen directing him from her own chair close by the fire. 

An early sketch for this subject shows no more than the guidnan, assisted 
S, 

by his wife, happing himself with his old cloak against the winter's 
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chill, while a collie wags its tail in anticipation . 23.1 in the version 

eventually etched arid printed, once he had established a visual language 

capable of suggesting a story rather than one merely additional to the 

verses -and dependent upoLý them, Allan could confer the authority, or, 

perhaps more accurately, the dochty rauchlenes! T., implied in the song, and 

thus -leave in no doubt which. one of the old couple wears the breeks and 

which yields, in order "to maintain an easy life". 

The type which may be identified as the auld guidwife is more usualýly 

shown standing, hands or, hips, with her sharp fea tures aggressively 

thrust forward in a manner calculated t emphasise her angular appear- -0 

. propriate to the tenor of verses in ance. Such an aspect is not only ap 

which a scolding wife figures, it is even in accord with the music to 

which they were sung. - One feature of Scottish song, as the whole field 

- was understood in Allan's day, which he would have been of interest 

unlikely to have overlooked is the relationship of airs to verses, the 

manner in which "the peculiar spirit and jenius a', each is so admirably 

adapted to each other" . 212 It was not only Herd who commented upon 
this, for Ritson, Captain Topham, and William- Tytler all enlarged upon 

the theme. In 1794 Allan could have read how 

'It is the observation of an ingenious writer that 'The Scottish melodies contain strong 
expression of the passions, particularly of the melancholy kind; in which the air often 
finely corresponds to the subject of the song, Love' says be, 'in its various situations of 
, hope, success, disappointment, and despair, is finely expressed in the natural melody of the 
old Scottish songs. ' 'It were endlea, ' he adds, Ito run through the many f ine airs 
expressive of sentiment and passion in the nu. ýaber of our Scottish songs, which, when sung in 
the genuine natural manner, must affect the heart of every person of feeling, whose taste is 
not vitiated and seduced by fashion and novelty, ' For these reasons the words and melody of 
a Scotish song should be ever inseperable" . 213 

Difficult as it must have been to illustrate around a hundred texts 

and yet maintain freshness and variety, to suggest the music to which 
these were sung might appear an impossible task. Not only were these 
airs widely popular, they were actually so well known to Allan's contem- 

poraries that some are now lost, editors and public alike having been 

content with collections containing words alone, together wit 'he name h6 

of an air to which they were or could be sung, rather than the much 

more expensive publications with the notation also p. -inted. 214- Vhe In 

Allan Ramsay, f or example, took down the ballad of "Johnie Armstrang" 

from "a Gentleman's Mouth of the Name of Armstrong", he neglected to 

take down the air to which this descendant sung it. 216 

It is not simply probable but very likely that Allan, as he roughed in 

each picture and added a few lines of verse, had the music of the song 
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-ringing in his head at the same time. He certainly preferred "The Gaber- 

lun--ie Man" to be set to the measure of "Muirland Willie" rather than to 

the air it has in The Scots Xuslcal Xuseum, as may be deduced f rom the 

words he scratched below one of his drawings of the adventure. 21 - Words 

and music being so well matched, anyone could guess the kind of subject 

related from the air alone, even if those unfortunate Italian performers 

at Hopetoun House were still bemused by Allan's mischievous choice of 

song-2 17 It is not claiming much for his pictures to suggest that a 

viewer could, in like manner, guess from their appearance alone the kind 

of song each illustrates. It does not require that understanding of his 

types, his rhetorical 'gestures, or his symbols, which comes from a study 
of all these works, to appreciate the farcical humour of "The Brisk Young 

Figure 234 Lad", the dejection of "Sae merry as we hae been", or the pathos expressed 
PUTS XVzz in an untitled watercolour the subject of which may only tentatively be 
FLA TZ X1r indicated. 2113 Nevertheless, it is 

, 
true that Allan consistently stressed 

the grace of characters in the Paýtorals, an unaffected elegance seldom 
seen in his illustrations to Comic songs. The Heroic Ballads, too, drew 
from him pictures in a mode more solemn and robust than that adopted for 

songs less ancient and subjects less stern. 
To term a visual image "lyrical" is perhaps never entirely appropriate, 

even when that image is intended to illustrate a song. Yet there is no 
better description, or explanation, of the effect conveyed . 

by Allan's 
Figure 240 drawings of "The Lass of Patie's Mill". The flowing grace of the figure 
Pigure 25? 

and her drapery is enhanced, in the second "state" of the picture, by the 
inclusion of a rake poised upon her shoulder. She is, if tradition is to 
be believed, returning from "teddinz of the hay, bareheaded an the green", 
before the admiring gaze of Allan Ramsay. 21.9 

Nowhere has Allan with more success evoked pictorially the essence of 
an old melody, with its graceful lines and shapely phrasing, to which 
Ra=say set his charming verse compliment. There . could hardly , be a 
greater contrast than that between this illustration and Allan's picture 
of Maggie Lauder and the Border piper, the lass herself having already 

Pigum 231 
skipped through scenes set everywhere f rom the Bay of Naples to the East 

Figure 12 
Neuk of Fife. Nor could there be found two airs more typical in their 

dif flerences of the musical contrast generally held to exist between 

Pastorals, famed for their "tenderness and pleas3-ng melancholy", and the 

sprightly Comic or Jovial SongS. 221D The one is to be executed Smoothly 

and with elegance, " the rise and. fall of each phrase complementing the one 
before as the sonS flows along in perfect balance, restrained, sempre 
legato, and tastefully embellished. Music and verses reach a climax in 
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if ýoti be Hob, Vve heard of )-ou, Thert7. q nane in Scotlan, 4 pl;, ý ý wm -tt 1. 

Live )ou upo' the border? Since -C lo4t Habb 
,v 

SimV. nn. 

Ths L, ssev a. baith far and near, I%a 1A in Fife. baith maid n-l -ift. 

Ifm hc-. ird of Bob the Ronter, These ten) ears and a ritiarvir: 

I'll xhak a)) foot wi* right good will. Gin )-nu shotil(f come to Y. n. 1t r f. ir. 

(vif )ott'll blaw up )our chantL-r. Spitr )a fnr %t;. gL, ) 

259, Words and music of 'haggy Lauder" ( verses 
attributed to Francis Semple of Beltrees, 
by William Stenhouse in Illustrations of 
the Lyric Poetry and Music of Scotland, 
1839 'on the joint authorities of two of 
his descendants"), Johnson's The Scots 
Musical Museum (1200 in half-sheets, en- 
grayed throughout, Bkx 54 approx) Vol. YI, 
1803, pp. 562-63, Nv 544, 

The Lai's of Peatys Mlil. 
21 

ell 

- VO-- 1 "'d Iýy-theasid gmy, ' bt 90 Th, - I'lfs of PearY's mill, So bon-ny 

fpjte of all mv Rill, Hath fl. le heart a . 2y. Pn 
40- 

1101ý 
. 
A! 

tedding f the hav, Bam-head-&l on ilie green, Love'rniýst her 

40 

II1011-=-m . 
--z- 

locks did 1: ýV' Aiid %, an-toii'd iii h1er een. 

, ýtal I of Figure Previous paý 

of Figure 231 
, page 274,1 

"Allan has Just sketched a charming design from Maggie 
Lauder. She is dancinii with such spirit as to electrify the U 
piper, who seems almost dancinz too, while he is T)layi-ng with 
the most exquisite glee. IT am much inclined to get a. small 
copy and to have it engraved iL the style of Pitson's prints. " 

LGeorge Thomson to Robert Burns, - 17q4 
, 

ThLa '7711, October, 
fuy'175.. ' Wltl) Sll ýcrount of ý)*S 'jfe 

,., 
ip Four (, Wup; eS, edited by Jaflc- 

Currie, 1800, the sixth edition, London, 1809, VOlume TV, page 1861, 

Ot 4, V, - 
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the measure rising momentarily above the stave before gliding gracefully 
back to rest, a sense of expectancy is created with the leaning note and 

sustained trill, and the piece is resolved by -the final, caressive 

ascending phrase. "Maggie Lauder", on the other hand, launches into its 

stride on 'he first beat of the bar, stamping a jaunty, unpredictable, 

almost challenging charabter on the listeners attention with its strongly 

marked, dotted rhythm and relentless impulse throughout the air or along 
the written score. There is little room for finesse here. Performance 

must be energetic, a fiddler sawing backwards and forwards with only a 
few inches of the bow rather than drawing its full length across the 

strings as is required by "The Lass of Patie's Mill", a singer meanwhile 
snatching breath where he can' as the song skelps on from quaver to 

quaver, bar to bar, with hardly a respite until a single, brief pause 
after the lowest note and before that decisive return to the tonic. It is 

not to be wondered at that Rab the Ranter loups as though he were daf t, 
the while skirling the ceal bea. - on his pipes. 221. Herd, echoing Ramsay, 
had written that the music of Comic songs was 

"so well adapted to the sentinienti, that any person of a tolerable ear upon 
hearing it, feels a difficulty in restraining a strong propensity to dance, 11222 

Scots, it seems, whether pipers or no, would seldom haud doon this 
"strong propensity". Doctor Currie, in the edition of Burns's Vor-ks which 
he prepared in the last years of the century, wrote with interest but 

some detachment of the reels, strathspeys, country-dances and hornpipes 
he had seen in Scottish dancing "schools": 

"The attachment of the people of Scotland of every rank, and particularly of the 
peasantry, to this amusement, is ve 

, 
ry great, After the labours of the day are 

over, young men and women walk many miles, in the cold and dreary nights of 
winter, to these country dancing-schools; and the instant that the violin sounds a 
Scottish air, fatigue seems to vani'sh, the toil-bent rustic becomes erect, his 
features brighten with sympathy; every nerve seems to thrill with sensation, and 
every artery to vibrate with life, These; rustic performers are indeed less to be 
admired for grace, than for agility and animation, and their accu. "ate observance 
of t ime 223 

Currie would doubtless have felt 'more at home amid the candle-light and 
silken glitter of the Assembly Rooms than Ithe smeek and stour of a 
rockin 

'or 
cellidb, and yet he must have encountered the same animation, 

to say nothing of the same airs and measures, in the one as in the ct h er , 
since these peasants' "=odes of dancing, as well as their tunes, are 

common to every rank in Scotland, and 'are now generally known". 224- - If 

all Scotland were not a "nest of singing birds", it was only because 

those not singing were tuning pipes and fiddles, or waiting their turn in 

the dance. Captain Topham noted that "Music in general was I not 
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only the principal entertainment, but the constant topic of every 

conversation". and frequently saw 
"four gentlem-an perform one of their reels seemingly with the same pleasure 
and ; erseverance as they would have done had they had the most sPrightly girl 
for a partner, "211 

More memorable than any bare statement of the proliferat -ion of several 
thousand "Garlands", chapbooks or other song collections, more striking 

even than much accumulated evidence of how the same musical tradition 

was shared among all the Scots people, "lai. rds and mercharts as well as 
farmers and artisans, lawyers' wives as well as beggars' doxies", Topham's 

account offers the best of all reminders that the keen, almost fanatical 

enjcj, ment of national music in the society in which and for which Allan 

created his illustrations must ever be borne in mind . 226 Even when the 
importance of scholarly and antiquarian interest in this music Is 

acknowledged, and even when links and parallels between these 
, antiquarian 

studies and contemporary philosophy are recognised, t)ie simple 
appreciation of these songs, and enjoyment of Allan's pictures, should not 
be overlooked. It is, of course, unlikely that many among the peasantr 0y 
cared much about tracing the origins of their favourite songs, or 
wondered whether these did indeed "afford a specimen of the genius of the 
inhabitants in former years in this science", 227 They were content to 

sing the songs or dance the reels, leaving the almost equally vigorous 
debate to the Literati. So too the enjoyment of Allan's illustrations 

ýhould not, be restrained by knowledge gained of the artist's careful 
planning, n, or, should it be hindered by that very investigation which re- 
veals something of his skill and their subtlety. They c. -11fer a perfect 
example of that blend of enthusiasm and enquiry so typical of his 

century, and of that balance maintained between apparent ease and 
thorough preparation. Burns, for example, in letters to Thoms=n, could 
assume the perscna of an untaught "ploughing poet", one who was "cheaply 

pleased" -with "little melodies, which the learned Musician despises as 
silly & insipid", and yet, to the humble engraver James Johnson, write 
more honestly of his researches: 

"I send you also two other songs with dirEections3 where to find tne tunes, - 
have besides many other Songs Eon) the stocks, so you need not fear a want of 
materials- I w1as3 so lucky lately as to pick up an entire copy of Oswald's 
Scots [Music, ] hI think. I shall make glorious work out of it. - 1. want mluch3 
Anderson's Collection of Esltrathspeys &c,, h then I think I will [have] all the 
Music of thle couIntry, "1228 

Like any artist, Allan hoped that his works would be appreciated. Like 

any Historical Painter, he knew that they ought ideally to be instructive 

as well as "delightful". and had declared as much in 178S, in the Preface 
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to his edition of The Gentle Sbepherd. Any didactic intent in his 

illustrations of Scottish songs is typically of such a general kind as is 

to be found in "The Highland Dance" of 1780, rather than that kind which 

aims at specific targets, such as may be seen in some of his other scenes 

of ccr. temparary life or in several of his plates for The Gentle Sbephez-d, 

these last having the advantage of thei. - association with Ramsay's well 

known and instructive te. -ect. 229 Even with their frequent incorporation of 

wise sayings and proverbial advice, and the "narrow moralism" of the more 

typical song of the time is hardly the place sensational broadsides, the t 

for resounding social criticism. 230 ' Allan was in these illustratians 

.6 ýe concerned once again to show how a Scottish artist could with advanta: 

take up the study of national subject- matter, and develop such material 

in his own way. 
Because of contemporary interests, such as have been summarily 

-efacts which had indicated. many songs were recognised as ancietit art 

survived for centuries, their perfar=ar. ce remaining an impartant and 

enjoyable part of ordinary life. These were primarily the Heroic Ballads, 

of which Robert Heron - one biographer of Burns - wrote in 1797: 

'In the south of Scotland, almost all the best of those ballads are still often 
sung by the rustic maid or matron at her spinning-wheel, They are listened to, 
with ravished ears, by old and young, Their rude melody; that mingled curiosity 
and awe, which are naturally excited by the very idea of their antiquity ,, tha 
manners which they represent; the obsolete, yet picturesque and expressive 
language in which they are often clothed; give them wonderful power to transport 
every imagination, and to agitate every heart, " 231 

Nor was it only these Epic Tales which were popular among 
I cottagars and spinners at the wheal, , 
And sun-burnt travellers resting their t'ired limbs, 

232 Stretched under wayside hedge-rows", 

Other songs of the peasantry, songs perhaps not quite so ancient, were 

also possessed of that simplicity which, when recognised 'in "humble and 

rustic life", was held to be e. xpressive of a more natural and honest 

state of Mankind's "elementary feelings", the "=anners of ru'rall life,, being 

themselves "more durable" because of this very quality . 233 Burns adroitly 

combined these themes of simplicity and permanence in a Preface to the 

second volume of The Scots Musical Museum, and firmly forestalled any 

possibility of the "well known merit o. 3cotish music", as he put it our S 

in his "flaming Preface" to the third volume, being questioned: 

"Ignorance and Prejudice may perhaps affect to sneer. at the simplicity of the 

poetry or music of some of these pieces; but their having been flor ages the 
favorites of Nature's Judges - the Common People, was to the Editor a sufficient 
test of their merit, 11 234. 

In like manner, then, David Allan drew from different sources 

encouragement for his concentration upon Scottish songs in the last years 
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of his life. Beyond the unfeigned and universal enjoyment of these songs 

and ballads, parallels to his concentration may be found in antiquarian 

writings and literary theories*of the time. From near the beginning of 

the century - from 1711 - date the famous numbers of the Spectator in 

which Addison discussed the "majestick Simplicity" of the ballad "Chevy 

Chase", drawing comparisons between verses from this traditional tale and 

passages from the Classics.: 23r* Allan, it is true, may never have read a 

word that Addison wrote. On the other hand, in the years between 

Addison's having broached the subject of "such vulgar pieces" and Allan's 

having turned to their illustration there had been a remarkable accretion 

of scholarly writings and popular callections. 23r- Even the directions 

taken by criticism of the works of Homer, so obviously relevant to Gavin 

Hamilton's epic paintings, were of some importance to the study of 

ballads, and hence, albeit indirectly, to a proper evaluation of -the 

pictures which came of Allan's interest in this field. In the previous 

century, Dryden had referred to the belief that Homer had fashioned the 

Iliad from traditional tales of the fall of Troy, and a view that the 

Homeric poems had been "originally only so many Songs and Balladdl, the 

first and best of poets himself a "blind stroller", was current long 

afterwards . 237 Burns knew of it. 2319 Allan's interest in "antiquities and 

literary history", and the evidence of his knowledge of ancient, of 

modern, and of contemporary authors, make 'it probable that he too was 

familiar with many of these theories and arguments. 239 He could not but 

have been aware of the ferment of opinion surrounding James Macpherson's 

translations from ancient Gaelic verses, and he certainly knew of Joseph 

Ritson's work an Scottish songs. 240 David Herd, in his Ancient and 

Xcdern Scattisb Songs, Heroic Ballads, Etc., had modestly refused to 

"hazard a disquisition" an any subject other than the arrangement of 

pieces in the collection and the "characteristic excellence" of Scottish 

song. 241 Pinkerton and Percy, in their several collections and 
dissertations, were less diffident and more diverse, but, since not even a 

page reference to their volumes is extant in Allan's hand, his knowledge 

of their writings, and those of other enthusiasts, can only be sur- 

mised .. 242 The books were available, and Allan was a keen scholar. 

Allan's work an Scottish songs continued the resolve expressed in his 

preface to The Gentle Shepberd, and brought to their conclusion the ideas 

with which he had first experimented in "The Highland Dance". That sense 

of tradition which he so deliberately stressed in the dedicatory epistle 

to Gavin Hamilton was largely evoked by reference to the songs sung by 
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the Peasantry. Although his concern in this preface was primarily with 

an idea of historical continuity rather than the ideal of an enduring 

simplicity, he had also hoped -that Hamilton would not "condemn" him far 

turning to the "humbler walk of Painting" represented by the set of 

"expressive and characteristic" plates itself. 

Humbler still might appear the song illustrations to which Allan turned 

at about the same time. It may be significant that the earliest drawings 

to survive from this collection are almost all of Heroic Ballads, the 

subjects that had attracted him many years before, probably as early as 
his days at the Foulis Academy. _143 Allan must have recognised that while 
the matter of many comic songs and Pastorals is slight enough, there is 

the stuff of epic, or at least of high drama, in some of these old 
ballads. The scene of Johnie Armstrang offering defiance to James V, or 
the meeting of Percy and Montgomery upon the bloody field of Otterburn, 

like the deeds of Fingal or Macbeth tales of Scottish heroes and outlaws, 

are "subjects for the pencil" which could well stand beside the "great 

events of Greek and Roman fable and histcryu. ý44 That is, the transition 

from painting these ancient events, the traditional sources of istaria, to 

depicting similar but more modern subjects, such as the fatal "hunting of 
Chevy-Chace", was easier of accomplishment than the greater transition 
from painting scenes of, for example, "The Judgment of Paris", or of 
Orpheus charming the beasts with his music, to making illustrations of 
"The Broom of Cowdenknowes" or of Ramsay's version of "Bessie Bell and 
Mary Gra7". The development was certainly aided by contemporary interest 
in national history and in literary antiquarianism. Allan was not yet 
twenty when Pine won the first premium at the Society of Artists with a 
scene from the life of Edward III, and had barely left the Foulis Academy 

when Percy's Reliques of Ancient English Pcetry was published. 2.4r- 
The publication, from 1760, of Fr-agments of Ancient Poetr-y collected in 

the Highlands, of Fingal and of Temar-a - the "Poems of Ossian, the Son of 
Fingal" - provided artists all over Europe with an epic literature and a 

mythology which were emphatically Scottish. 246 About twenty paintings 
from these works, often from Fingal, were exhibited in Britain before the 

end of the century. More extensive was Runciman's heroic undertaking at 

Penicuik House, completed in "an astonishing season of work" in the 

autumn of 1772.247 Vhile the animated and romantic nature of the 

Ossianic tales and the controversy surrounding their origin and 

discovery ought both to be kept in mind, and while paintings from songs 

and ballads - not to mention published illustrations - were by no means 
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unknown at this time, it is surprising that so few paintings were derived 

from these other lyrical sources when so many words were written about 

all such "reliques" of ancient poetry, whether preserved in old 

manuscripts or taken down from recitation . 248 Even the scare or so drawn 

from "the Poems of Ossian" is quite a modest tally. The great volume of 

contemporary paintings based on the works of Shakespeare, for instance, 

even when those commissioned by Boydell and Woodmason are left aside, is 

astonishing by comparison. In short, despite a good deal of -critical 
speculation surrounding the traditional ballads, and despite the evidence 
of their being so popular among the people as a whole, there is little to 

suggest that many painters recognised in them material worthy of much 
attention. 249. They were, except among a few gentlemen of virtt), and 
these mainly literary enthusiasts, the amusement of an occasional evening 
rather than the occupation of many years. By contrast, then, Allan's 

unique concentration stands in greater relief. 
If few artists were prepared to take the Heroic Ballads as sources for 

their pictures, fewer still chose Pastoral or Comic songs. Yet critical 
discussion of the language and sentiment of Pastoral poetry and "the 
Scotcb-Songs" had preceded the first stirrings of polite interest in the 
Ballads, and was of particular importance in Scotland. 2rO The kinship of 
Allan's plates for The Gentle Shepber-d and his illustrations of Scottish 

songs is not solely to be traced in their appearance. The relationship of 
these series to his scenes of the peasantry, both of the Highlands and of 
the Lowlands, is also more subtle than might at first appear. 

That the content of songs like "The Waukin of the Fauld", "The Bridal 
OV or "The Lea Rig" originated in rural life is sufficiently obvious. 
Ramsay, Ross and Burns described scenes or--festivities such as Allan 
depicted, 2151 It was, however, upon the style of these songs that comment 
was most frequently madet-and in this contemporary context the, complex 
skein of association and similarity ýbetween Allan's Genre scenes and his 
illustrations, and the songs and. society -which inspired them, may best be 
teased out andýunderstood. When one man of letters wrote that "there is 

a pleasure in taking a view of, that simplicity, in opposition to the 
luxury of succeeding ages", his sentiments were those of many travellers 
in the Highlands and of severa1 critics of Scottish songs; yet his sub- 
Ject was Homer, "the most ancient author in the heathen world". 262 When 

another, comparing Homer with Ossian, wrote that "it is not -from the'age 

of the world, but from the state of society, that, we are to judge of 

resembling times", the reader is, reminded that contemporaries were not 

only "naturally led to run a parallel in some instances between the Greek 
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and Celtic bard", but were also led to identify those "genuine venerable 

monuments of a very remote antiquity" with the "compositions & Fragments 

which are daily sung ... by ... the common people", when, that is, 

those people remained "uncultivated", their society, if not in its 

"infancy", ' at least "not far remote from its original SiMpliCityll. 2S3 The 

frequency with which men of letters extolled the "simplicity" of both 

words and music in Scottish songs is a measure of its perceived 

importance, as has previously been indicated. 21-4 In the nature of its 

songs the characteristics of a rural society were revealed. 
Scottish song and music, if not always in "the Dorian mood", were of a 

part with that Arcadian simplicity perceived, somewhat idealistically, to 

exist among the peasantry. Airs and verses were thus natural and 

unaffected partly because they were ancient in fact, partly because they 

were the expression of a native genius regarded favourably, even 

enviously, as primitive. If it were hoped that the "happy volumes" of The 

Tea-Table Miscellany would live "as long as the Song of Homer in Greek 

and English", it was because the songs which they contained were expected 

to prove no less durable. 2", The simplicity of these songs was natural 

and essential. They would long continue to "affect the heart of every 

person of feeling, whose taste is not vitiated and seduced by fashion and 

novelty'! That is, the inherent merit of such simple verses - and of 

songs by "ingenious" poets of later date, working in emulation of their 

often anonymous predecessors - should long continue to charm what 

Wordsworth' termed the "indestructible qualities of the human mind" . 
2r, 7 

The principle itself would not have been unfamiliar to Allan's contem- 

poraries. Reynolds observed that "what has pleased, and continues to 

please, is likely to please again", since "there are certain and regular 

causes by which the imagination and passions of men are affected". 258 The 

particular application, however, and Allan's development of it, may well 

have appeared startling. Yet his having defended publicly and in advance 

his edition of The Gentle Sbepberd, his attempt to emulate Ramsay in "the 

imitation of agreeable nature", could indicate more than apprehension of 

unfavourable or derisive criticism. It may not be entirely coincidental 

that Burns had hailed "the Common People" as "Nature's Judges" earlier in 

the same year, preferring the unaffected simplicity of their genuine taste 

to the fluctuating dictates of fashion . 2SS 

If a critic, then, were to slight these illustrations because of their 

subjects and their simplicity, if "Ignorance and Prejudice" were -to regard 

them with a disdainful- smile, such personified Condescension would reveal 
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a faulty taste in the viewer rather than any failure an the artist's part. 

Should 'such a viewer's ability to draw analogies between one art and 

others be thus limited, he wou-Id be less able to achieve a deeper under- 

standing of any, and therefore be unlikely to appreciate Allan's pictures 

other than superficially. After all, if similarities between ancient tales 

and modern need be pointed out in Justification of an artist's interests, 

the best Scottish Pastoral songs had nothing to fear from such a 

comparison. Being concerned with "rural courtship, the description of 

natural objects, and the incidents of rural life" rather than tales of 

valour and martial glary, Pastorals could be thought analogous to ancient 
idylls and Geox-gics rather than the Iliad or the Sheid, to the Parables 

rather than the Passion . 260 When properly united with the texts on which 
they were based, and seen in the light. of their own times, Allan's 

illustrations may be appreciated as compositions which, "with all the 
Beauties of Nature, have also the additional Advantages of Art" . 261 

It is hardly necessary to suppose that Allan's contemporaries, whether 
friends and patrons or unknown, anonymous buyers of his prints, 

recognised in these illustrations a simplicity appropriate to their 

subjects. Burns, who thought simplicity a quality essential to songs and 
ballads. ' several times wrote of Allan's work in- terms of the most 
generous approval. 2-2 Thomson, for his part, allowed that "in subjects of 
the pastoral and humorous kind he [was], perhaps, unrivalled by any 
artist living". 263 Most directly of all, some two hundred of Allan's 
drawings and paintings, sold in Edinburgh in 1797, were said to possess 

'all that originality, character, and interesting simplicity of Composition 
which distinguished his Productions', 264 

As he had already done in conceiving and executing the largest version 
r of "The Highland Dance", Allan, with similar intentions, in these small 

illustrations combined a number of ideas then current, distinct but 

related, into a synthesis unique and original. The results are more 
successful, more assured in these prints and drawings than in this 

painting, or in the equally muted Historical painting of the Vestals 
69, attending the sacred fire, perhaps because Allan found their smaller scale 

more congenial - his aquatint of "The Highland Dance", published in 1783, 
is an accomplished exercise in the medium - but more probably because 

his deliberate nafvet6 and stylised f igures are more easily accepted, more 

obviously appropriate, in illustrations of f iction than in depictions of 

reality. An ungainly "simplicity" is an uncomfortable failing in some of 
the characters in his pictures of Highland scenes, and may be attributed 
to the same cause as can the stiffness of the central maiden in the 
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Historical painting of some years earlier, a figure all too suggestive of 
the marble from which she was derived. They are works planned and com- 

posed from a position of some. detachment, the artist imposing upon them 

an appearance which had already been determined by his thoughts an 

others' theories rather than allowing a form and style, suggested by his 
interpretation of a subject in a particular light, to evolve in harmony 

with the subject itself. guided by his feeling and his understanding. 
That is, the style of these later pictures, parti , cularly the song illus- 

trations, is one which, rather than being too obviously chosen to suit the 

subject-matter, seems to have grown naturally from it. Such an intuitive 

approach would naturally occur more readily, was perhaps inevitable, when 
Allan based pictures upon songs which he had long enjoyed, upon a trad- 
ition with which he had grown up -rather than a society which he had 

visited and observed, or a history which he had studied. While these 

early works may have been- composed with as much conviction as his song 
illustrations, these last drawings, An their greater confidence and 
security, certainly suggest more true feeling and spontaneity. 

At the same time, like his plates for The Gentle Shepberd, Allan's 
illustrations to contemporary songs were pointedly founded upon his- 

observation of contemporary life. It is interesting that he never seems 
PLATZ XZ' entirely at ease with Ossianic subjects, preferring scenes of reflection 

Fisum 1 ?9 and seclusion to those of violent action. Wash drawings of a wounded 
gaisEeacb beside a forest or of a frantic ribbinn before a stormy sea are 
exceptions among his pictures. In his illustrations to Scottish Songs, and 
to The Gentle Sbepberd, Allan was an more congenial ground. In that 
"attempt io Join with the Poet of [his] native country, in the imitation 

of agreeable nature", he had studied the landscape features of the Pent- 
land Hills and the communities situated there, recording in- his pictures 
the characters and places that Ramsay had depicted in his Poetry. It may 
have been his familiarity with this pastoral comedy, with its constant 
reminders of rural labour and struggle, that led him to welcome oppor- 
tunities of including in these later pictures, in addition to specific 
details like the rake carried by "The Lass of Patie's Mill", such evocative 
touches as a few ousen-bows and coulters, or a laden hey-wain rumbling 

Puri zzr along one 
, 
of the country's many new turnpike roads. His shepherd lads 

and lasses are those he had seen every day as. a boy in Alloa, and those 

L he had met during the summer of 1786 among the Pentland Hills or along 
the North Esk water. When. "the rising lark salutes the morn" in one L 
song, Allan's drawing is of a shepherd just risen from a night spent an 
the hills with his flock, his plaid, heavy in'its dampness, draped around 
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'His breast wa: --, white, h1s towzie bacýk, 
Weel clad wi' coat o' glossy black; 
His gawsie tail, wV upward curl, 
Hung owre his hurdip<, wi' a swirl, " 

Robert, Burns; "The Twi Dogs, A Tale", 1785/86,1 

260, ("Young Jockey was the blythest lad"], C. 
1790196 fa reworking of -older versions, and 
listed in Law MS. as "49, Jockey was thtý 
blythest lad - Mý Burnst old words", this 

song appeared in SMff Ill, p. 297, N? 287). 
Pen and wash over pencil 371 x Sý foval), 
Royal Scottish Academy. 

261,1 A Border Collie 11 r, 1786/88; study for Roger's dog in 
Plate 1, Allan's edition of Ramsay's The &? ntle ýbLaphi? ra, - 
Foulis Prpss 61asgow 1788 (Figure 115, between pp 168-69), 
Pencil on paper 34 0, Glasgow University Library Speciai 
Collections! Wylie Collection 1138-1921 Bh 14-x, 13. 

"Every shepherd is attended by his dog; he stands in the 
valley, and sends the dog up the hill to the sheep, Wheo 
the animal hath executed in part the commission witý 
which he was sent out, he turns, looks at his master, and 
waits for further orders, When, by certain words, or rather 
vocal sounds, he hath learned anew the will of his mas- 
ter, ht: sets of f again, and moves the sheep in whatever 
direction he is 'cotmianded, " 

rhe Statistical . 4ccount of Scotland, Account of the Parish of 
Crawford (County of Lanark) by the Rey. Mr, James Maconochie 
117921; SP, Vol, VII., pp, 207-08, 
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MATE ZZ his shoulders against the early chill. His dog stands ready to be of f, 

unlike the numerous other collies curled at their masters' feet. These 

dogs, like the sheep and kye-*af many a picture, are repetitions based 

originally upon Allan's sketchbooks, which also provided the miry beasts 

Figure 260 returning from the plough in an illustration to one of Burns's songs, and 

the wiry little goat sketched as it nibbled at a hedge by the roadside, 

PLATE XVZ or browsed beside the mineral well at Moffat.. 

Despite their convincing settings, the mast memorable feature of these 

scenes is not realism. As has already been pointed out, they are artfully 

composed pictures of artificial compositions, a personal exploration of 
the images suggested by songs then popular. There is in these pictures 
nothing of the grimness of Crabbe. On the other hand, neither are they 

wholly idealised. Whether a sang or ballad is sentimental, humorous, 

pathetic, or even brutal, and although Allan's characters are always 

created, and his settings chosen, to complement the tone, his depictions 

reflect country life in a honest manner, as Burns for one recognised. 
Burns was quite intolerant of "Ekotic rural imagery", and laughed to scorn 
such ludicrous pastoral conventions as "a purpose of marriage between 
Adonis & Xary, 1.7-r-s He therefore admired the honesty in those of Allan's 

pictures he knew, an honesty which - within the constraints necessarily 
imposed by the lyrical and. pastoral idiom - went beyond accuracy of 
costume and landscape, beyond even the frequent reminders of rural 
labour, to the depiction of the bent backs and lined. faces of the oldest 
characters seen in these literary illustrations. 

- Such f igures are both in character with the verses and in keeping with 
the time and the land to which they belong. If the labour of these people 
is more often implied than depicted, if they sometimes seem more familiar 

with the languor of theatrical shepherds and shepherdesses in Continental 
f4tes Salantes than the birr and fyke of a Lothian market or Galloway 
fair, thrang with hynds and drovers, little else could be expected of 
Allan's drawings, if they were accurately and successfully to capture the 

spirit and reflect the tone of the Pastoral pieces they illustrate. Their 
tensions and contradictions are those inherent to the genre of Pastoral 

song itself. 

When such demands were not imposed, when such conditions did not have 

to be satisfied, Allan's pictures of Scottish people could be of a less 

artificial cast. Related to his drawings of hawkers, trades-fouk and 

civic officials, though not formally part of the collection, is one of his 

Figure 26Z starkest images of labour and privation. "Colliers return from work" 

dates from 1783, and most probably shows a hewer and his two bearers 
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from one of the many mines owned by the Earl of Hapetoun, from those 

near Dunfermline owned by others among Allan's patrons, the Halketts of 

Pitfirrane, or even from thode at Alloa belonging to the Erskines of 

Mar The lad, not long in the pits, looks with wide-eyed interest at 

the viewer, but the years and the labour have taken their tall upon his 

parents. His mother, bowed beneath the weight of a laden creel, and his 

father, stooped, with dragging feet, seem oblivious of all but the road 

before them and their weary Joints and muscles. Her maggans were by no 

means an unusual fashion at the time - country women would generally be 

seen "skelpan barefit" - but the mother's ragged skirt and her husband's 

patched coat are a world removed from the airy and Joyous evenings of 

Pastoral song . 267 It is, however, in the feelinS of this watercalour, 

rather than in such details, that the major difference between it and 
these pleasant scenes lies. These serfs, so often regarded with 

"mysterious horror" by others but 'drawn by Allan with such sympathetic 
humanity, could never be taken for "people of fashion" tired of 

masquerading as swains and shepherdesses, wearied of stooping, for the 

artist and only far a moment, to the position of gleaners, or seeking a 

guise even more novel than having themselves portrayed "in the character 

of gypsies" . 26a Ragged clothes can be assumed as easily as. faces can be 

washed, but in the slow, deliberate movement of this group, in the feeling 

of aching exhaustion, any suggestion of release from heavy darg is quite 

overwhelmed by the reminder of hours spent hurkelt in the cramped, 

stifling, often flooded seams of the mines. 

No more should the widespread contemporary enthusiasm for music be 

studied independently of the greater social and cultural context than the 

words of a song should be divorced from its air. The eighteenth century 

was a time of change. In Scotland, contributors to the first Statistical 

Account enthusiastically reported how "improvements were diffused through 

the whole country", and other writers of the end of -the century noted 
that "all ranks of men have been changing their modes and manners and 

sentiments". 2" Some travellers might still hope to find in the 

Highlands "simplicity and wildness, and all the circumstances of remote 

time and place" so close at. hand, but Johnson and Boswell, who had set 

out for the Highlands and the Vestern Isles in order to observe "a system 

of antiquated life", were disappointed in this object, and concluded that 

they had gone there "too late to see what [they had] expected" . 2711 Few 

could have been ignorant of the changes then taking place in the 

Lowlands, changes brought about both by improvements in agriculture and 
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by industrial developments. With greater areas under cultivation, and, at 
the same time, many of those who would have been tenants of small hold- 

ings forced to "fall to the ranks of the landless laboureru, a class of 
farmer quite different from that once typified by the guidman came to 

occupy the properties which had 'been created by "the union of small into 

large farms" as well as by the enclosure of common land . 2711 

From the greater efficiency both of this reorganisation and of newly 
introduced methods of husbandry, these farmers, despite their rents being 

higher, lived in "a degree of affluence unknown to their more humble 

predecessors" . 272 No longer following implicitly the primitive practices 
of their fýrefathers', the "toiling and struggling cultivators' of small 
farms" they rose' "above the rank of peasantry in knowledge, education 
and manners, assimilating in many respects to the character of country 

gentlemen". 273 By the end of Allan's life, the "simple establishment of 
the rustic husbandman Ehad come] to emulate that of the more polished 

citizen of the capital", and even if he did not see within their 

"commodious" homes all these "comforts and conveniencies*, a fouth of 

newly bought furniture and' fabrics, evidence' was all around him in the 

sight of many handsome new farm buildings in the Lothians, while a *rage 
for finery" in dress was, it seems, also "diffused through the whole 

country". 274 Twenty years after the citizen Is of Edinburgh thought them- 

selves bienly clad if happit in "gude Braid Claith". even ploughmen and 

_servant 
lads might come to kirk in -velvet waistcoats, with "coats of 

English cloth, hats on their heads, and watches in their pockets", while, 

among country women who had formerly "dressed in gowns and petticoats of 
their own spinning, with a cloth cloak and hood of the same, or a tartan 

or red plaid", silken caps and cloaks were commonplace . 275 

Such material prosperity, the signs of which were everywhere evident, 
was won at the cost of much change to the way of life long followed in 
the Lowlands. Hundreds of little fermtouns, close-knit communities in 

, 
which co-operative labour had been the practice for generations, were 

replaced by new and larger farms, managed by those who could render 

an "adequate rent" to the landowner and who employed at the seasonal 
hiring f airs hynds; who may themselves recently have been tacksmen or 

catters. Whatever farm workers thought of these changes, their views, 

and those of their families, must have been tempered by recognition of 

the benef its which accrued from this agricultural revolution, benefits in 

which they eventually shared, as did society at large . 276 

Things were rather different among the Literati and other "persons of 

condition". Ignorant of the real conditions of rural life, these men of 
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learning could write at leisure of its fancied delights, "exposing the 

best side only of a shepherd's life", concealing its labour and miseries, 

and offering to their readers "an image of what Ewas called] the golden 

age" . 277 The rewards of progress exacted in return costs much regretted 

among such theorists. Vhile the concept of "Progress" in many fields was 
to become an important feature of nineteenth-century thought, doubts 

about the benefits of civilisation, discontent with the rapid growth of 

cities together with their attendant "luxury" and corruption, and 
hostility towards excessive "refinement*, had been expressed long before, 

most forcefully by Rousseau. Many more shared his misgivings than openly 

espoused his views. In Scotland, both Adam Smith and Adam Ferguson 

looked askance at some states of society and at *the corruptions incident 

to polished nations", while, in Italy at about the same time, James Barry 

saw "primitive" peasants in a lyrical and idyllic light: 
'blessed be the poverty of this people, and long may it continue to their latest 
posterity, It has preserved them, (though in the state of ignorance) the elegant 
notions of their forefathers; it has kept it out of their power to flaunt about 
after the deliriums and new fangled whims of fashionable people in great 
cities, and you shall not be able in your Londons, Paris, Romes, bc, to cull 
me out such an object as one of these women, standing near a fountain, with 
her sweet antique formed vase upon her head" . 278 

Thus, while Improvement was generally welcomed, its effect on "the 

manners" was not. Scottish farmers might be encouraged, or be forced by 

necessity, to abandon old methods of cultivating the land, but at the 

same time the Literati and other educated townsfolk looked with dismay 

upon an increase of cultivation among the peasantry. Some results of 

progress were more acceptable than others. David Allan, having seen how 

the age-old social organisation of the Lothians was being superseded, 

could also have heard of the effect such disruption was expected to have 

on the *manners of rural lif e". and, as a matter of course, on the trad- 
itional music of the country as a whole . 279 He would certainly have read 
gloomy predictions of the fate awaiting "the rural Muse of Scotia" . 280 

It has been shown, and it must be stressed, that two different 

approaches, approaches virtually disparate, could be taken towards trad- 

itional Song. 212 The antiquarian, rescuing relics formerly "buried 'midst 

the wreck of things which were", might only have a slight understanding 

of the contemporary song culture, since his view was circumscribed by the 

ramparts of manuscripts and black-letter broadsides within which he had 

immured himself in his quest for original texts and the light which thesee 

threw upon "the peculiar manners and customs of former days" . 202 The 

Heroic ballads which most enthralled him were not properly to be 

regarded as so many curiosities from the past, but as familiar and vital 
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features of the present. Even the most ancient pieces were daily sung, 

often as variants peculiar to different areas, by "the rustic maid or 

matron at her spinning-wheel" or by the ploughman laddie or herd-callant 

at kirn, and rockin. 2113 More recent arrivals had also been welcomed "at 

the firesides of the peasantry of Scotland", or been sung by ladies and 

gentlemen in the towns to the "slight and delicate accompaniment" of a 

harpsichord or cittern, for the best part of a century . 284 George Thomson 

reminded owners of his Select Collection that "most of the Songs which 
Chad] so long been favourites" had been published by Ramsay, and the 

influence of The Tea-Table Miscellany may be as easily traced' in folio 

and quarto volumes compiled by William Thomson and Robert Bremner as in 

flocks of less ambitious song-books from later in the century, "new 

Musical Publications" like The Lay-k, The Linnet, The Goldfinclz and The 

Scats Iigbtingale: or, Edinburgb Vocal Miscellany. 219r. 

The Tea- Table 'Miscellany provided David Herd with more than two-fifths 

of the Ancient and Modern Scottish Songs, ' Hervic Ballads, Etc. which, in 

1776, he offered to the public as "a more compleat and better arranged 

collection of Scottish songs than any hitherto published" . 28ra His claim 

was justified, his achievement remarkable; the comprehensiveness of his 

collection is matched by the diversity "of his sources. He was not, of 

course, the only editor to look beyond the-, pages of Ramsay's "happy vol- 

umes"; in the same year as - he brought out his definitive edition there 

was published in Edinburgh The Nightingale: A Collection of Ancient and 
Modern Songs, Scats and Englisb; None af Vbich are in Ramsay, and other 

contemporary miscellanies, instead of relying entirely upon pieces already 

popular, generally did include some more modern pastoral songs, often set 
to favourite traditional airs . 2137 That these newcomers, despite an un- 

mistakable family resemblance, had not. found a place in The Tea-Table 

Miscellany was merely an accident of birth; they had not yet been com- 

pored while it was being compiled. ' The' line of their descent from the 

verses written by Ramsay's original circle of "ingenious young gentlemen" 
is 'direct, and they were made equally welcome at the teaý-tables of 
fashionable society. 288 lot only was he "well assured" that "new Words 

to known good Tunes" would prove very acceptable, Ramsay was determined 

that "the modest Voice and Ear of' the fair Singer might meet with no 

Affront" from the contents of his miscellany. dedicated as it was 
ro ilka lovely8ritish lass, 

Frat Ladies Charlotte, Anne, and Joan, 
Dorn to ilk bonny singing Bess 

291 Yho dances barefoot on the 6reen, 

To this end, Ramsay, no doubt still drawing an the assistance of his 

youthful collaborators, and more obviously influenced by the sentimental 
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pieces then being published in London than by folk-songs current in 

Edinburgh, set about taming many of the traditional strains which he had 

waled for his collection, carefully shaping Scots song into a form 

"acceptable to all persons of taste" . 290 So accurately did he Judge the 

polite taste of his own day, and so thoroughly did he influence that of 

future years, 'that - whatever remained current - among the country people 

themselves, whatever was still to' be "heard'at country 'firesides" turn 

about with favourite stall songs - or the - latest broadside ballad - it was 

Ramsay's new versionsi versions all too often' inappropriately refined and 

consequently "at once, more chaste ýand more dull",, which were circulated 
in the genteel gatherings of both "North Britain" and England, which were 

performed at, *concerts. both public and-private", and which were regularly 

printed, in elegant, - song-books and in -more ; homely chapbooks, throughout - 
the century. 291 Herd -was: more- adventurous than'other editors, and, his 

collection eniarged- upon the r-epextofre ý defined by Ramsay in one 

significant, way. 292 He did, of course i -include a number of previously 

unpublished songs by ý "eminent modern -Scots poets" in addition to those 

which he culled from various -printed sources, but did not rely only upon 

material of this kind . 293 Herd's - volumes dif fer from ý other miscellanies 

of the time in - that among the verses ý there "collected t from Memory, Trad- 

ition, and ancient authors" were many f alk-songs which had "never before 

appeared in print", songs, sometimes fragmentary,, which seem to have been 

published exactly as Herd and others had taken them down, neither pol- 
ished and expurgated in' the way that those admitted to The Tea-Table 

Niscellany'had been refined by Ramsay and his coter1e, nor "supplied and 
filled up, in the manner that old broken fragments of antique statues 
[had] been repaired aud'compleated by modern masters". 294 

As Ramsay's. 
_had 

been, Herd's collection was in its turn a reflection of 
the taste and interests of the time. Although he did, particularly_ ý 

in 

some of the Heroic Ballads, restore and correct., "many stanzas and 
passages .-. by collating different versions", Herd did not, when 
arranging the shorter lyrics, venture to piece out "the shatterld wrecks 
of these venerable old compositions" before they were published . 296 That 
"undertaking", together, with the firriting out of dozens,, perhaps scares 

of . other traditional verses, and the, setting of words to airs I which 
lacked them, was lef t to Burns, and was accomplished principally in the 

six volumes of The Scots Xusical Xuseum. F96 

Like Herd's collection, James Johnson's "text -book & standard of 
Scotish Song & Music" was "not intended to be confined to the critical, 

antiquarian, but devoted to the amusement of the public, at large" . 297 AS 
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everyone would have anticipated on reading of his intention to "unite the 

Songs and Music of "Scotland in- one general collection", Johnson, in 

preparing his first "handsome packet volume*, quarried The Tea-Table 

Miscellany quite-as eidently as Herd had done . 298 It was intended that 

each' volume of -, the , Museum should contain at least one hundred, songs, 

together with "the original Music, embellished with Thorough Basses -by 

one of the ablest Masters"; ý around half of, -the texts in the, first volume, 

and just under, a, third of those in the second, would have been familiar 

from-the pages of Ramsay's collection, 'ar, ý with 'melody and 'continua, from 

William Thomson's -Orpbeus'Caledonius. 299 At the same time as the Museum 

addressed' the interests of "admirers of social Music", however, it was, 
like Ancient and Modern Scottisb'Songs - despite Herd's pratest, that the 

-latter was "a work of slight importance, which hath no, higher aim than 

mere -'amusement" - much' more'- than a''popular collection of 'pieces in an 

established form. 3110 Johnson, intended, virtually from the first, that his 

"pocket-companions" would "contain all the Scotch Songs, those that [had] 

been already set -to music 'and " those , that Chad] riot, that (could] be 

found", 'and it was with some optimism that he'concluded his prefatory 

address "To The True Lovers Of Caledoniau, Music and'Song": 1 
"In the meantime, it is humbly requested, if any Lady or Gentleman have any Song 
of Merit with the Music (never hitherto published) , of - 

Ahe . true Ancient 
Caledonian strain, that they would be pleased to transmit ' the same to the 
Publisher, that it may be submitted to the proper Judges, and so be preserved in 

-, this Repository of our National Music and Song'. 3111 

, This note was taken up again in the Preface to the second volume: 

'Wherever, the old words could, be recovered,, they have, been preferred; both as , 
generally suiting better the genius of the tunes, and to preserve the 
productions of those earlier Sons of the Scottish Muses, some of whose names 
deserved a better fate than,, has befallen Ahem- 'Buried 1midst the wreck, of 
things which were' .8 
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lathing could indicate more succinctly the change in attitude which 

'had 
taken place since Ramsay's day, an impression confirmed by .a study 

of 
. 
both the Museum and Herd's collection. Ramsay's volumes had manifestly 

been devoted to social amusement alone, their contents quite as ". mis- 

cellaneous as those of Scottish music manuscripts from the previous 

century, with courtly airs going through their paces side by side with 

more boisterous country springs. 303 Although he did include a fair number 

of songs "done time out of mind", Ramsay, far from preferring "the old 

words", had often deliberately suppressed them and replaced many . "ane hie 

ruf f sang" with his own - verses or with those of his ingenious young 

collaborators, in too many, cases succeeding all too well . 30,6 He set out 

to make popular a kind of "Scats Song", written to a "known good Tune", 

perhaps, formed upon a traditional foundation, occasionally taking over a 
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line here and there, adapting a situation, sometimes even incorporating 

whole verses, and when" his, work was finished, and the Tea-Table 

Niscellany had been sent an its way with an assurance of a "favourable 

Reception - wherever, the Sun - shines an the free-born cheerful Bz-I ton N, the 

printed collections were --to turn their backs on the oral tradition for 

the next half-century. - When Herd came to write the preface for his own 

collection, he was- sadly aware that, in' many cases; - the old words had 

been "irrecoverably lost", and -a recurring feature of collectors' tales 

from this time is the "fine old tune, which in all probability would have 

been lost, had not one of the gentlemen ... taken it, down". 3011 

The aims of the publisher of Scats songs; it seems, had merged with 
those of the antiquarian. - This shift ý in emphasis became even 'more pro- 

nounced among the song collectors of the generations immediately after 

, Leyden, Jamieson and Finlay, William Herd and Burns, men like Scott, 

Motherwell, Peter Buchan, Kinloch, Cromek and Hogg; The regular appearance 
in contemporary writings of persuasive words and phrases - "of a former 

day", "one of the most ancient", "of very high antiquity", "the original 

air in its ancient purity", even, -the hallowed "time out of -mind, - shows 
that, above all, they and their public were 'eager for the oldest songs 
that could be heard, preferably taken, down from 'the recitation of, the 

oldest singers that could be found. 3116 , At least one song in the Nuseum, 

for instance, was noted down from the"singing, of, James Johnson's father, 

a song "acquired by old Johnson in, his infancy, and-hwwas then informed 

that it was very ancient". 0117 - Me professed object of collectors, then, 

was more akin to that of Ritson, painstakingly -searching after the oldest 

notation surviving for each melody he recorded, than to that of George 

Thomson, + in both verses and, ý arrangements - 'for his own publications 
leaning towards contemporary performance, in the polite gatherings at St. 
Cecilia's Hall. 308 Such an approach to these songs was but one facet of 
that more objective study of the past which became increasingly "marked 
in many fields and drew upon a wide range-of evidence. 309 Ritson himself 

wrote of "the 1avorable attention which the public has constantly shewn 
to works illustrating the history, the language, the manners, or the 

amusements of their ancestors, and particularly to such as, have professed 
to give any of the remains of their lyric compositions". 310 Bishop Percy, 

f Thomson, it is true, V? Ott that his intention had btin to publish 'a pure and standard Repository' 
of airs 'in their best and most authentic fore', but his volumes formed &'select collection, a 'Work 
from Aich nothing could vell be taken away tither than one to Aich nothing light be added', His 
primary purpose vas not to publish these &its as antiquarian relics, but vith the Select Collection 
to 'fix and preserve the Scotish Music from the &Iterations of chance, ignorance, or cipticel. His 
concern m not that these songs might be forgotim, tither by the peasantry or by polite society, 
but that they might in future generations be given embellishments and nuawt less appropriate, in 
his viev, than those employed in his ovn day by 'Judicious Singers' like Corti, Urbani and Tenducti, 
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for his part, - had drawn a, parallel between "fill(ing] up the breaches" of 
incomplete ballads and "'finishling] and mendEing] up" broken Antique 

statues, and in fact the concern with pursuit and publication of accurate 
texts may be 'directly compared with developing attitudes towards re- 

storation. 321 By the early nineteenth century, Ramsay could "frequently 

[be] censured 1or suppressing the ancient songs,, and substituting his own 
inferior productions-in their stead", - though the exacting standards of 
textual accuracy ý set and -ý advocated - by - Ritson - and Pinkerton were not 

always -f allowed or, in - certain instances, - approved .3 312 ' When William 
Stenhouse,, - in 'his, monumental Illustra tions of the Lyric - Pbetrjr and Nusic 

O-f ý Scotland, sighed that "the original song ý -. .. has escaped every 
research of the editor", he threw into greater prominence his'relief, ex- 
pressed - with -- telling regularity, that ; so many pieces ý had been "rescued 
from oblivion, by old, David - Herd". 3113 III14 

It seems inevitable that those who studied "antiquities and, literary 
history, ", - as David Allan did and those, who compiled collections of 
popular songs,, should sometimes think 'ahead, to a time beyond their 

own. 314 Their, speculation about the future was a 'reflection of their 

enquiry into the paSt. 316 The Scottish songs had not only grown from a 
rude time and a, simple people, they, had .. f lourished in ý a, peasant society 
that was . innately conservative. As ý deeply-roated, - a', part of -the life of, 
the f ermtoun as the centuries-old - cycle of ploughing and hairst, , their 

phrases might ý be imagined following the, - seasonal : rhythm 4n an- 

accompaniment which spanned generations. - -In-a time of radical change, - 
therefore, it seemed that their origin and progress were to be balanced 

by their decline and fall, a melancholy cadence-echoing the fortunes of 
that communal life in, which'they had been nurtured. The songs, in short, 
were expected to vanish before -ý the -inevitable-, advances of -Improvement, 
leaving, perhaps, a few fragments of verses and airs behind, iike isolated 

wallsteads to which the people will, never - return. 3 116 Sir Walter Scott 

regretted that many "successive garlands_ of song, [had] sprung, f lourished, 
faded, and Ebeen] forgotten in their turn", -- and continued,,, 

, like the natural free, gifts of Flora, these poetical garlands Can only be 
successfully sought for where the land is uncultivated; and civilisation and, 
increase of learning are sure to banish them, as the plough of the agriculturist 
bears down the mountain daisy, " 317 

Allan was surely influenced by sentiments such as' these. While the 

world which he depicted in his song illustrations waS'largely bounded by 

the rigs and loans of the fermtoun, the society 'with which he was most 
familiar dwelt among the wynds and. closes of the City of Edinburgh, or 
the streets and squares of the New Town. Regarding fervour of spirit and 
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animation of language, in verse and in song so highly, Allan's con- 

temporaries could not but have regretted, with Hugh Blair, that the 

progress of society should inevitably cause "the genius and manners of 

men [to] undergo a change more favourable to accuracy than to 

sprightliness and sublimity", and could not but have deplored, as he did, 

the understanding's gaining ground upon the imagination. 3110 The songs 

and verses of rude societies and barbarous ages, "irregular and 

unpolished" though they might be, were animated with "that enthusiasm, 
that vehemence and fire, which are the soul of poetry". 3"9 The "fire and 

enthusiasm of the most early times* might still be sought - or still be 

imagined to exist - in the Highlands, but was recognised to be fading 

away in, the Lowlands. 320 Ritson, with whose Scotisb Song and its 

masterly "Historical Essay an Scotish Song" Allan was familiar, stated 
from a position of apparently unchallenged authority that 

'The or& of Scotish music and Scotish song is now passed: the pastoral 
simplicity and natural genius of former ages no longer exist: a total change of 
manners has taken place in all parts of the country, and -servile --imitation 
usurped the place of original invention, All, therefor, which now remains to be 
wished, is that industry should exert itself to retrieve and illustrate the 
reliques of departed genius$ . 321 1 

There can be no question but 
Ithat 

collectors were further stimulated by 

the expectation that the days of country songs were numbered. The very 
fervour of their activity then,, seems, in turn, to have confirmed the 

existence of such a mortal danger. A specifically antiquarian approach 

was certainly seen in retrospect, by a poet, and collector from the. next 

generation, as an indication that the survival of, inter alia, dis- 

tiuctively Scottish music and song as a vital part of the people's 

existence was truly in doubt: 

"there is no surer sign of the oral knowledge of a people being on the wane, 
than the attempt to secure it from oblivion by collecting its fragments and 
printing them in books, Whenever either the National songs, the popular talti, 
or prudential maxims of a country are curiously and diligently gathered, and 
transferred to another ark of safety than that of the living voice, it sly be 
safely inferred that changes in the character and habits of feeling and of thin- 
king, of the people themselves, are in progress deemed inimical to their longer 
preservation in a pure, accurate, and authentic form, Betwixt man and oblivion 
there is a perpetual warfare. Whether we look upon him as an isolated in- 
dividual, or part of one great family, still the solitary exertions of the 
individual, or the combined efforts of the whole are directed to this one grand 
object-perpetuity of remembrance, l 322 

The fear, towards the end of the centuryi of losing such-, distinctive 

features, either "little by little" or by sharp decline, can at first sight 

appear to be exaggerated. 323 In much the same way, for example, Robert 

Fergusson had- lamented "the Death of Scots Nusic* some thirty years 
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earlier, at a time when it was. not only flourishing but was soon to be 

given a lift aboon by the works of Marshall and the Gow family: 

'Nae lasses nov, on simmer days, 
Will lilt at bleaching of their claes; 
Nae herds on rappow's bonny bries, 

Or banks of Tweed, --- 
Delight to chant their hastil lays, 

Since music's dead, ' 324 

Hindsight, however, can be -a distorting glass. A current fear is no -less 

real for its being based an a false assumption. - On the other - hand, it 

seems likely that such anxiety was actually a symptom of . another, more 

deep-seated 'but, less, easily diagnosed condition. If expressions of that 

fear seem, to be more impassioned . than the contemporary. evidence would 

Justify., they were given added point by a consciousness of - the irrestible 

force of "Improvement", an often alarmed recognition of - new circumstances 

inevitable in their progress and irreversible in theirý effects. Scott, 

having written in a "postscript" -to Wavarley that there was. "no European 

nation, which, within the course of half a-century, or little more, Chad] 

undergone so complete a change as this kingdom of Scotland", was later to 

reflect that "it is seldom that civilisation-having once made-some pro- 

gress can be compelled to retrograde". 326 ý, 11 ý11' .Iý- 
The anticipated loss of these "original, old, ancient, genuine songs" 

was really the expectation of finding in reality that which contemporary 

philosophy had predicted, the other side of the same coin, in fact, which 

showed more optimistically an its obverse the discovery of natural Xan in 

the islands of the South Seas or the prairies of North America, and the 

opportune recovery of- the verses of Ossian - in a form literally tailored 

to contemporary taste - circulating orally in , the Highlands of 
Scatland. 32r- Perceptions of. primitive peoples and ancient poetry were 

shaped by the expectations of European savants, and then the native 

peoples, or the translated poems, served to -confirm the very-, theories 

which had first given rise to these expectations. 'Towards -the turn of 
the century, in Scotland as throughout Britain, those who held that the 

"boasted benefits" of industrialisat ion, and commerce made "but a-poor 

compensation for their baneful, influence on the morals of the people", and 

who looked with antipathy on "the increasing accumulation -of, men in 

citiesu, believed that- "the most- fatal influence upon the characters of 

the people" had indeed resulted from *the establishment of manufactories 

or great works", and envisaged, with equal aversion, the weariness and 

woe of the increasingly numerous urban ý workers, huddled as they ý were 

amidst the "contagion" of towns infested with vice and "debauchery, of all 
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sorts" . 327, -Drawn, or drivent by economic 'necessity from their country 

villages and"'sunk in obscurity'and darkness" as soon as, they entered the 

great cities, members of -the urban, workforce became "like the parts of an 

engine" ,' each labourer, ' "as a 'necessary consequence of his employment, 

being rendered "as stupid and ignorant 'as it is possible, for a human 

creature to become" . 326 , For- many more'af their compatriots, "frequent 

and unavoidable intercourse with the, city . '. . [had] not been without its 

polluting effects*, while those' who -still pursued a farming life remained 

uncorrupted,, being - "removed , from , the' immediate 'taint 'of that 

licentiousness which, -destroys 'the% lower, orders in ý, cities and" great 

towns". 3" When misgivings like these were -thus readily confirmed$ it is 

easy to understand why *many feared that the old songs would soon also 

suffer the, fate predicted for them, - their eclipse being one more of the 

unwelcome "effects of that civilization', which Chad] recently, - produced so 

great a change on the manners of the'nation at large". 830 - 

This fear for-the survival of traditional song in a changing country. 

it seems, was particularly acute in Scotland. It is striking that another 

century was to pass - before , the f ounding in England of the Falk Song, Soc- 

iety, "to save-Isomething primitive and genuine from extinction", although 
in the -, intervening yearsýProgress had'gathered momentum in a manner un- 

imaginable during Allan's lifetime. 331 In Scotland there was a, dimension 

entirely lacking in "South Britain". Since the publication of Watson's 

Choice Collection began in 1706, Scottish 
, 
songs, at least in Scotland, 

were i nvested with unusually powerful patriotic associations. Although 

the popularly resented Act of Union,, seems to have. given the initial 

stimulus - the date of Watson's first volume is significant - . 
these 

associations extended 
, 

far beyond the 
. 
"narrowly dynastic" 

lor, 
overtly 

political, that is, the adaptation 
. 

of 
-familiar 

airs as., vehicles, for 

occasional satire, abuse being directed at, Whig "traitor louns" or at 
Jacobite targets with equal enthusiasm . 332, While certain songs, in. any 

country 
'may 

well be regarded - as "national" songs, in few, countries can 
the whole body of traditional song, like the Mistinct national, style" of 

music, have been so passionately associated with national identity, as in 

Scotland at this tine. 333 The populace being for long conscious of a "sad 

decay in church and 
'state", 

it is, hardly surprising - 
that, Herd, among 

others, should note that *the Scats yield to none of their'neighbours in a 

passionate attachment to their native music", since that attachment was 
to one of the few remaining badges of nationhood . 33* 

A perceived union of traditional songs - with 'national identity * was not, 
it is, true, unique to Scotland. In Weimar, Harder had ý already emphasised 



309 

the importance of volkslied in the emergence and development of different 

nations, and had proposed -a significant distinction between the 

Recbtsstaat -aý machine-like, administrative body - and -the "organic" 

Kulturstaat, a community conscious of its possessing a shared 

tradition . 338 Scott, ''whose -first 'publication had, in fact, been a'couple 

of ý translations from the German, was later to write that the Nearly 

poetry - of every nation", when transmitted, 'to posterity either vocally or 

in collections like, his own Minstrelsy of the Scottisb Border, gave "a 

glimpse of the Rational- Muse in her cradleý . 336 Scotland's national songs 
having survived, and. survived with augmented vigour, ý_ the, widely -perceived 
threat, of political assimilation, * it must have been, thought, a particularly 

cruel blow that the encroachment of -Progress and Civilisation, crushing 
before them the enduring peasant characteristics of simplicity and spon- 

taneity, of Naturverbundbeit, -would eventually bring about the entombment 

of that same "National Muse" . 337 The stif ling of these songs by the 

advance oi - Progress' entailed not only the loss of part of a national 
heritage, but the- loýis of a major surviving part of a national identity. 

At the very end of his original Introduction to the Minstrelsy, published 

at the beginning of the nineteenth century, Scott wrote that in its 

'Notes and occasional Dissertations, it has been my' object to throv'together, 
perhaps without sufficient-attention to method, a variety of remarks, regarding 
popular superstitions, and legendary history, which, if not now collected, must 
soon have been totally forgotten, By such efforts, feeble as they are, I may 

ýContribute somewhat to the history of, sy, native country; the peculiar features 
of whose manners and character are daily melting and dissolving into, those 

* 
of 

her sister and ally, And, trivial as may appear such an offering, to the manes 
of a kingdom, once proud, and independent, I hang it upon her 'altar with a 
mixture of feelings, which I shall not attempt to describe'. 330 

Its songs, its music, Jts legends and "popular superstitions" were, of 

course, not the only distinguishing 
_ 
features of a nation. 

I 
The medium in 

which much of this traditional matter was shared. 
'and 

by means of which 

it was handed on, was, above all, a particular language., Many contemporary 

European writers held that each nation was possessed of its own 84nie, 

which, whatever 
- 

its origin, shaped the customs, the manners, and the 

language of the people . 3310 
'' 

In, his Essay on the Origin of Language, which 

won him "the prize awarded for the year-1770" by the, 
_Royal 

Academy 

of Sciences in Berlin, Herder exclaimed, 

'What a treasure language is 
- 

when kinship groups grow into tribes and nationsl, 
Even the seallest'of nations in any part of the globe, no matter how undeveloped 
it may be, cherishes in and through its language the history, the poetry and 
songs about the great deeds of its forefathers. The language is its collective 
treasure, the source of its social wisdom and communal self-reipect, l 340 

As is widely recognised, and as has already been noted with The Gentle 

Sbep. herd as focus, the question of language was of major importance in 
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eighteenth-century Scotland. 041 Scottish writers had literally been 

, addressing the matter for generations. ý The interest was widely diffused, 

-both throughout the country and among, the population, its intensity being 

easily "sensed in books, editorial notes, letters,, magazine articles and 

-poems of the period. 342 - Even 'the - seemingly impartial Reverend Thomas 

, Robertson, -, adding-' to his , account, of ý the' Parish of - Dalmeny .a brief 

discussion of Britain's linguistic history, from the time when "the Gaelic , 
or Celtic, was the original-tongue of the whole Island*, insinuated, a. claim 

-for the venerable purity, qf the Scats language, which, had: ý '- ;. 
"continued to be spoken 'in the greater part, of -Scot land, -'parti cular ly * what is, 
called the Lowlands, with litle-, deviation from 

-the 
or. iginal,,, till., near the 

present times, in which it has been giving place very rapidly to the modern 
English language, The cause of this, independent of the 'comparative merits, or 
demerits of the two 

, 
dialects, has been the union of the Scottish and English 

crowns; from which, as England is the larger and wealthier country, and is, 
ýbesides,, ' the court end of ithe Island, the English tongue has gained the 

0 343 ascendancy, and become the standard of fashion and of, propriety, 

,, 
Most contemporary writers, however, took sides more actively. generally 

expressing a, conviction that the "old Rustic dialect of Scotland", would "in 

a short time 
, 1. 

probably be entirely,. obsolete and not 
. 

in-, 

ýelligible'1.34-1 In 
, 
the burgeoning interest, during thejast quarter,, of the 

, century, in compiling 
. 

glossaries of the 
. 
language, .. a, parallel,, with 

. 
approaches, to Scottish song is obvious . 34r. Each, for whatever reason, 

and whether accurately or no, was thought moribund. , Yet,. in striking 

contrast to attitudes towards the songs, many of the Scottish Literati, in 

contemplating that supposedly "provincial spoken by the people 

and written by the Vernacular poets, actually welcomed the prospect of 
its being banished "entirely 

. 
out of the 

, 
world". 3,16 . Their glossaries, in 

effect if not always, by 
-design, 

seemed to reduce it to the, status, of "any 

other dead languageu. 347 When ministers wrote for - Sinclairls, Statistical 

Account that their parishioners, "still [madeJ use, 'o'f,. the old I Scotch 

dialect"., it . war. -not in commendation of their unaintaining, ancient 
Scottish manners aI ad CUStoMSH. 348 They regarded the imminent demise of 
the "old Rustic dialect" with the same satisfaction as, that with which 

ýthey reported the 
, 
adoption., of ploughs *after the model of Small, of 

Rosline" in place of the heavier "old Scots plough", at least where the 

. 
land pernitted. 049 

The inconsistency between the attitude of many of Allan's contemporaries 
to 

., 
the songs, of the people being lost 

,, and, . 
that to , 

their language . being 

-Hreformed" 
is really remarkable. At the same time as. sheet after sheet of 

recently collected folksongs and traditional 
, 

ballads, or, of freshly 

composed. pastorals, unew Words to known good Tunes", were fluttering, from 
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the printing presses of Edinburgh, Glasgow, Perth and Aberdeen, providing 

material to be sung to "the brisk tinkling of a harpsichord" in fashionable 

town-houses, or unaccompanied in country parlours; some lang Scots miles 

away, "Scaticisms" were being solemnly and pedantically identified and 

arranged in order that supposed "Improrieties of Speech and Writing" might 
be eradicated, and North Britons like Hume and Boswell, embarrassed by what 
they regarded as the "provincial peculiarities" of their mother tongue, and 
thinking that they should have spoken or written something else, were for 

ever substituting some approximately equivalent expression or other in the 

idiom of the distant London court . 3rall Referring to "the great, the learned, 

the ambitious, and'the vain" of Edinburgh towards the end of his Journey to 

the Vesterm Islands, Doctor Johnson - somewhat illogically for someone who 

was "always sorry- when 'any language is lost, because languages are the 

pedigree of nations" - wrote, with' weighty approval that "the conversation 

of the Scots grows every- day less unpleasing to the English; their 

peculiarities wear fast away; their dialect is likely to became in half a 

century provincial and rustick,, even to themselves". 351L The native language 

was more deeply rooted and of hardier growth than that. Exactly a quarter 

of a century afterwards, despite a conviction in some circles that "the 

scotch ... the prevailing language of the country" was *no doubt much in- 

ferior to the English in pronunciation and accent", and'despite the fund of 

pious assurances offered in the Statistical Account that it would soon be 

purged of "those Scotticisms, and uncouth phrases", which, it was thought, 

stood "much in need of reformation", Doctor Currie, in his Life of Rober't 

Burns, showed how the same "Illiberal prejudice" could be brought to bear on 
the same vigorous target, one steadfastly refusing to fall silent: 

"The greater part of his earlier poems are written in the dialect of his country, 
which is-obscure, if not unintelligible to Englishmen, and which, though'it still 
adheres more or less to 

- 
the speech of almost every Scotchman, all the polite and 

the ambitious are now endeavouring to banish from their tongues as well as their 
writings, The use of it in composition naturally therefore calls up ideas of 
vulgarity in the mind, " 362 

Burns's own minister, the "Daddie Auld" of "The Kirk's Alarm% revealed the 

assumptions of one great division of contemporary Scottish society when he 

wrote, in his account of the Parish of Machlin, that "the Scats dialect is 

the language spoken, but is gradually improving, and approaching nearer to 

the English*. 053 

Thus, at the same time as mourning the expected passing of the "original, 

old, ancient, genuine songs", many could, with the antiquarian John 

Pinkerton, "sincerely wish a total extinction of the Scottish colloquial 
dialect". 364 An equivocal attitude to the age, the antiquity, of 
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both the 'vulgar speech" in Scotland and the country's "common popular 

songs" highlights a profound ambivalence; Pinkerton, significantly enough. 
did not believe that anyone *of either kingdom, would wish an extinction 

of the Scotish dialect in poetryu . 36ra While, an the one hand, the songs 

and ballads were regarded as something ancient and original to be 

venerated and preserved, the language--in which they were composed, the 

language of the people, was at the same time represented as being from 

and of the past, and therefore something to be rejected in the nation's 
"progress to civilisation'l. 31r- The rejection must have been all the 

harder because, as Francis Jeffrey was later to write, "Scotch ... the 

language of a whole 'country, - long an independent kingdom, and still 

separate in laws, character and manners", was then 
'by no means peculiar to the vulgar; but is the common speech of the whole 
nation in early life, -and with many of its most exalted and, accomplished 
individuals throughout their whole existence; and, if it be true that, in later 
times, it has been, in some measure, laid aside by the more ambitious and 
aspiring of the present generation, it is. still recollected, even by them, as 
the familiar language of their childhood, and of those who were the earliest 
objects of their love and veneration, It is connected, in their imagination, not 
only with that olden time which is uniformly conceived as more pure, lofty and 
simple than the present, but also with all the soft and bright colours of 
remembered childhood and domestic affection, 4 357 

Just as the association of the Scots language with an attractive 

simplicity. and primitivism had virtually_ compelled the Vernacular poets, 
if writing in Scots, to, describe bucolic subjects or revel in "rude local 

humour", so too an identification of the enduring speech of the 

"uncurruptitw peasantry with that of the old Scottish Court and Estatis, 

and with. the, diction of the Makaris - an idea with particular and obvious 

appeal to Jacobite adherents and sympathisers caused the Vernacular 

poets, actually writing in a contemporary and cplloquial idiom, to be 

consistently appreciated for their having supposedly consulted a 
"dictionary / Of ancient words", and thus, ironically,, ensured that Scots 
became even 

, more definitely regarded as I 
the speech of the past, in turn 

couf irming more strongly the predictions of the glossarists and the 
Liýterati. 31111 

, 
In its being thus "ancient" and "simple", the vernacular 

offered a link with the literary tradition of previous centuries, and, as 

a, -primitive northern poetic diction, had 
, 
"a. great advantage in point of 

touching the passions", but it was necessarily distinct from a living 

Scottish speech. acceptable to persons of *taste and refinement, and 

recommended to those ambitious of advancement. 3159, The Scots songs, 
therefore, in providing a example or 

'symbol,, 
both focused and limited 

polite interest, allowing, an the one hand, some kind of continuity with 
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a glorious past to be maintained, or, an the other, permitting tensions 

arising from the dominant perspective on the Scots language to be con-- 

tained and dissipated. By expressing concern for the survival, the 

"preservation" of these songs, some members of polite society could, if 

they, wished, indulge a sentimental regret at the passing of the old ways 

and-, at the same time enjoy the benefits of the new, all the while 

sedulously endeavouring to banish their native language "from their 

tongues as well as their writings" . 31-0 Happily, because the polite, the 

ambitious and the vain, all of whom would have been "early warned against 
the use, of Scotch words and similar improprieties", had little place in 

the fermtoun or bothy, the, songs and music never did flee "into the 

silent library", nor was the leid ýitself enclosed between the boards of 
Jamieson's Et7mological Dlctionar, 7 of the Scottisb LanguagePOI ,-- 

In Scotland, then, the -question of identity in a changing world was 

symbolised in perceptions of national songs, as patriotism had already 

been defined in attitudes to music. 3r-22 A common inheritance of songs 

"familiar, from the cradle, to every Scotish ear", which had been passed 

orally from generation to generation down the centuries - although the 

lively trade in broadsheets and chapbooks during the eighteenth century 

ought at least to be remembered - is-both one expression of a society's 

identity, -, and a, powerful emotional symbol of that society's permanence 

and stability, and its relation to its own past, its earliest known 

origins, its history, its customs and its-beliefs ý63, 
._ý,, 

' The couf luence -of so ý many interests and viewpoints accounts in 

abundance for the Scottish songs being, held in such high, regard, for so 
long, and - by - such disparate social, and political, groups. That. - perceived 

continuity with the old ! independent, -kingdom" was reason enough why 
Scots- should `yield to none, of their neighbours in a passionate 
attachment to their native music". 364 -. In'these patriotic associations lay 

a'sense of, shared national identity, despite, the absence, of political re-L 

cognition; Allan's homeland wasýScotland, de facto, though for,, the-bestý 

part of a century it - had i de I ure, " been North - Britain., -,! The songs - could 

sustainý this r, 61e in a -manner, more universally, relevant, -and altogether, 

more ý popular, - than , the , separate Scottish, legal . system ý which , had been 

provided for in the Act of Union. 3"m , Beyond these, specifically Scottish 

concerns, as has been demonstrated in several- connections, contemporary 

antiquarianism, and, the, eighteenth-ceutury ', interest - in- different. 

especially, primitive,, societies, were, -particularly likely to:, lead, to the 

study, of -traditional songs; Hugh Blair -began his OCritical Dissertation an 
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the Poems of Ossian" with the observation that, "among the monuments re- 

maining of the ancient state of nations, few are more valuable than their 

Poems or songs. 361- The Highlands of Scotland, and not only among those 
ladies in Edinburgh or Glasgow who could not forbear mentioning their 

"great liking -to the Highlandmen" at every opportunity, were the place 

where "the nations and feelings of our fellow creatures in the most 

artless ages" could be observed, - before the irruption of "those 

refinements of society ... which ... disguise the manners of man- 
kind". 3r, '7 The Highlands were later joined as a location for Mankind "not 
far remote from its original simplicity" by an idealised view of the 

agricultural Lowlands, the "native featuresn of traditional music and 
sang according well with this interpretation. 31-18 If this latter view 
seems often to be a creation of those looking, with more imagination than 
discretion, for "that olden time which is uniformly conceived as more 
pure, lofty and simple than the present", a time before the advent of the 

change and decay which they saw all around them, it is a measure of how 

earnestly they yearned for stability in a time of flux, for the poss- 
ibility -of holding fast to a sense of a secure and undisturbed rural 
community while at the same time actual communities and true, physical 
cohesion were being rapidly lost; the typical location of newly built 
farmhouses, separate from the other farm buildings and from the'servants, 

quarters, was itself symbolic. 36-9 

In addition to -the perception of Scots songs which was derived from, 

-this enviably optimistic ability to find noble savages conveniently close 

at hand, it is ýlikely that an image of, rural contentment became even more 
appealing throughout Britain towards, the end of 1he century, as a result 
of the popular - stirrings across the English Channel . 370 Created and 
sustained by , Pastoral songs and paintings -alike; the myth of a 
prelipsarian rural, past gradually, hardened into - the , cult of a sturdy 
peasantry, its country's pride, hearts of oak from the glens and ý shires 
standing against -the chaos of Revolution r and Terror, and the tyranny, of 
Directorate and Empire, protecting -their , traditional freedoms 1 by 

ýbuttressing the: British anclen rdgime. The British state was, threatened 

, by -Radicalism, within, the country as well as by Revolution without, and, 

while Pitt manceuvred envoys and subsidies to keep the remaining crowned 
heads of Europe secure in Coalitions -against the might of a risen, France, 

and presided over repressive legislation and a busy intelligence service 

at home, - Genre pieces dwelt fondly an the virtues of a patriotic and 
invincible English peasantry, In much the same way, though in' rather 
different political circumstances. ' ousted, and -defeated 'Jacobites in 
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Scotland had themselves used the songs of the people to serve their own 

ends. 071- Tines of crisis led to a sustained emphasis upon the roots of 

national identity, an emphasis which had, however, to be kept within very 

carefully determined bounds . 072 It was all very well to f ind in the Volk 

the "creative source of a nation's culture", but to strike a medallion 

bearing the words "A nation is the source of all sovereignty', and be 

caught in possession of it, brought a charge of sedit Jon. 373 

Allan's images of the Scottish peasantry, from as early as "The High- 

land Dance" of 1780, were most obviously in accord with the myth of ideal 

simplicity, not only in the subjects which he chose and in their assoc- 
iations, but often in the very style of the pictures themselves . ý374 His 

song illustrations, which of course gave a more extended visual form to 

this perception, also take up some of the other contemporary concerns 

which have been identified. Most immediately, the continuity of the 

Heroic 'Ballads with the more modern songs of the people was accepted by 

Allan and expressed in his series with the greatest of ease and facility, 

and linked, however quietly and unobtrusively, with the unchanging 
features of the land itself, an association at which he had already hinted 

in his'. dedication to The Gentle Sbepherd. 371- Side, by side with this 

sense of permanence, of continuity from age to age, goes a powerful sense 

of community. A stable and ordered country life is suggested in the very 

aspect of his illustrations to Comic songs and Pastorals, as it is, with 

equal seemliness, implied by the songs themselves; the occasional 

appearance of a well-dressed gentleman or two from the town is, more 

often than not, represented as an uncomfortable intrusion . 376 Permeating 

most of Allan's song illustrations is an atmosphere of unspoiled 

simplicity, the quintessential evocation of "Pastoral Innocence* and 
"Cottage felicity", a Joyous world which his contemporaries would regard 

as existing precariously an the very edge of doom . 311 That disturbing 

awareness of social instability in the era of the French Revolution does 

itself make one revealing, and surprising, entrance. Allan was certainly 

attuned to the modern import of Burns's patriotic ode, "Robert Bruce's 

March", and, recognising its ambiguity and Jacobite allusions, emphasised 

and broadened these in an extraordinary manner. 378 

Added to all those contemporary concerns and the relationship which 
they. have to traditional song, and hence to'its fascination for Allan and 
his contemporaries, the most fundamental charm of *all should never be 

overlooked. Burns, ushering the third volume of the Scots Xuaical 

Nuseum into the public eye, had in 1790 referred with supreme confidence 
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to his "consciousness of the well known merit of our Scottish Music, and 
the national fondness of a Scotch man for the productions of his own 

country" . 379 Ramsay, half a century earlier, had struck the patriotic 
note more gently, writing: 

"Altho' it be acknowledged, that our Scots Tunes have not lengthened Variety 
of Musick, yet they have an agreeable Gaiety and natural Sweetness, that 
make them acceptable wherever they are known, not only among our selves, but 
in other Countries, n 380 

David Allan's enthusiasm for Scottish song was probably notorious, 

and in any case 
.1 

ýhe artist could hardly have refrained from showing 

visitors to his studio some of the latest fruits of his Invention, par- 
ticularly as he worked an the plates for his first set of etchings. Iro 

more could one of his patrons, the Earl of Buchan, have passed up the 

opportunity of quoting the famous observation of his countryman Andrew 
Fletcher, last of the Scots, to which Herd had made passing allusion 

some twenty years earlier: 
"I said, I knew a very wise man so much of Sir Chr-'s sentiment, that he 
believed if a man were permitted to make all the ballads, he need not care 
who should make the laws of a nation, $ 301, 

The "Frontispiece" which Allan designed for some future issue of 
etchings, one probably intended to contain 'a greater number of 
illustrations to Pastorals, is both a fitting introduction to the call- 

Figurt 264 ection and a worthy summation of the whole. 3192 Appropriately enough, the 

atmosphere is a cantily musical one, the setting a cottage spence 
familiar from a number of Allan's other pictures. No less familiar is 
the young gallant of the Pastorals and The Gen. tle Sbepberd, seated by 
the table with a book of Scots SonEs propped open before him. Perhaps 
the eldest lad of the house - for the cut of his claes shows that he is 
no itinerant fiddler - he may, like Patie himself, have driven a wheen 
sheep or nowt to the West Part that morning, returning from town in the 
afternoon with the gear he has coft and the claivers he has heard. 
Vauntie of his latest purchase, and eager to try his skill in sight- 
reading, he plays over a spring or two f or the family. No doubt the 
fine new volume is one "embellished with characteristic designs composed 
and engraved by David Allan Esq, Historical Painter". 383 Across the 

room from him the auld guidman* listens from his muckle sait, his 

prosperity reflected in the rack of delft an the wall behind, his 

contentment assured by the cogie close at hand. At the other side of the 
table from the fiddler a younger man, taking time to listen to the music 

even though the day is still bright outside, sits half hidden in the 
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background, a dim figure briefly indicated with a few touches of grey 
wash. Seemingly distanced from the others in the room, he has, though 
indistinct, all the buirdly presence of an archetypal peasant figure. 
Rising from behind the music book as he does, he may fleetingly be seen 
as a shadowy "Bard of rustic song", a representative of those 

generations of anonymous musicians whose works have outlived their 

memories, fit symbol of the genius of national song set down there in 

guid black prent even as the venerable guidman is evocative of the 

wealth of traditional wisdom it contains. 384 More prosaically, he might 
be seen simply as another of the elder bairns or one of the hirelin 
lads, lowsed from working out-owre the rigs, from tedding hay or sowing 
bere, mowing corn or snedding neeps, or from the work that has nC3 
particular season, the clearing of yirdfast stanes from the family's few 

acres, the bigging of a dyke or the howking of a sheugh, or the redding 
of whins and heather from the uplands. Whether returning from market, 
mill or smiddie, from ploughing or harrowing a few rood behind a team 

of horses or owsen, or drawn from infield or outhouses by the strains of 
reel and slow air, the lad takes his ease for the moment and, resting 
his head an his hand, is immediately rapt like the guidman in the music 
coaxed from the dinnling strings, or finds himself caught up in the dirl 

and scraich of jig and strathspey. 
The viewer's eye, meanwhile, is inevitably led to the daughter of the 

house, standing in the middle of the little room amd almost in the 

centre of the picture, the lines of her extended arm and raised distaff 

echoing the movement of the fiddler's bow. Focus of the composition, 

almost dominating its space, the lass spins with roke and reel in a 
manner practised since earliest times, yet still of some moment in the 
domestic econony. 08r- In like manner, both past and present were united 
in the traditional songs of the country. 386 By thus drawing attention 
to the spinner, the kind of figure long typical of Scots peasantry, and 
one already ancient when the oldest of the Heroic Ballads was new, Allan 

suggests once more the sense of historical continuity to be found in 

these songs and in the association of the land and its people. 
Vhen Stothard prepared for one of Thomson's title-pages a "sweet 

Drawing of a graceful musical groupe" derived from Allan's "Front- 

ispiece", a group later engraved in outline by Lizars. his understanding 

of its purpose was only partial . 3137 He did, it is true, add the f igure of 
the auld guidwife beside her husband, both completing the family group 

with the only one of Allan's f our major types not included in his own 
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frontispiece and creating a picture more subtly balanced than the 

original. That is of pyramidal form. with the young lassie forming the 

apex. In the print, she is still the focus, the four others arranged 

around her almost in a half-circle, and there too the coherence of the 

family group is stressed, a little nexus diverted for the moment by the 

latest "traditional" composition to become popular, or perhaps by an old 
favourite which had recently appeared in one of Nathaniel Gow's com- 

pilations, if not by one of the airs admitted to Thomson's own splendid 
Select Collection. 3198 In contrast to this delicately contrived little 

scene, knit together by its' artful interplay of glance and posture, 
Allan's drawing conveys an impression of detachment quite untypical of 
his work. There is surprisingly little sense of interaction, even of 

communication, within this little group, as though the contemplative 
mood of Allan's pictures has become even more abstracted and intro- 

spective than formerly. For all that the four are united in attending to 

the music, each is at the same time remote from the others, the fiddler 
intent an his fingering, his brother keeping time to the air, their 

sister remembering the last kirn or looking forward to the next, the 

guidman smiling wanly at memories of his own youth. Allan's having left 

out the auld guidwife was no oversight; her absence is a poignant accent 
counterpointing the idyllic but imaginary permanence of the rural 
Community. Stathard, not possessed of Allan's knowledge of the Scots 

songs in their various and changeable moods, missed the note of sadness 
thus deliberately introduced. 

Yet something more has been lost in the ye4rs between these two 

pictures. Stothard simply drew an imaginary scene in an ordinary farm 
kitchen, from which the other's near-mystical quality is banished. as the 
iconographical function of the spinner is absent. The little oval is 

really much more than a "Frontispiece to Scottish Songs", just as the 

scares of matching pictures are more than so many illustrations of 
Ballads, Pastorals, and "Comic, Humourous, and Jovial songs". 389 Allan, 
twenty-five or thirty years earlier, saw his song illustrations in a 
much wider perspective. The whole scheme was part of his greater 
interest in recording the customs and people of his native land, at the 

same time as it set down for ever a personal view of the songs they 
F4=9 300 loved. While simple things like songs and spinning, the seasonal labour 

of the land and the spring and fall of the year, go on in much the same 

way "though Dynasties pass", a jarring )mote emerges from beyond the 

surface harmony of this "Prontispiece". 3911 The songs may have evoked a 
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strong sense of continuity with the past,, a knowledge or belief that the 

oral tradition was unbroken since a "Time out of Xind". There was less 

confidence for its survival in the future. Because Allan did not 

undertake these illustrations in isolation from his other ventures, this 

picture gains resonance, and the scheme of which it forms part attains a 
deeper significance, when these pictures "illustrative of ... Scottish 

Songs" are considered in relation to the other scenes of Scottish life 

which he composed during these years. 
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"In the humbler walk of Painting which consists in the just rpresenta lion of 
ordinary Life, (by which it is Mieved, the best moral effects, may be often 
produced, ) there can be no better models, than what Nature, in this countrI, 
daily presents to our view, Fithout descandipg to main and low objects, it is 
possible by a strict adherence to truth and nature to produce compositions 
which tXpugh not so strjkjqg as the sublimer efforts of the pencil, are yet 
capable both of pleasing and instructing, in a very h* h degrae, ' lat'vid 

Allan, 1788, 

Allan's designs for The Gentle Sbepberd, his scenes from the Jife of Mary, 

Queen of Scots, and his illustrations of Scottish songs and ballads are 

coherent groups of pictures with which he was occupied during particular 

periods. The "Pastoral Comedy" absorbed his attention from around 1786 

until his plates were published in 1788, the artist making a couple of 

drawings after his own plates in the following year. Similarly, although 

a few illustrations of songs and ballads were drawn while he was 

concentrating upon his edition of The Gentle Sbepberd, most of this kind 

of work belongs to the following decade. Between these two Vernacular 

series Allan conceived and executed his major Historical paintings from 

Scottish history. At the same time, however, and throughout all his later 

years in Scotland, he had steadily been amassing a collection of more 
than fifty pictures of "the Scotch manners". Like the illustrations of 
Scottish songs, these scenes were also seen by Allan as suitable material 

for prints. 
In addition to the great undertaking represented by_ his pl4tes for 

Tassie's Descrlptive Catalqrue, the number of prints known to have been 

executed by Allan himself is almost ninety. 2 Around seventy of these, 

including those illustrations to Scottish songs and to The Gentle 

Sbepbe. rd, date from his years in Scotland. Prints af ter more of his 

literary pictures, including those for Tbe Seasons, for Ritson's Scotlsb 

Song and for "Scotland's Skaith" by Hector MacNeill -a popular, rhymer 

who "mistook the purposes of poetry so far as to try to cure the social 
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disasters of the hour aggravated by excessive drinking, through verse 

-ions" - were also prepared by various professional engravers. 3 exhortat 
Figure 246 Those for MacNeill's didactic exhortation, for instance, were engraved by 

the young Robert Scott and by Paton Thomson. 4 The remaining thirty or 

jso prints made by Allan after 1780, that is, those which do not depict 

literary subjects, include commissioned pieces like a diploma for the 
Figure 72 

Honourable Company of Golfers and an aquatint of a Roman relief, this 

being prepared for the Earl of Buchan, but the majority is composed of 
topographical views and, most familiar of all though not, in fact, 

particularly numerous among his prints, scenes of Scottish life and 
character. 

0 An engaging feature of Allan's letters is their spontaneity - on more 

than one occasion he begged forgiveness for allowing his pen or his 

enthusiasm to run away with him - and the- sequence of his thoughts in 

one passage is easily followed. Writing to Sir William Hamilton towards 
the end of 1780, he told how 

'I did at Rome a set of Drawings in Bister representing the amusements of the 
Carnival at Rome in 8 Drawings, which Sandby bought from me for London and he 
has executed them charmingly in aquatinta prints at a guinea the sett, They take 
well-and he will make money of. them, If I have health and time I intend to do 
groups of the manners in Scotland, which would be new and entertaining and good 
for engraving, I have painted at Athole for myself a Highland Dance as a 
companion to the Neapolitan, but the Highland is the most picturesque and 
curious, I have made a drawing of the General Assembly of the Kirk of Scotland 
with many portraits, would make a good print, Whatever way encouragement may go 
am resolved not to be -idle, " 

It is not difficult to read between the lines here. While Allan was sure 

of employment at home "in the small portrait way" for some- time, the 

popularity of his Italian scenes on the London market suggested that he 

might profitably give some attention to studies of Scottish Genre, new, 
entertaining and picturesque as these would be. There was,. of course, the 

added attraction of their being "good for engraving", and thus offering a 
source of income alternative to that from portraiture. The travelling 

entailed in the practice of one kind of work ensured that he would never 
lack a variety of material for the other. 

Allan was no stranger to printing. He had received a thorough 

grounding in all aspects of the visual arts when at the Foulis Academy, 

and had-early made two engravings of the activities there'. 6 Except in a 
few cases, in later years he still carried out the mechanical part of the 

business himself. 7 Kost of his prints - engravings, etchings and 

aquatints - vary in size between that of the song illustrations, some 
three inches by five, and the nine inches by seven of the plates f or The 
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Gentle Sbepherd. Some are slightly smaller; a few - "Clackmannan Tower", 

the "Black Stool" - are larger. 8 From his copperplates, a design could be 

repeated virtually ad infinitum, with reworking when necessary. Allan 

was pleased that one particular plate could still "throw, off many more" 
impressions, if the four hundred already pulled were insufficient. 9 

The relative cheapness of prints, and the advantages of repetition, 

made the works of Allan, as of any artist, available in greater variety to 

a wider public. Apart from such technical publications as treatises on k, 

Geometry and Perspective, Principi del Disegnc, several collections of 
ornamental designs, and Anatomy Improved and Illustrated for- the use of 
Fainters and Sculptors, his own collection is representative of the types 

of prints which, singly or bound together, were then popular with 
gentlemen of Virt&. Among about a hundred individual prints, and almost 
half as many volumes, there were works by Sandby, le Prince, Gilpin and 
Bogle; prints after Gavin Hamilton, Reynolds and Greuze, Correggip, Guido 
Reni and Raphael; books such as Cardiner's Antiquities and Scenery of the 

4 Ncrtb of Scotland, Piranesi's Vedute di Rcma, Volpato's Logge di Rafaele 

nel Vaticanc, Gavin Hamilton's selection Schola Italica Ficturs, Gori's 
Nuseum Florentinum, and even. a Book of prints from the Herculaneum. 10 

Allan's own Historical Composition "The Origin of Painting" was among 
this distinguished company, -having been engraved no less than three 
times, by Cunego, Valpato, and Salvatore Tresca. 11 When he executed his 

own prints, however, it was with Hogarth's eye for the world around him, 

and probably with an eye to the taste of the town as well. He did in 
fact own a print of "Southwark Fair", and a copy of The Analysis of 
Beauty-12 Allan's audience was, within reason, the public at large, as he 
deliberately set out to record many characters and events from common 
life. He made prints of the employments' traditional in Edinburgh, as he 
had earlier drawn the customs and occupations of the French and Italians. 
Into one of his views of the High Street, as a sale catalogue noted, he 

P Figure 267 "introduced his Majesty's High Commissioner and retinue", and the General 
F Figure 268 Assembly, as he had foreseen, made a good print in 1783.13 When invasion 

by the revolutionary armies of "Haughty Gaulu was feared, the raising of 
Volunteers in Edinburgh - an "assiduous and well-fed corps", as Cockburn 

P 
called them - provided a more novel subject, as did a "Tax an Post 

14 Horses". Allusions to transient events, thought remarkable in their 

day, may be lost to future time, and even with its "explanation" the 

satirical "Shaving Machine" remains a puzzle. It may have been inspired 

by some nine days' wonder of the capital, an elaborate invention designed 

to perf or= a simple task, or it may always have been Just the amusing 
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piece of whimsy it is today. - The artist may simply have been enjoying 
himself and entertaining others by exploring the more ludicrous 

possibilities of mechanical progress. At all events, the print was 

popular. No less than one hundred and five copies were snapped up at a 

sale in February 1797.15 

That his "entertaining" prints sold well, bearing out his prediction of 
1780, must have proved gratifying to the artist. That there are not more 

of them may be the consequence of his appointment as Master of the 

Trustees' Academy in 1786. Being assured of a regular income rather than 

having to seek commissions for many portraits, or having speculatively to 

produce numerous prints, Allan could instead plan more ambitious ventures 
like his edition of The Gentle Sbepberd or his Historical paintings from 

the life of Mary Stuart. It is revealing that, of those prints of Scottish 

Genre which are dated, only five were made in the years after 1786, and 

only two of these after 1790.16 To a dozen dated prints made between 
1780 and 1786, on the other hand, half as many undated ones may 

probably be added, largely an the grounds of their subject- matter. " 

In addition to making prints for sale singly or in sets, or as book 

illustrations, Allan shrewdly observed another advantage they offered. 
When reproducing watercolour drawings, instead of tediously tracing ýevery 
design by hand, probably using a pantograph, he could etch the essential 
lines and details on a copperplate. 18 By thus issuing pictures of the 

High Street of Edinburgh, Clackmannan Tower, "The Highland Dance" or 

scenes from Tbe Gentle Sbepber-d itself in watercolours over a printed 

FUTE XZ1 outline Allan was putting into practice a scheme he had earlier projected 
for duplicating less ambitious studies of foreign costume. In 1782 he 

had written to Lord Hopetoun, 

"I fill up the time in Drawing a Colection of Italien 4 french dresses between 
Roma 4 Paris & Procita some drolery & groupes from the Scetches I did from 

P., Nature ... in all I have upwards of fifty, but in doeing a set of so many I 
find it so tiresom in traceing them over b over I have thoughts of doeing them 

e slightly on copper & wash them in water Colour', 19 
Allan not only saw Italian and Scottish dances as complementary if not 

equally "picturesque and curious", he continued to create new Italian 

scenes during his later Scottish career, each of which incorporates at 
least some figures seen in pictures from his Italian sojourn and thus 

bears out - his established pattern of repetition with slight variation. 
Sufficient sketchbooks remained in his possession, with the finished 

watercolours of the "Evening Amusements" at Rome and Naples, to ensure 

that at least the original drawings were studied from Nature. 20 One small 

Ap watercolour of a dance on the shore at Naples is signed and dated 1787, 

1I 
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Figure 2G9 

Figure 270 

and includes a greater number of participants, themselves displaying a 

greater variety of individual expression than is seen in his earlier 

pictures of the theme. Another, larger watercolour of an Italian 

celebration is dated as late as 1793, and claims to be the result of a 

collaboration between Allan and Sandby, as did a drawing of the "Highland 

Dance" sold by auction in 1797 . 21 Prints of the Highland Dance and the 

Neapolitan appeared as a framed pair at the same sale, that of the latter 

probably being Sandby's aquatint, on the scale of the scenes of the Roman 

Carnival, after Allan's waiercolour of 1787.22 

Of course, Allan never forgot a telling pose, and adaptations of the 

same figures and groups people his crowd scenes from the Campagna to the 

Cairngorms. The easy grace of a young mother supporting the weight of a 

babe in arms was not unique to one country, and though the figure makes 

its first appearance in a sketchbook kept in Italy and used 

intermittently from 1770 until around 1776, she is to be seen 
, 
in several 

views of Edinburgh made twenty years afterwards, and, inevitably, in the 

23 Neapolitan dance scene of 1787. Similarly, a pair of jovial raEazzi in 

this picture would not look out of place among the incidents on the edges 

of Allan's pictures of Highlaad weddings. His. ability to capture instantly 

recognisable characters and emotions is never in doubt, and it is a 

communication achieved in Genre scenes as in song illustrations, by* the 

simplest and most direct of means. Anyone can find in these pictures the 

characteristic gestures and expressions everyone has seen, though few may 

truly have observed. 
When he wrote to Gavin Hamilton that there could be no better models 

for Genre scenes than those which "Nature, in this country, daily presents 

to our view", Allan was not merely reiterating a theoretical commonplace, 

he was to a great extent describing his own practice. His slightest 

sketches capture the stances unconsciously adopted by people when 

engaged in conversation, as well as the more studied poses of such 

gentlemen as the "Highland Officer'!. From sketches such as these he 

chose incidents and onlookers for scenes of Edinburgh streets, as he had 

earlier done in Italy. Occasionally, close or exact correspondences can 

be found between these tiny flurries of a lead pencil and the figures in 

finished pictures of Edinburgh, Alloa or Koffat. When a burly merchant 

stopped on the plane stanes of the capital to cal the crack with a 

diminutive acquaintance, Allan swiftly noted the little episode and in 

1793 introduced it to a picture of the High Street, close to the public 

"fountain". This may -even have been the spot on which the viEnette was 

observed, since the heart of the Old Town, where everyone had fifty 
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friends within five hundred yards, was certainly Allan's major source for 

these vivid sketches of peculiarities in dress and gait. His home from 

1788 was Dickson's Close, not far from the Tron Kirk and on the same 

side of the High Street. 24 
As his intention in painting Conversation Pieces had býen everlastingly 

to Join friends together an the canvas, so too in his urban views Allan 
PLATE XXrV immortalised the stairheid critic and the yill-caup commentator, the 

wealthy, dandering cit and the blue-goun bodies, the barefoot servant 
lasses, the cadies, and the soldiers of thb Town Guard with their 

ýigure 271 spatterdashes, cockades and powdered wigs. 2r, Both trades' fouk and 

country Johnnies watch the Lord High Commissioner's procession as it 

nears Saint Giles', the former represerted by a prosperous fellow with 
his thumbs hitched in his waistcoat pockets, the latter by a shepherd 

Figure XT with his collie at his side. At the other end of the High Street, just 
Figure 270 before the beginning of the Burgh. of Canongate, a fishwife with her 

creels of herring newly drawn from the Forth estuary is asked the price 

of her wares by a lady clad in silks and laces, while others take turns 

to fill stoups with water, listening the while to a proclamation read by 

the Town Officer accompanied by a couple of drummers. At the extreme 

right of this scene, a watercarrier, a familiar figure in Edinburgh with 

its towering lands but a "very singular" sight to 
, 
the Englishman John 

Stoddart, glances up at one of the more remarkable of the tradesmens' 

signs, which reads: 
"Leas Arms b Snufbox 
mace & sold by Gay W 

shoe maker, 5 26 

Both the watercarrier and the Town Officer are the subjects of 
, "Figure 

27f individual watercolour drawings, being members of that group within Figure 2.72 

Allan's Scottish Genr-e works in which he recorded "the Cries and PLA TE VIII 

Employments common in Edinburgh, drawn and coloured from Nature". 2" 
Mostly prepared between 1783 and 1788, these pictures typically depict a 
single figure before a lightly indicated background which generally has 

Figure 271 some especial relevance to the subject's occupation, in that a Fishwife, 

, 
Figure 276 or "Oyster Girl", is seen against a distant view of the Firth of Forth, a 

PLATE X fireman is shown hurrying towards some burning buildings and a veteran 
of the City Guard scaurs a hostile rabble. The setting nay include a 
familiar landmark, like the Cathedral of Saint Giles or the lead statue of 
Charles II which leans alarmingly in Parliament Close, each of which 
provides a backdrop to different scenes of the Town Officer. Two chairmen 

pause to share a pinch of 'snuff in true Highland fashion after leaving 
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Figure 284 
their passenger at her home, possibly situated in one of the squares of 

Figure 273 the New Town. " A licensed beggar, accompanied by four young children 

and leading a donkey, holds out his bonnet in lieu of an aumous dish, and 

receives a few coins from a fashionable lady at t, he Cowgate Port, with 

another view of St. Giles' in the distance. A version of this subject in, 

aquatint, entitled "Charity", was inscribed by Allan in 1783. 

The compositional pattern of one, or occasionally two figures before a 

Figures 278-83 
slight background was doubtless familiar to Allan from books of engraved 
Italian street-criers, or indeed from his friend Sandby's drawings of 

around 1760, and clearly underlies his studies of foreign costumes and 

Figuri? 77 Scottish occupations. Nonetheless, to suggest that in his drawings of 

el-11, 
Edinburgh Characters he was merely imitating these works, or earlier 

publications like Lauron's Cr s of tbe Citie of London, is to place too ye 

much emphasis on the prototypes he found in art, too little upon the in- 

spiration he derived from contemporary life. These pictures, around 
twenty of which were designed, at least three of these being "engraved in 

Aquatintall, with other copieg being made by hand, can even be regarded as 
portraits of real people, stylised though they undoubtedly are. 29 This 

much could legitimately be deduced from the statement that they were 
drawn from the life, but more definite evidence is to be found in A 

Series of DriEdnal Portraits- and Caricature Etcbings b7 tbe late Jobn 
Figures 284-86 Kay, several of which are based an Allan's drawings. Biographical notes 

published with Kay's prints, while they do not give any indication of his 

source for these particular pictures, identify inter allos one of Allan's 

chimney-sweeps as David Gilchrist, a "worthy enough fellow in his way". ** 

It was, however, as characters rather than as individuals that members 

of the series were 'drawn and used. Such figures as the dozen Trone-men 
in their distinctive broad bonnets, that "sable fraternity" to which 
Gilchrist belonged, or the- Newhaven fishwives with their creels and 
striped skirts, were as characteristic of Edinburgh as the tartan-clad 

garrison an Castle Rock, and a good deal more essential to the 

population. So, "with a fine sense of economy", Allan could happily 

distribute them through his various scenes, of the capital . 31 Thus the 

Figure 90 
procession of the Siller Club marches across the background of the 

PUTZ 71 portrait of Villiam Inglis, the Highland Officer strikes an attitude in 

Figure, 167 
the piciure of the Lord High Commissioner and his retinue, and a 

Figur&27o formidable cast of familiar characters adds to the bustle of the High 

Street in that vista taken from near the site of the letherbow Port and 
including a distant view of the Luckenbooths. Not only did this "ugly 

mass of mean buildings", thought by Pennant to "spoil as fine a street as 
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most in Europe", incorporate the Tolbooth and the merchants' shops f rom 

which its name was derived, its eastern end had been the site of Ramsay's 

circulating library and, at the time of Allan's drawing, was occupied by 

Creech's bookshop . 32 To describe the view as "taken" from the Netherbow 

is not inappropriate. The perspective of this and other urban scenes 

suggests the use of a camera abscura, and Allan owned no less than three, 

one of which was designed to be carried in the pocket . 33 

The determination to "study ... from Nature" is a recurrent theme in 

Allan's writings. This was understood primarily as working from a live 

model, but of course he visited the Pentland Hills when preparing his 

"set of the Gentle Shepherd", in order to, see the prospects Ramsay "had 

in his eye". He may even have taken his camera obscur-a. It is possible, 

and biographically interesting, to chart the extent of Allan's travels 

within Scotland from. the drawings, prints and paintings he made. Taking 

the other side of the coin, it can be said and amply demonstrated that he 

f ound material in many aspects of the life he saw around him. To widen 
the field of vision from the wholly personal, it can be readily 

appreciated that many of these works are of as much interest to a social 
historian as to an artist. 

Many of Allan's landscapes and topographical drawings are lost. 

According to Dr. Wright's "biographical sketch" of Allan's life, published 
in The Scots Magazine of December 1804, some of these may have been 

executed as early as 1760, when Allan was a student at the Foulis 

Academy. The date of his pen drawing of Rutherglen Fair is securely 
fixed at 1764, 'and lost views of Dumbarton Castle and Glasgow may also 

come from this period. 34 Of those topographical pictures listed in sale 
catalogues often not even the location can be established, since "Views 
from Nature" - "various", "large", "highly finished" or "with figures and 

cattle" - could be of ýnywhere in Britain, or, for that matter, Italy. 

Allan's extant Scottish landscapes, or those identified as such in 

contemporary catalogues or other written descriptions, belong. largely to 

the environs of Alloa and Edinburgh or to the reaches of the Firth of 
Forth, including a couple of watercolcurs; of North and South Queensferry 

and a drawing of the Bass Rock. 3r*. There are views of 'Craigmillar Castle 

Figure 2M and Dunfermline Abbey, of Niddry, the Canongate Tolbooth and Edinburgh 

Figure 287 Castle, this last picture, taken from Greyfriars' Kirkyard, being later 

developed as one of those outline etchings intended for embellishment 

with watercolours. 31- When staying with Lord Hope, Allan made a drawing , of 

Blackness Castle, engraving it in 1782, and a number of views of Hopetoun 

House itself, these last enabling Lady Hope to describe him as excelling 



288, 'Moffat Mineral Well 17961, Watercolours 
oyer pencil 9h x 164, Sold in Edinburgh, 
1797: J20 Dunimarle Album, on loan to the 
National 6alleries of Scotland, Prints 
and Drawings, 

" '/ K1 

J - 

t' -' flk j,. "1 
. 

" 
- 

1 

Dtaii : iur 



329 

Figure M 

in landscape. 3" On visits to his half-brother James in Alloa, he found 

time to paint views of the port f rom north and south, to paint another of 

Stirling and the -river Forth, and to make drawings of Alloa Tower, 

Culross Abbey, Tulliallen Castle at Kincardine and Castle Campbell at 

Dollar . 38 A small, business-like print of "Allan's, Dry Dock at Alloa", 

complete with the dimensions of the dock and details of the tides, was 

published in 1791. Pitfirrane House may have been his base for an 

excursion to Rosyth Castle, either in 1784, when he painted the Halkett 

family before their home, or five years later when he found there the 

miniature of James V which Sir John Halkett sent to him at Edinburgh. 

Upon the latter occasion, it would be remarkable if Allan, his mind "upon 

History", had not taken the opportunity to sketch the island fortress of 
Lochleven and the surrounding hills. 39 

Latterly, his health could hardly have permitted much travekling, but in 

1792 Allan revisited Glasgow, and in 1795 went south from Edinburgh in 

order to "taste the healthy air of Moffat", and presumably to drink from 

the mineral well there. 40 During his'stay he made at least three drawings 

of the well and village, and probably a fourth of Moffat Church, this 

drawing being last recorded in 1797.41 To judge from the little group of 

goýts in one of these views, the pair of drawings entitled "Goat milk" 

and "Country exercise" could -date from this visit rather than from the 

Journey north in 1780, although invalids who followed Cheyne's advice an 

natural cures generally did so in the Highland borders. 42 

According to the titles of two more lost drawings, Moffat was not the 

furthest south Allan went in those years. One, of "Warwick Castle", may 
date from 1785, when he painted Sir James Hunterý Blair and his family at 
his estate in Wigtownshire, as may also a picture of a "Farmer's Family, 

Anandale". 43 Although he clearly did have an interest in the Eenre, 

possessing, in addition to at least forty landscapes of his own and a 
dozen, both prints and drawings, by Sandby, views by Hackert, Barret, 

William Marlow and "J. Smyth of London", Allan in his own pictures of 

this kind - from those Italian vistas, often lightly tinted coastal 

scenes, in the backgrounds ' of his costume studies to the bleaker 

Southern Uplands around the Mineral Well at Moffat - generally regarded a 

landscape as a setting'for human activity or as a sight which evoked 

historical or national associations, in a spirit typical of the age. 44 He 

brought. home with him from Italy a painting of the tomb of Virgil at 

Xdples, a collection of drawings of "Adrian's Villa", and one more of the 

Villa of Mxcenas, that patron of both Virgil and Horace of whom he had 

written wistfully to the Earl of Buchan in 1780.41 
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Allan's concern was primarily with people, with the farmer's family in 

Annandale or the throng of folk in the Royal Mile. His drawings of 

familiar Edinburgh views are complemented by those portraying kenspeckle 

characters and those recording events of the social and civic calendar. 

"Rutherglen Fair" preceded and "Leith Races" followed his years in Italy, 

when a similar interest is 'evident in his "original Drawings of the 

sacrament of the Church of Rome" or his etching of the Calabrian 

Figure .9 shephbrds piping to a devotional image at Christmas, to say nothing of 
Figure 18 his sequence depicting the Roman Carnival. 46 Soon after his return Allan 

k 
had written of his already having made a drawing, "with many portraits", 

of the General Assembly of the Kirk of Scotland, and he was later to 

record scenes such as that of tie Lord High Commissioner's processiori or, 

a sight of less grandeur, the parading of the Siller Club by the Town 

Officer and his attendant drummers. 47 

The most significant event recorded by Allan was the foundation in 

1789 of the New College of Edinburgh University. Twenty -years earlier 
Pennant had thought the college "a mean building", an opinion shared by 

Boswell when he and Dr. Johnson visited Edinburgh a few years afterwards, 

on which occasion an apologetic Latin tag was offered by the Principal, 

William Robertson. 48 In October 1789 Robert Adam's plans for a new 

building were approved, and -subscription papers were mýde available in 

Edinburgh and London. The foundation stone was laid on the sixteenth of 

the following month, the ceremony being attended by the 
, 

Lord Provost, 

Magistrates and Town Council, the Principal, Professors and Students, the 

Grand Master Mason, representatives of different Lodges, Adam himself, 

and "a prodigious concourse of spectators". 49 Somewhere among this crowd 

David Allan was busily sketching, although he must surely have referred 

to the account of the order of the procession and the identities of those 

present which was printed soon afterwards in The Scots Xagazine. 

At the left side of Allan's ptching, published only ten days after the 
2" 

ceremony and provided with a numbered key, stand the Professors and 

Students with the University's Mace carried before them, in the centre are 

seen the civic officials with the city regalia, and behind them a long 

procession of Freemasons makes its way along the South Bridge between 

the ranks of the City Guard and those of the 351-h Foot, who hold back a 

crowd estimated at some thirty thousand. rO Between the academic body 

and the Town Council, and watched by Robert Adam in his own Masonic 

apron, Francis Lord Napier, the Grand Master Mason of Scotland, pours a 

vessel of wine or oil, upon the foundation stone, above which an elevation 

of the New College building is prophetically displayed. It is clear that 
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this was meticulously, copied for the print from an architectural drawing, 

possibly the very one which was carried aloft in the procession by two 

operative Nasons. 61 

Allan included his own touch of homage to the architect, and emphasised 

it in writing. The fifth item an his key to the --etching reads 
15th South Bridge terminated, by a distant view of the Register Office. ' 

, 
By including this public building, no less than by optimistically showing 

the drawn elevation illuminated by the early afternoon sun, Allan, gave to 

his print a significance beyond the accurate recording of one particular 

scene. The building of the New College was a single aspect of the planned 

urban development which had begun in Edinburgh some thirty years pre- 

viously, when Brown Square and George Square, built near the Meadows to 

the south of the city, preceded the more ambitious expansion of the New 

Town to the north. Nor was such "improvement" to be concentrated in 

Edinburgh itself As early as 1752, in the, Pr-oposals far cari-ying cn 

ce. rtain Public Vdrks in the City of EdInburgb, it had been stated: 

'Among the several causes to which the prosperity of a nation may be ascribed, 
the situation, conveniency, and beauty of its capital, are surely not the 
least considerable, A capital where these circumstances happen fortunately to 
concur, should naturally become the centre of trade and commerce, of learning 
and the arts, of politeness and refinement of every kind, No sooner will the 
advantages which these necessarily produce, be felt and experienced in the 
chief city, than they will diffuse themselves through the nation, and 
universally promote the same spirit of industry and improvement, 1 152 

At the tine of Allan's - ptching the principal route from the high lands 

and narrow wynds of the Old Town to the rigorously laid out residential 

areas across the valley was that provided by Adam's Bridges. Glasgow's 

almost proverbial elegance, the "pride of Scotland" upon which Defoe, 

Pennant and Johnson had all commented and of which Adam Smith had 

apparently boasted, was to be surpassed even before the city was changed 

u tterly by industrial isat ion. 63 As "Auld Reekie's laureate", Robert 

Fergusson, exulted, 
"Nae mair'shall Glasgow Striplings threap 
Their City's Beauty, and its Shape, 
While our New City spreads around 
Her bonny Vings on Fairy qrcund, ' 

Occupying a prominent position in Allan's -etching is the band of 

instrumentalists which played during the procession and, seemingly, at 

appropriate moments through-cut the ceremony. Beside them, Schetky's 

singers lean nonchalantly against a building almost roofless and 

partially pulled down, for demolition was an essential part of this new 

urban development even in the case of the New College, the site of which 

was vacant "with the exception of a few paltry and easily removable 

houses an the west and north". ss The bounds of the Old Town were in 
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1789 still essentially those of the nedimval city, but its population was 

by then many tines greater. r-6 

It is probably not by chance that the tiny highlight of her white apron 

against the dark mass of the crowd draws attention to one of Allan's 

familiar figures, the young mother 'carrying a baby. ' The replacement of 

old, "very mean" college buildings with a modern edifice was certainly a 

fit occasion for civic pride, but -the true state of a city, as of a 

country, is shown in the general condition of its people. The mercantilist 

view expressed by, among others, Daniel Defoe, that " the glory, the 

strength. the riches, the trade, and all that is valuable in a nation as 

to its f igure in the world, depends upon the number of its people, be 

they never so mean - and poor", had been nodif ied by the last quarter of 
the century, 57 Dr. Johnson digressed, when writing his A Journey to the 

Westerm Islands of Scotland In 1773, to remark that 

"the true state of every nation is the state of common life, ' they whose 
aggregate constitutes the people, are found in the streets, and the villages, 
in the shops and farms; and from them collectively consider ed, must the 
measure of general prosperity be taken, As they approach to delicacy a nation 
is refined; as their conveniences are multiplied, a nation, at least a 
commercial nation, must be denominated wealthy, " 

Allan's apparent optimism, in this print of 1789, was misplaced. 
Ironically, between the -rational organisation of the New Town to the 

north and the respectability of the suburbs to the south, the Old Town of 
Edinburgh was allowed to become progressively . more. squalid throughout 

the following century. 159 - 
Vhatever its subtleties, this print is primarily a documentary record 

of the ceremony. Any references to the benefits which urban renewal and 

education might bring to future generations is necessarily implicit, 

though to a contemporary audience in a country where, it has been said, 
the sons of lairds and of Lords of Session would attend the same parish 

schools as those of ploughnen, such moral import may well have been 

obvious-r"' By contrast, in the several versions of "Presbyterian Penance" 

the moral nature of the subject is explicit. This scene, dating from 

1784, cones closest of all these Scottish works to the modern moral 

subjects of Hogarth. In it, Allan turned from the portrayal of innocent 

peasants enjoying an ideal existence to make a direct criticism of human 

behaviour in a real one. 
David Allan, it 'cannot be doubted, accepted the aesthetic, academic or 

philosophical belief that by an "address to the mind", either a pictorial 

one or a poetic, the thoughts could be elevated, the "understanding 

improved, and the heart saftened". 61. To the Scots clergy of the day -a 



333 

body to whose doctrine Allan of necessity alluded in this picture, as he 

had not in his print of the General Assembly - such nations may well 

have appeared frivolous and beside the point, if no'. heretical. Man's 

nature, it had been decided, was not originally innocent but sinful, and 

each individual, according to the doctrine of predestination, was assigned 

either to the ranks of the Elect or to those of "the Reprobate race". 

"Works done by unregenerate men" were of no significance, nor could they 

alter this eternal decree for the Chosen, who could "never fall from the 

state of Justification", or for the rest of Nankind, generally understood 
to be the greatmajority, for whom perdition was foreardained. r-2 Far less, 

presumably, could works made by artists, whatever their intention, make 

any difference to effectual calling or individual damnation. 

It was a harsh doctrine, and Kirk discipline was correspondingly 

rigorous. Despite the anti-Catholic zeal of the Reformers, the Kirk had 

retained for the punishment of transgressors the stool of repentance, 
known by a number of names and apparently taking a variety of forms. 

Clerk of Penicuik had seen it as "Rome's legacy' to the Kirk of Scotland", 

while to others it was the Cutty Stool, the "Black Stool", the creepie 

chair or, most colourfully of all, "the vera tassel a' the breeks a' 
Popery". 63 This "stool of terror was fashioned like an arm-chair, and 

was raised an a pedestal, nearly two feet higher than the other seats, 
directly fronting the pUlpit". 64 Penitents, clad in a black sackcloth 

gown, appeared before the congregation for three successive Sundays, to 

be identified and publicly rebuked by the minister. " 

Allan dispensed with the sackcloth gown in his various copies of the 

scene, in each of which the main participants are disposed in a manner 

similar to that described in one contemporary song: 
'But ye maun mount the cutty stool, 
And I maun mount the pillar, 
And that's the way that poor folks do, 
Because they hae nae siller, " 66 

That the cutty stool occupied a prominent place in Scottish life and 

society throughout the eighteenth century nay be inferred from sources 

other than several references in the works of the Vernacular Poets and 

the balladry of "poor folks". The author of Letters from A Gentleman in 

the Nortb of Scotland commented at length on the severity of Kirk 

discipline, the abolition of the stool was debated by both the Select 

Society and the Belles Lettres Society, and it appears that "so seldom 

was Ifautor's loft' or defaulter's pillory vacant, that some Kirk-Session 

records specially chronicle: 'No case of discipline to day. "' 16'7 
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Burt and the elder Ramsay in the early decades of the century hinted at 

the prurient concentration by the "Poacher- Court" upon one point of the 

law in particular, " Later, in Dougal Graham's comic chapbook relating 

the "whole proceedings" of the courtship of Jocky and Kaggie, Jocky is 

brought to book by the Haly band and the Justice of the Peace, who speaks 

forthrightly: 
"Ay, but I tell you, them that gets a bystart gets the black-stool 
to the bargain, " 

, parish f rom In Edinburgh, fines collected by the Kirk Treasurer of one 

parents of such illegitimate children had increased more than threefold 

in the decade up till 1784, when Allan made and published his first 

picture an the theme. 70 

As in the case of "The Highland Dance", later versions of "Presbyterian 

Church Penance" have a structure almost identical to that of the first, 

although individual figures and details do vary. The aquatint of 1784', 
Figure 290 entitled "Black Stool" and later sold as "Presbyterian Penance", is the 
Figure 291 

most "complete", later versions having fewer characters and a simplified 
'PUTE )rX111 

setting. '71 Contrary to his ideas and practice in other cases, Allan does 

not seem to have pulled a number of prints of the design before 

aqvatinting his etched platb, in anticipation of a demand for pictures 

embellished by hand. Prints in outline of Clackmannan Tower, the High 

Street of Edinburgh and the scenes of The Gentle Sbepberd were sold in 

quantity, but all other surviving versions of "Presbyterian Penance" are 

watercolour drawings, nor was any outline etching recorded in Allan's 

studio. 72 Only one such print is known to exist, and was used by the 

artist to evaluate the spatial relationships between the main foreground 

groups and structures, and between them and the dimensions of the entire 
image. He had, in all probability, already established the main blocks of 
light and shade in a watercolour sketch, one rather more thickly worked 
than is typical of his exercises in this medium. 73 Having pulled this 

one proof, Allan then appears to have shortened by about a quarter of an 
inch the image which was to be eventually published, burnishing out and 
then slightly repositioning some of the major figures, altering a few of 
the minor ones, and generally simplifying details of dress. In short, an 

observation confirmed by comparison of the orthogonals provided by the 

flagstones, he literally tightened the composition. "* 

Across the foreground, half 'a dozen figures are arranged as in a frieze, 

almost *in a single plane. The seated group of inf ant, lass and her mother 

has on one side the standing f igures of the two off icers and on the other 

the exasperated beadl6. These soldiers are themselves flanked by seated 
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fiZures, those around the cutty stool itself and those asleep an the front 

pews. The drowsy Suidman on one wing of Allan's stage is thus balanced 

by the feckfu beadle and a pack of dogs an the other, just as a contrast 

is made between the sobbing girl and the chuckling soldiers. The Highland 

officer points to the fautor's laft where the bairn's father ruefully 

passes muster before the congregation, tholing the "waefu' scald" of the 

minister, seen in theatrical silhouette directly opposite. To judge from 

the hourglass, which has apparently run out, and from Ness John's grasp 

-of his handkerchief, the sermon has been as long as it is energetic. With 

piercing eye and rhetorical gesture, he rebukes the couple and exhorts 

them to 

"reflect seriously in contrition of heart on all the instances of your sin and 
guilt, in their numbers, high aggravation, and unhappy consequences, and say, 
having done foolishly, we'll do so no more, 

Beware of returning to your sin as some of you have done, like the dog to 
his vomit, or like the sow that is washed to her wallowing in the mire, " 11 

Whatever effect his oratory has an its present objects, those among the 

remainder of the congregation who are not asleep seem diverted either by 

Clinkumbell's efforts to expel the unruly dogs or by the plight of the 

young lad at the pillory. This mirth among the members of a parish, for 

thd most part familiar with the penitents, was of ten as f earsome a 

prospect to a couple as the official reproof. Dougal Graham's bold Jocky 

Figure 292 would think nothing of standing a time or twa on the sto6l to please the 

minister, 
'if there-were nae body in the kirk on a uke day, but you an' the elders 

to flyte a wee on me; but it's war' on a Sunday, to hae a'body looking and 
laughing at me ... 

0 76 

In fact, not everybody is laughing at the, curs or the couple. Almost 

directly below the minister's outstretched hand, Allan highlighted the 

figure of an exemplary Christian, apparently seeking grace for those 

facing Kirk censure. Originally, in the outline etching, she was shown 

openly praying, but in the finished aquatint her hands are concealed 

within her plaid, though her eyes are still devoutly cast upwards. There 

is something in the earnestness of her gaze, an almost extravagant parody 

of the pleading look of a saint or martyr, which arouses suspicion. This 

figure is omitted from Allan's later versions of the scene, as are three 

coarse youths gecking at the lad in the fautor's laft. There remains, 

however; another young woman nearby, depicted in profile perdu and partly 

in shadow, head lightly supported an her hand and eyes down cast on a 

text, who is in every version clearly deep in thought. As with the change 

from an irate mother ýhaking her fist towards her new son-in-law to one 

i, e, Ivaurl. 
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regarding him with truculent resentment, the development is towards a 

more subtle, if no less peaceful effect. " Yet, arguably, without the 

overtly praying woman of the print - or the knowledge that she was part 

of the artist's original conception - the probable reason for all this 

devout contemplation could easily be overlooked, despite the hint conveyed 

by the similar attitudes of the pensive lass and the tearful. It is 

uncharitable, but probably more realistic to suggest that these young 
ladies are less concerned for others' predicaments than for their own. 

Like the "Holy Villie" of Burns's most famous satire upon hypocrisy and 

the Kirk, each prays or hopes that the consequence of any fauts will not 
be similarly revealed to public view, a "living plague" to her dishonour. 

That the hands of one lass are hidden within her plaid may be Allan's 

ironic commentary upon the true motivation of her prayer. 
Not only in the subject, but in his treatment of it, a more earthy 

aspect of Allan's art becomes prominent. The print of 1784 was not the 

f irst appearance of bawdry in his oeuvre, nor was it to be the last . 7e 

Some drawings of the Roman Carnival are replete with satirical barbs 

from a truly HoSarthian armoury. "Cognoscentill in the Piazza di Spagna, 

for example, have eyes only for a pornographic picture, and turn their 

backs both an Renaissance painting -a copy of Raphael's "Kadonna della 

Sedia" - and on antiquities newly discovered by the shovel-bearing 
dealers. It is an aspect of Allan's work which has been studiously and 

consistently avoided by commentators, or veiled under the convenient 

guise of his "gentle hunour". It is possible to acknowledge that, in 

"Presbyterian Penance", "the incident, like all of Allan, is essentially 

serious, for the minister is dealing in public with a man and his good 

name", but safer to stress the "amusing and illuminating details of the 

religious life of the eighteenth century in Scotland" which are depicted 

in the print than to follow the implications of that. seriousness any 
further, 79 Allan, it must, apparently, be remembered, "never tries to 

teach morality by his pencil", especially if an artist's having such a 
didactic aim is defined as his having "the conviction ', that pictorial 
imagery should serve the purpose of preaching sermons", nor can he even 

r 
be allowed any "satirical intention", things simply being "recorded for 

their own sake" eO It accords best with the innocuous identity in which 

this "timid, sensitive" artist has been confined to admit only that he 

"introduces amusing little asides, such as the beadle and the quarrelling 
dogs, as if he. sought 

- 
to relieve the severity of the scene". 112 Ironically# 

it can still be said that the picture "has to be seen to be fully 

appreciated". 617- It has also to be studied to be fully understood. 
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In the right foreground of the aquatint occurs one of those "lititle 

asides" ingenuously described as "amusing". In this case, the beadle, 

armed with a besom, is ridding the Kirk of an unwelcome company of dogs. 

not all of which -are "quarrelling". His disapproval was shared by at 
least one owner of a print, who clumsily erased one of the offending 
couple. " Rather than simply being amusing, the incident is at least a 
satiric comparison of supposedly rational human beings with brute 

animals, in the manner of the sermon delivered by at least one 
minister. 114 One further ironic point, which would not have been lost on 
Allan's contemporaries, is given to the beadle's redding action, in that 
his duties included, as well as this necessary subduing of the dogs, the 

sniffing out of "sculduddry" such as that for which the human couple are 
being rebuked. 96 

This vigmette is balanced, in some versions of the scene, by a quieter 

anecdotal episode at the opposite side of the interior. In these, and 

, Figurv 293 also in the companion piece "Presbyterian Church Catechising", a child in 

a raised pew'tickles the heid of a sleeping churchgoer below, or attempts 
to knock off his bonnet with a stick. 86 It is easy to dismiss the scene 

as merely humorous, amusing-thouSh it may be. The child disturbing the 

sleeping member below is, in both situations, heedless of the importance 

of the adult business taking place before him. Equally inattentive, 

indeed literally unconscious, is the somnolent character himself. Both 

his text and his eyeglasses have fallen unheeded from his hands. Nor is 

he, from even a brief glance at "Presbyterian Penance", the only one among 
the congregation to find the proceedings tedious, doubtless because they 

have heard and seen it all before. The main laft in one picture'. holds a 

number of people nodding, or slumped over the wooden barrier, almost 
equal to that of those still awake. 

No adult takes any notice of the childish impudence thus shown. The 

only reaction elicited is the grin of the youngster's companion, as 
diverted by the little incident as most of those still awake are by the 

relation of one more scandal to enliven town or village life. -It appears 
that the behaviour of the child, as well as offering, within the context 
of each picture, a criticism of the irreligion shown by -6 the adults 
present, contains the promise of one more sinful generation, a source of 
dour saiisfaction to some. No doubt his companions will still be grin- 
ning as he takes his turn on the'black stool in years to come. 

From the childrens' point of view, the weekly ritual of going to Kirk 

may be unwelcome. Understandably, the more refined if less frequently 
repeated mental torture of memorising the Catechism would be unbearable 
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on such a bright summer's day as Allan indicates by the strong shadows 

cast in the grander of the two interiors, which has been identified as 

the Abbey of Dunfermline. 87 Some beguile the time by tickling their 

dozing elders. Some resign themselves unwillingly to study, but a shinty 

ball and caman suggest where their interests really lie. Others are led 

firmly back despite their tears, while yet more have, for the moment, 

eluded the hard-pressed beadle. He can only shake the massive key of the 

church door, in this picture a symbol of repression at the same time as 

it is a badge of office, as they flee like little monkeys out of his 

reach. Only the well-conducted little brother and sister, directly under 

the pulpit and unable to escape, read their Catechism with any show of 

contentment. Even if their piety is genuine, it is an ideal state which 

will not last long, to judge from the miserable faces which the adults 

have put on with their Sunday clothes. Edward Top ham, when he visited 

Edinburgh in 
. 
1774, observed that Scottish churchgoers looked "so 

sorrowful at the time as if they were going, not only to bury their sins, 

but themselves". 819 Fergusson, in "Auld Reikie", questioned the logic of 

this, wondering 

Why should Religion makeus sad, 
If good frae Virtue's to be had? ' 

It is to adopt too simple and restricted a view to suggest that David 

Allan, any more than Robert Fergusson, was content merely to joke about 
this disparity between Man's professed beliefs and actual human 

behaviour, traditional though the Jibe may be. The observation of the 

"manners", or, as Hume termed this study, the Science of Man, formed the 

mainspring of secular debate in the intellectual clubs and societies in 

the Edinburgh of which the one was' the poet par, excellence, the other the 

painter. In his Principles of Moral and Political Science, published in 
1792 and forming a retrospect of the lectures he had delivered in 

Edinburgh University over a quarter of a century, Adam Ferguson stated 
'as the study of human nature may refer to the actual state, or to the 
improveable capacity, of man, it is evident, that, the subjects being 
connected, we cannot proceed in the second, but upon the foundations which are 
laid in the first, Our knowledge of what any nature ought to be, must be 
derived 

, 
from our knowledge of its faculties and powers; and the attainment to 

be aimed at must be of the kind which these faculties and powers are fitted to 
produce, ' 

He considered this capacity for improvement, the attainment of future 

good "in the proper use of [human] faculties", to be "the sum of that 

distinction, which subsists between man and the other animals". 90 Man, 

unlike the brute animals, could make moral judgements, and choices based 
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upon them. Whether the "moral sense", which ; Ras understood to give rise 

to feelings of approval or disapproval, were innate, as Francis Hutcheson 

argued, or whether these feelings, and "artificial" principles such as 

Justice, developed instead from a sympathetic response which wýs 

"natural", as Hume implied, there can be no denying that these distinctive 

human endowments were perceived as being of fundamental importance to 

society as a whole. A social context - people being "taken in groups", as 

"united in society, and dependent on each other" - was literally no less 

indispensable than a human one. 91 Both Hutcheson's theory of moral sense 

and Hume's description of the association of ideas were, ultimately. 

concerned with peoples' personal. experiences, their perceptions, and their 

conduct in relation to their society. Examples of similar views and 

attitudes could be cited in abundance, and from sources other than the 

Scottish philosophers. Adam Smith, who founded Tbe Vealth of Nations 

upon that very social concept of the division of labour, argued in a 

characteristically staccato manner that 

'our continual observations upon the conduct of others, insensibly lead ustV 
form to ourselves certain general rules concerning what is fit and proper 
either to be done or to be avoided, Some of their actions shock all our 
natural sentiments, We hear everybody about us express the same detestation 
against them, This 

, 
still further confirms, and even exasperates our natural 

sense of their deformity, It satisfies us that we view them in the proper 
light, when we see other people view them in the same light, We resolve never 
to be guilty of the like 

... 
Other-actions, on the contrary, call forth our 

approbation, and we hear everybody around us express the same favourable 

opinion concerning them 
... 

It is thus that the general rules of morality are 
formed, They are ultimately founded upon experience of what, in particular 
instances, our moral faculties, our natural sense of merit and propriety, 
approve, or disapprove of, " 92 

Reynolds, lecturing primarily to artists but with every member of society 

in mind, reminded his audience and his readers that 

'he deserves just so much encouragement ýn the state as he makes himselfa. 
member of it virtuously useful, and contributes in his sphere to the general 
purpose and perfection of society. ' 93 

In concentrating solely upon the behaviour of the individual in relation 

to his society, as the question was understood in Allan's day, it soon 

becomes apparent that such theories have a bearing not only upon his 

pictures treating of the Scottish Kirk, but, to some extent, upon wider 

concerns which informed other areas of his' art. The resolution of the 

tension between a selfish, sensual human nature and that continence 

essential to social happiness, such as had been considered in Smith's 

Thecr-y of Nor-al Sentiments, was seen as being of primary importance in 

the progress of society from primitiye to refined, -barbaric to, cultured. 

Only with a coherent and shared social code could the individual live at 
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peace with his fellows and be himself of practical benefit to the common- 

wealth in actively contributing to the general good. A savage, however 

noble, is still a savage; a child, however f ree he may be barn, must 

learn - effectively, be instructed in -a proper moral code if he is to 

be assimilated to his place in the world. Hand in hand with the reading 

and personal enquiry undertaken in. every Scottish household went the 

determination of the Kirk to uphold orthodoxy of faith. That is, the 

danger that some, like Hume, might actually reach conclusions of their 

own, or at least have doubts about those provided by others, could be 

avoided by the enforcement of conformity. The duty of learning their 

Catechism may be irksome to the children in Allan's drawing, but it was a 

duty no less essential to social stability than to personal salvation. Even 

Hume, admittedly with reference to civil government, agreed that it was a 

sense of common interest which was the "original motive to obedience". 94 

The r6le played by religion in education and upbringing was, needless 

to say, viewed differently by ministers of the Kirk, whether Auld Licht or 

New, and by the more sceptical of the Literati. Fundamentally, the question 

was whether there actually were any absolute standards by which "the 

manners or behaviour of men" could be judged; Adam Ferguson nicely 

countered empirical explanations for the general approbation of virtuous 

conduct, and showed how "the intelligent and associated being" ought truly 

to understand "the essential distinction of moral right and wrougu. 9r, If 

there were not such an absolute standard, then Virtue, "the morality of 

external actions, and the propriety of nannersu were indeed no more than, 

so much acquiescence in the fashions of the time, religion but an opiate 

for those of all classes anxiously seeking a purpose for their 

5 existence. 9r Blair's Ser=cns, emphasising the importance of private 
devotions, had commenced publication -in 1777. No doubt that savage 
doctrine of predestination was satisfying for those rigidly convinced of 

their being each "a chosen sample", but it must have entailed agonies of 
despair for those uncertain of their own election. 

When attention is turned an such a philosophical and cultural back- 

ground. and an the additional detail provided by literary and historical 

observations, there may readily be identified in Allan's pictures of Kirk 

business a similar questioning of human behaviour, in visual terms. Each 

scene allows the viewer to imagine the true motives for attendance in the 

congregations depicted. Since few, in "Presbyterian Penance", appear to be 

taking the proceedings seriously, then the people have placed what Topham 

called "a superstitious reliance on the efficacy of going continually to 

church", without regard to anything but their own physical presence, even 
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if their being smitten wholesale with weariness is an allowable exercise 

of artistic licence. 97 Even the employment by Scottish ministers of the 

"sough" - the "whine", as Captain Burt succinctly defined it ý- in their 

preaching suggests, regrettably, that many among them were more 

concerned with the method and art of their performance than with its 

content. If churchgoing becomes merely habitual, it iý at beat 

unthinking, at worst hypocritical. Appearances may weekly, or more 

frequently, be satisfied, 

'Sut there's an unco Dearth ol Grace, 
That has nae Mansion but the Face, 
And never can obtain a Part 
In benmost Corner -of the heart, 11 911 

A dozen years after Fergusson wrote, Burns was to extend this criticism 
from the individual to the social, in his attacks on empty show in 

churches where 

, V. 
.. men display to congregations wide, 

Devotion's ev'ry grace, except the heart"'19 

In "Presbyterian Penance", there is not even this token show of 
reverence. Many of the congregation, apparently in the best Scottish 
tradition, are openly amused by the proceedings, taking advantage of the 

minister's being carried away by his own rhetoric. The of f icers in the 
foreground, conversing as freely as though they were strolling along 
Leith Walk or in the Meadows, are personally disinterested and thus 

obiivious not only of any religious or moral import, but also of the 
huddled group an which they turn their backs. For the couple, 
disciplining does not end with their compearing before the congregation. 
If the full rigour of Kirk ordinance is applied, not only will six pounds 
Scots be lodged with the Session, the lass may be sent to the house of 
correction at the foot of Leith Wynd, not five minutes' walk from Allan's 
home in Writers' Court. 1c1O 

That this aspect of Kirk discipline was severe cannot be denied. That 
it was dreaded cannot be doubted. Many delinquents fled from the wrath 

-of the Kirk, for all that a marriage de prxsentii was valid in Scots 

civil law, and instances of suicide among young girls and infanticide of 
"wee, unchristened bairns" were distressingly frequent. 1101 Arnot and 
Maitland both recorded that 

'four women, condemned to death for child murder on one day, declared that the 
102 dread of the pillory was the cause of their crime', 

Despite the wi'llingness of many Xodeýate clergymen and some of the less 

unbending Kirk Sessions, towards the end qf the century, to exact a fine 
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combined with the administration of a private rebuke in lieu of a public 

appearance, Kirk discipline was in some places enduring in its 

harshness. 1 03 Keats, in 1818, remarked an the "horrible dominion" of 

Calvinism in Ayrshire, concluding that "these Kirk men have done Scotland 

harm": 

'A Scotch girl stands in terrible awe of the Elders - poor little Susannahs, 
they will scarcely-laugh, and their Kirk is greatly to be damned ... *", 

The darkest aspects of the 'relationship between the Kirk and the 

common folk cannot have been unknown to Allan. Printed histories apart, 
the cutty stool figured in as many works of imaginative literature as it 

had different names among the people, and writers were seldom reticent 

about its consequences. Ramsay recorded in verse how it was girls' fear 

of grappling with "kirk-censure" 

"Whilk gart some aft, their leefu' lane, 
Bring to the warld the luckless waen, 

And sneg its infant thrapple, " 101 

Even one of ýhe songs Allan was later to illustrate, popular since its 

appearance in the first volume of The Tea-Table Xiscellany, contains "an 

unforgettable reference to the solution taken by some pregnant girls in a 
Calvinist community". '" Upon asking her husband to buy her a mirror, it 

F4vra 255 will be remembered, one young wife is advised to look into the well 

instead, whereupon she replies, 
"Keeking in the draw well clear, 

Yhat if I shou'd fal in, 
Syne a' my kin will say and swear 

I drown'd my sell for sin, 
Had the better be the brae, JANET, JANET; 
Had the better be the brie, my jo JANET, "101 

It was, apparently, commonly believed that Allan had taken the subject of 
"Presbyterian Penance" from Penicuik's satirical poem "Rome's legacy to 
the kirk of Scotland", but Cunningham sensibly commented, 

"it is more likely to have been suggested by what he must often have seen with 
his own eyes, and which has been rendered famous by the verse of Burns', 100 

Whatever its various sources, Allan's knowledge of the contemporary 

situation must have influenced his approach to this subject, and to 

"Presbyterian Church Catechising". While the latter picture clearly does 

uphold the necessity of due attention to religious instruction, the artist 
in "Presbyteriaý Penance" was more ambivalent in his attitude to Kirk 

discipline. The ostensible interpretation of this picture is, of course, 
in accord with the minister's stance and with the typical sermon he would 
deliver, but it has also been seen as a criticism of Calvinist severity, 
though only as "a mild tilt indeed at the penitence stool". 109 To regard 

or it as expressive of that robust gusto -so typical of the eighteenth 
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century, whether this is regarded as frankness or vulgarity, is to ignore 

the fact that this accords ill with the tenor of- Allan's work as a whole, 

and with what is known of his own character, though such a view would 

f ind many an echo in "merry" songs of the time. Nothing can really be 

adduced in this matter with regard to Allan's own religious views. All 

that can reasonably be made of his work f6r Saint Peter's Episcopal 

Chapel in Roxburgh Place is that the choice of the authorities fell upon 

Edinburgh's leading Historical Painter and the Master of the. Trustees' 

Academy. ' "I Similarly, Biblical themes among his Historical compositions 

are far outnumbered by subjects from classical and Scottish history, and 

his pictures of Catholic practices in Rome are*really to beýclassed among 

his other scenes of daily life and custom. It is, at the same time, 

worthy of some note that he should own The Jesylt's Fez-spective, 

published in 1698.1 11 

Of more importance are his artistic views, especially his ambition to 

please and instruct by his representations of ordinary life. The print 

could be as didactic as the Historical painting. Furthermor 
I e, these sub- 

jects wei-e familiar to a public much greater than that conversant 'wtth 

those of the Grand Style. Of particular relevance in the case of 
"Presbyterian Penance" is the satirical potential of widely circulated 

prints, as is implied in Hogarth's lines, 

'Prints should be prized as Authors should be read, 
That sharply smile prevailing follies dead, '112 

Allan's criticism was not levelled at any one target in particular. 
This is certainly a fault, if didacticism is understood to mean the 

concern to teach a particular moral. In a book, if the. writer -so desired, 

the numerous incidents and references in the scene of public admonishment 

could coexist with a direct authorial judgement, or an implication 

conveyed sufficiently strongly by the tone adopted, any latent ambiguities 
being retrospectively viewed as irony. Allan was concerned that his 

pictures should be "capable both of pleasing and instructing", but was 
equally clearly determined to create them by "a strict adherence to truth 

and nature". 1 13 To have implied that Kirk censure was as effective. as it 

was implacable would have involved a distortion of the reality he per- 

ceived, and that he would not have countenanced. It was enough that he 

should demonstrate the existence of prevailing follies and vices, 
including the irreligion of the congregation. 

A viewer from any age is here confronted with an impulse at once 
documentary, creative and didactic. The artist recorded sights familiar 
to any of his contemporaries, from which he developed a composite picture 
of religious observance, one containing, at the same time fairly 
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comprehensive social criticism, as may be recognised by those prepared to 

concede that he may actually have had a deeper purpose than that of 

simply being humorous. Allan's representation is imbued with as much 

ambiguity as is reality itself. The beadle may thrash the dogs from the 

building and the minister may rebuke every erring couple in the parish by 

turns, but all the evidence suggests that both are temporary correctives. 

Just as Ness John's energetic exhortation is counterpointed by the 

scutching action of his beadle, so too the contritely bowed head of the 

lad in the fautor's laft is echoed by that of the guidman slumped far 

below him, insensible alike to the child close beside him, the hurlie at 

the church door, or, most importantly of all, the words of the sermon. 

It seems that even those awake, perhaps even those under correction, 

are as likely to ignore the official reproof as the scampering tykes are 

to Jouk the beadle. To neglect the significance of anything Allan saw fit 

to incl. ude is to adopt too narrow a view of both print and artist. 

Choices - moral, msthetic or critical - have to be made in the fullest 

understanding -of reality, or of an artistic representation, available to 

each individual. Nor does the complete artistic meaning of "Presbyterian 

Penance" lie in any reconciliation of differences, but in that 

clearsighted and honest noting of coexistent antitheses - of appearance 

and reality, of profession and belief, of the ideal and the actual - which 

finds equally resolute expression in the last stanza of "The Holy Fair". 

Fortunately, the discipline of the Kirk did not unduly oppress the 

spirits of the Scots, appearances on the Sabbath (except, presumably, 

when the Black Stool was occupied) to the contrary. Immediately after 

marvelling at the sepulchral gloom of a Scottish congregation, a relieved 
Captain Topham recorded that "at other hours, they are as cheerful as 

possible". 114 One of the occasions on which they were thus cheerful was 
that of a marriage. Predictably, the "holy beagles" had a down on the 

traditional custom of the Penny Wedding, whereby the union was celebrated 
by a communal enjoyment of music and dancing, the funds necessary to pay 
for this entertainment being provided by an informal subscription among 

the guests. ' I r, All the "spiritual artillery" of the Kirk was brought to 

bear an the custom in order to blast it out of existence. 

The General Assembly passed acts against "promiscuous dancing", Kirk 

Sessions at various times throughout the century passed resolutions 

condemning both the gatherings and the participants, and in "one of their 

printed Papers., which was cried about the Streets, it was said that the 

Devils are particularly busy upon such occasions". 1 116 Some churchmen 
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believed in frustrating these devils by stopping the corruption at source, 

warning betrothed couples that "whosoever shall have pypers at their 

wedding shall forfeit pawns", and that they should not I'meet in a 

change-house after their wedding under the same pain". ' 17 Merely to be 

found in possession of a fiddle resulted in a summons to the Session, but 

to have 

'played at gatherings where there had been promiscuous dancing entailed a 
penalty of E20 Scots for each offence, and ill persons participating in them 
were sometimes refused 'sealing ordinances' or communion'. "" 

It is not clear whether musicians were fined by the air or for each 

assembly, but there was apparently much competition to play at them. 

Alexander Ross, a schoolmaster from Aberdeenshire several of whose poems 

Allan illustrated, claimed that pipers and fiddlers could "smell a bridal 

uncal far"', but this proverbial ability was more often ascribed to their 

dogs. 119 These fines may have been dictated as much by shrewd 

opportunism as by sanctity, for 

'by the frequent forfeiture of these pledges - the pleasure of the bridal far 
outweighing the pain of losing the pawn - no small addition was malide to the, 
revenue of each parish, ' 120 

Figure 26 That which has long been known as Allan's last dated picture is of such 

a celebration. 121 "The Penny Wedding" of 1795 shares a common theme 

and a similar compositioa with "The Highland Dance" of fifteen years 

earlier, though the massing of tables and chairs probably represents an 

. 
artistic adaptation of what was actual practice, one which Allan Lao 

Figure 27 
used in small illustrations of the songs "Muirland Willie" ' and 

Figure z9S "Tullachscrum". In "The Penny Wedding" it is some Lc3wlbLnd village which 
is emptied of its folk one festive evening, as they gather in a barn 

specially cleared for the occasion. An actual location has been suggested 

for this interior, the "Baran's Hall of the Devon Tower at Sauchie, ihe 

property of the Cathcarts of Schawpark". 122 

By showing only two couples dancing, Allan may deDict an identifiable 

moment. The reel could be the first dance of the celebration, performed 
by bridegroom, brides-maid, beat man and bride, and "from the Imauvais 

hante' which they usually disp layed, it was called the Shame olt Reel" . 121 

The dancers are flanked by revellers of every age and station, but few 

among this company are still watching them. One fiddler drouthily 

accepts a brimming luggie as his companion, the thong of his walking 

stick looped around a coat button, bears the lively melody. Perhaps it is 

"Tullachgorum" itself, chosen by Fergusson as a fit counter to the tricks 

and trills of Italian music, and thought by Burns "the best Scotch song 
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ever Scotland SaW11.124 The Reverend John Skinner, like Ross also from 

Aberdeenshire, wrote the set of words to which Burns referred, words 

which anticipate the spirit of Allan's picture: 
"For blythe and cheerie we's be a' 
As lang as we hae breath to draw, 
And dance till we be like to fal 

The Reel of Tullachgorum, " 

More soberly, an auld guidman seated an the left - reminiscent of another 

elderly guest in "The Highland Dance" - pauses before prieing a lock of 

sneeshin, and looks across the floor towards the usual towsie tykes 

girning over a bone while their masters Jostle around a sturdy farmhouse 

table. There, another guest, probably the father of one of the newly 

married couple, carves up the "Bride's pie" an the ashet before him. One 

lusty ploughman drains a pewter tassie, another, sated, blinks round as if 

at the entrance of more villagers, while a young lad holds out his plate 

for a share of the repast, perhaps claiming that it is for his friends 

across the floor or up in the hey-laft. On the other side of the barn 

some are busy blethering, some are forming their various assignations, 

and others are giving a lift to the Jaurs and barrels. 

Figun 294. In his large pencil sketch for this watercolour drawing, Allan's 

addition of - details to the main lines of the composition may be easily 

followed. As well as experimenting with the positioning of certain 

f igures and groups, which is to be expected, he can also be seen to have 

followed his favourite tendency towards simplicity and representative 

generality. The number of children on a ladder in the background was cut 

to one, and another group of birkies sprauchling atween the bauks and the 

cabers was omitted entirely. 
Allan's economy is most evident in his treatment of one of the mus- 

icians. In the sketch, both were oriEýinally kittling "hair an thairms', 

until he reworked the seated fiddler in red crayon, drawing the posture 

seen in the finished watercolour. 12r, Af iddler of the begi4ning of the 

century, the Patie Birnie whose life and acts were commemorated by 

Ramsay in imitation of the famous verse epitaph on the piper Habbie 
Simpson, was said to take a sowp after ilka tune. This anonymous fellow 

does not even wait until then but leaves his companion to continue the 

spring as a solo while he reaches round for the proffered luggie. The in- 

cident, quite in harmony with the mood of the piece, is not merely 
humorous and "characteristic". Two fiddlers, one seated while the other 

stands, had originally served to integrate the higher part of the com- 

position with the rest, but the second was simply duplicating the musical 

accent of the first. By showing him thus interrupting his performance, 

Allan, while keeping the musical emphasis and actually improving the 
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' that hot, dus-1 compositional feature added the fur-ther suggestion c4 Zy 

atmosphere in which all this revelry takes place. 

Even with the wealth of anecdotal interest in such momentarily 

glimpsed scenes as these, the composition is wholly unified, without any 
tendency to become fragmented into its subsidiary details. Every figure 

is both an individual and part of the throng, linked together by action 

and gesture, and all are bound to the celebration Allan recorded by virtue 

of their places in society. An entire community, from the gaunt and 

pensive old women standing in the shadows to the children who peer down 

from the laft, has assembled in hanour of two of its members. Cunningham, 

barn into the kind of society he is describing, later recalled how 

Opeople of condition mingled with the peasantry; the high-born damsel 'st-tana 
reeled and crossed and cleekit' with the plougnman, while a snapherd girl went 
down her two dozen couple of a country dance with the lord or a laird, just as 
it happened, "121 

This may well have been so. Yet, however egalitarian a PennV Wedding 

might appear to be while the dancing lasted, once the stour had settled 
the social distinctions remained. Allan's picture reveals a deeper 

awareness than its noisy exuberance would seem to suggest. Af igure in 
the background, one which in the preparatory drawing was but another 
member of the crowd, is in the finished watercolour differentiated by his 

wearing a brimmed hat and top boats instead of the usual blue bonnet and 
knit 4' ed hose. It is a dress similar to that of Lord HoDetoun in one of 

Figum 76 Allan's paintings of the works at Leadhills, and oil' several young lairds 
Figwv 232 or other wealthy gentlemen in his illustrations to Scottish songs. Fi8-v 234 
PUTZ XrrZX Slighter differences than these, it seems, carried sufficient weight with 

Allan's contemporaries for George Ticmson specifically to criticise one of 
the copies made of these song illustrations. Writing to Stathard in 
1815, he complained: 

'The breeches of the young man appear. too JjZU, and indicate the fashion ofaý 
smart town lad, rather than that of a Scottish Shepherd or Rustic: Such a 
thing may to you seem trifling, but it really does in the eyes of a Scotchman 
take away from the simplicity of the Country Character*, 127 

Just as Allan, in several of his drawings of songs and ballads, had also 
equipped leading characters with a walking-stick or cane, so too he 

Figure 2 11 provided the e-xpensively dressed figure in "The Penn y Wedding" with this 
Figure 255 additional symbol of authority. 

Not only is he thus distinguished by his apparel, and both he and his 

companion, who wears a tricarne hat, by their somewhat aloof stances. the 

very structure of the picture sets them apart. When a youth at the large 

table indicates his friends in another part of the barn, his cutflung arm 
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initiates a circular movement around the building and through the company 

at the other side. These flanking groups of guests thus form one half-of 

a circle with the young couple at its centre, the viewer himself 
imaginatively joining the other half, while the gentry is effectively ex- 
cluded. This dance at least, unlike the wedding at Blair Atholl, is of the 

common people. The laird and his factor, highlighted though in the back- 

ground, were an important part of the community which Allan depicted, but 
they are for the moment shut out of the social union being celebrated. 

Another element of society is tacitly excluded, as anyone from the time 

would have recognised. This is a secular Lowland celebration, the common 
folk dancing despite the official opposition of the Kirk. It is a defiance 

of the shackles of Scots Calvinism akin to the earlier response of 
fashionable Edinburgh society to the prohibition imposed on drama, when 
plays were performed llgr-atisg after 'concerts of music in the Taylors, 
Hall; 

- 
akin, but ultimately less successful. 128 The Penny Wedding, a custom 

beleaguered in Allan's day, one "almost obsolete" within a few years of 
his death, was finally abandoned in the early decades of the nineteenth 
century. 129 Wilkie's later version in ails, closer to the Dutch Little 
Masters than to Allan's seemingly nal-ve watercolour, and possibly "nearer 
the real character of the scene", evokes a tradition gone. 2311 

Allan's "Penny Wedding" clearly shares a common origin with two more of 
his drawings, one illustrating "Nuirland Willie" and the other "Tulloch- 

F181r, 2F gorum", in the second of which Niel Gow and his brother Donald make a 
Flswv 20 final appearance. It is impossible to decide exactly which of the three is 

the earliest, and also unnecessary. Their common origin was in the life 

of the people. It might well be said that these three related drawings 

are representative of all the social apLd literary aspects of Allan's Genre 

pieces. One is the result of the artist's having observed and interpreted 

a national custom, another was inspired by the verses of an Episcopalian 

clergyman, educated at Aberdeen University and working in the revived 
Vernacular tradition, and the third derives from an anonymous illightsome 

ballad" of the common folk, a song recognised as already ancient when 
Ramsay compiled The Tea-Table Miscellany. 1133. In each picture, Allan was 
concerned, as ever, to "catch the manners living as they riseu. 132 

Apart from such merely technical differences as the oval framing of 
most of his illustrations to songs, there is essentially no separation of 
the literary from the real among Allan's Scottish Genre scenes. Although 
in "Leith Races" his depictions of a regular event certainly do make 
reference to Fergusson's poem and are allied to the enduring literary 



296. ROBERT SCOTT afterDavid Aljarýý"7he Cotter's 

Saturday Night' (Burns), Engraving 4- 

(original drawing, lost, c, 179S, 'sold in 

Edinburgh 1797) Print inscribed with title 

"Drawn by D. Allan,, and uEngO by R. Scott 

Edinrl. From The VorA. 5 of Robert Burns, 

ed, the Ettrick Shepherd [lases HoggI and 

William Mothervell, 1834-36. 

297, JOHN BEUGG af teT Alexander Nas%ytt, [Portrait 
of Robert Burns3,1787, Stipple engraving 
321(IX Zz' (oval), published as a frontispiect 
vignette in Poems, Chiefly in the Scottish 
Dialect, Edinburgh, 1787, 

"Ten thousand thanks, my dear Sir, f or your elegant present; though I 
am ashamed of the value of it, being bestowed on a man who has not by 
any means merited such an instance of kindnessý-I have shewn it to two 
or three judges of the f irst abilities here, & they all agree with me in 
classing it as af irst-rate producticn-. MY Phiz is sae kenspecUe, that 
the very joiner's apprentice whom Mrý Burns employed to break up the 
parcel (I was out of town that day) knew it at Once--you may depend 
upor, my care that no person shall have it in their power to take the 
least sketch from it: --My most grateful comi: )l-, t-- to Allan, that he has 
honored my rustic Muse so much with his masterly pencil- , One strange 
coincidence is, that the little one who is making the felonious attempt 
on the cat's tail, is the most striking likeness Of an ill-deedie, 
damn'd, wee, rumble-gairie hurchin of mine, whom, from that propensity 
to witty wickedness & manfu' mischief, which, even at twa days duld I 
foresaw would form the striking features of his disposition, I named 
Willie Nicol; after a certain Friend of mine, who is one Of the Masters 
of a Grammar-schOol in a city which shall be nameless -Several people 
think that Allan's likeness of me is more striking than Nasemith's, for 
which I sat to him half a dozen times. " 

[From a letter sent to George Thomson, May 1795; Morgan Library, New York, rhL' LEttOrs of Roberi 
Burns, 2 vols, , edited f rop the original manuscripts by J, De Lancey Ferguson, Clarendon Press, 
Oxford, 1931, Vol-11, pp. 300-01, no. 670; second edition, revised by J Ross Roy, 11, pp. 355-561, 
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tradition of peasant foregaitherings, a tradition earlier represented in 
Scotland by "Peblis to the Play" and *Chrystis Kirk an the Grene", they 

are just as surely derived from the artist's own observation, as 
"Rutherglen Fair" and the drawings of the Roman Carnival had been in his 

ybuth. Such a separation is artificial and needless. In'one of his illus- 
trations to "The Cotter's Saturday Night", Allan depicted the family 

F4gwv 296 worship, the artistic centre of the poem and a central part of Scottish 
Fiewv 296 life. 133 In another, he brought together incidents and details from a 

number of verses, drawing the prattling infant on the Cotter's knee, the 
elder bairns returned from other farms, reminders of the mattocks, spades 
and hoes lately put aside, and in the background the neebor lad who has 
come over the muir with the eldest daughter. From scenes like these 
Allan, as in his illustrations to Scottish songs, created a composite view 
of the poem and a rich evQcation of peasant life and society. 13-4 Even in 
his illustrations to Pastorals, artificial though many of these songs are, 
Allan's art is as firmly rooted in' the real Scottish countryside as is 
the -verse of Burns. The results were necessarily simplified, the 
immediate impression often idealised, but the preparation had been 
thorough, as thorough even as for a painting based upon Classical 
history, and the authenticity remains an eloquent testimony to the 

artist's sympathetic engagement. When researching material for his 

edition of The Gentle Sbepberd Allan had gone to breathe awhile 
a.., the caller air 
'Mang herds, an' honest cottar fock, 
That till the farri and feed the flock', 

He made valuable use of the experience. In the small illustrations to par- 
ticular songs, he would introduce Teminders of the true life and work of 
the people, reminders called for not by the often conventional texts but 
by his own keen observation of a country setting. Thus a roughly sketched 
hey-wain can be seen in one unfinished background, and a herd-laddie, 

winding his stock and horn in the misty light of morning, is bienly 

rowed in his plaid, at least, though his feet are chill and bare, and wet 
TLA27 Ir with dew. It is remarkable that it should be Burns, impatient as he was 

of much dull dependence upon conventional and repetitive poetic devices, 

to say nothing of "Exotic rural imagery", who suggested that one such 

reminder be replaced by a detail perhaps equally authentic but more often 

associated with the artificial world of Pastoral song. 113r- 

At least a dozen of Allan's Scottish pictures, forbye the scare of 
designs recording *the Cries and Employments common in Edinburgh", were 
directly concerned with labour or with manual workers, scenes without any 
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[17he Cotter's Saturday Night'], 1794, Pen and watercolours over pencil 12% x IS (trimmed), 
Glasgow Art Gallery and Museum, 

My dear Sir, 
I return you the plates, with [which] I am highly pleased; only your 

criticism on the grouping of the young lad being introducing to the 
mother, excep ted. - There I entirely agree with you. -I would humbly 
propose that in N- 1-1 instead of the Younker knitting stockings, I 
would, in preference to your "Trump", to put a Stock & horn among his 
hands, as if he were screwing and adjusting it. -I would have returned 
them sooner; but I waited the opinion of a friend of mine who is 
positively the ablest judge on the subject I have ever met with, & 
though an unknown, is yet a superior Artist with the Bur-in, & he is 
quite charmed with Allen's manner-. I got him a peep of the, Gentle 
Shepherd; & he pronounces Allen a most Original Artist of great 
excellence. - 

For my part, I look an M, Allen's chusing my favorite Poem for his 
Subject, to be one of the highest compl-t- I have ever received:. -" 

[From a letter sent to George Thomson, May 1794; Morgan Library, New York, rhe Letters if Robert 
gurý7s, 2 vols, , edited from the original manuscripts by J. De Lancey Ferguson, Clarendon Press, 
Oxford, 19311, Vol, jI, p. 243, no. 625; second edition, revised by G. Ross Roy, II, p. 294, This text 
is taken from the second edition, with the exception of the word "which", omitted by Burns but 
silently added by Ferguson], 
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literary or musical associations. 137 As son of the Shoremaster at Alloa, 

the artist when a boy would have been familiar with the activities of 

the harbour, and have taken a particular interest in all those "ships of 

various burdens Ewhich were then] perpetually passing in full sail up and 

down the river". 231a It was inevitable that he should record such sights 

as the Dry Dock there, its wide gates, together with the depth and 

breadth of the nearby anchorage, making it "capable of receiving vessels 

of great burthen". 239 His engraving, dating from 1791 and providing the 

dock's dimensions and details of the tides, shows a ship being refitted 
in the foreground and, in the middle distance, a horse and waggon owned 

by a "carrier tenant* returning after bringing coal from one of the 

Erskines' pits to the shore. 140 Drawings entitled "Coal Vaggan at Alloa" 

and "Colliers return from work" were sold as a pair in 1797, the latter 

showing a family of three making its weary way to a cottage segregated 
from the rest of the community, for until nearly the end of the century 

colliers, and incidentally salt-miuers, were by statute thirled to their 

labour and their masters for life, and, in the eyes of the rest of 

society, formed "a separate and avoided triben. 141 An "Extensive Drawing 

of Shipping" may have been made either from Alloa or from the Harbour of 
Leith, also recorded by Allan, but it may, if it were of the scene from 

Glasgow's Broomielaw, have to be placed with those early pictures that 

his friend Dr. Wright considered "neither landscapes nor sea pieces, but 

composed of both". 2422 

It is not likely that the young Allan would have been blind to the 

commercial success of Glasgow, a success founded as it was upon ex- 

ploitation of the Atlantic trade routes between the Clyde and the 

Americas and West Indies . 1143 While the city's trade in tobacco and 

cotton, and its equally thriving export of ale, leather goods and even 

hats was without doubt one of the most colourful features of its 

burgeoning econony, the multifarious growth of manufactures serving the 

domestic market also contributed greatly to Glasgow's rapid expansion 

during the artist's lifetime. Foremost amongst these was the textile 

industry, and Allan at some point recorded the ceaseless activity which 

he could have seen repeated in village after village from Renfrewshire to 

Fife. His lost drawing "Weaving" may have been of the 1760s and have 

shown, for example, a cottage in Govan or in Paisley, but was more 

probably of later date, perhaps an acknowledgment of the remarkable 

number of looms in the parish of Dunfermline, or a scene of the "iouslin 

looms, with fly shuttles", which by 1791 had been introduced with great 

success to his home town of Alloa . 244 Above all, however, it is evident 
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that Allan's chief interest was in people in all the diversity of their 

occupations and conditions; he, at least, did not "regard them merely as 

the ornament of scenes". 245 He added to his drawing of a "Farmer's 

Family, Anandale" a "Sketch of a Lothian Farmer, in a good and a bad 

season", this record of contrasts surely to be dated soon after the "cal- 

amitous year" of 1782 when "a great part of the crop was destroyed by 

frost and snow", a general failure* of the hairst which led to a "con- 

siderable scarcity" throughout the country. 246 At about the same time 

. FJ8V: V Allan observed and recorded the warmer business of smelting ore at 

PUTE XzV Leadhills, and in an attic somewhere in the Old Town of Edinburgh 

sketched "Taylors at Work", sewing, shearing, measuring, ironing, and 

PJS%4-* 299 reading a London newspaper aloud. 247 

All of these pictures, and those forming the series of "Scotch Figures", 

present a lively and sympathetic view of ordinary life at the time, an 

account which, in all probability, was originally more comprehensive than 

surviving drawings indicate. Allan had not far to look f or subjects 

complementary to the "Penny Wedding", "Scots Presbyterian Catechising", or 

a "Tent Preaching". 148 With the exception of the unruly merry-making in 

his juvenile view of "Rutherglen Fair", there is no extant record f rom 

Allan's hand of any of the numerous fairs and trysts then held in 

every town throughout the country, often for days at a time. Edinburgh 

itself had the horse fair on Bruntsfield Links and the week-long Hallow 

Fair, the one providing Robert Fergusson with an array of targets for 

his observant wit, the other the subject of a couple of drawings by 

Paul Sandby. It is not likely that Allan would have neglected occasions 

such as these, favourite material of later generations of Scottish 

painters. 249 In 1791, when staying with James Allan in Alloa -a town 

which itself held four "stated annual fairs" - he could even have been 

among the onlookers at a ploughing match involving no less than forty 

competitors, where "the improved chain plough, an Small's construction, 

was the only one used; and it was computed that 1,6001. never placed the 

horses and ploughs on the field". 150 Some twenty years earlier, Allan 

had noted below a pen sketch made on the spot in Italy, in handwriting 

as hasty as the sketch itself, "at Lojano - in the State of Bologna they 

plow thus with the wheels & four or six oxen". 2rl An artist who took 

such an interest in all around him would certainly have felt no lack of 

material in contemporary Scotland; at the same time, any Scot who shared 

Allan's interest in his country's culture and fortunes would have seen one 

particularly good reason for setting down a record of the Scottish 

people, their occupations, their dress and their national customs. As has 
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already been shown, awarenes 
,s 

of the changes wrought by contemporary 
Improvement, or consequent upon the Industrial Revolution, and, in par- 

ticular, attitudes to these changes, made a harmonious view of "rural 

manners" especially evocative for the town dwellers among whom Allan's 

public was largely found. 152 Agricultural developments, chiefly enclosure 

of common land and the union of farms, were accompanied by "expulsion of 

cottagers" and a depressing depopulation of many areas. 263 The people 
thus "compelled to leave their native home" were driven "from the active, 
healthy employments of a country life, to take refuge in manufacturing 
towns and populous cities, which may literally be said to be the graves 

of the human species". 164 By coincidence, Allan - an nAlloa bairn*, as he 

styled himself an one occasion - was afforded an early impression of the 

coming age. 2r-rp Steam power, the development which was to free heavy in- 

dustry from dependence upon a powerful source of running water, thus 

allowing its concentration in cities, had been used in Alloa since 1764, 

and drove the engine which drained one of the mines in the area. 161 

Alloa may have been the setting for Allan's "View of Lint Kills*, sold 
in 1797, and there can be no doubt about the pair of drawings entitled 
"Water Engines near Alloall which appeared at the same auction. 11,57 These 

engines, served by a reservoir and a system of lades and sluices planned 
by the eleventh Earl of Xar, and draining the town's oldest colliery, had 

for long been a feature of Alloa - David Allan would have grown up within 

sight and sound of them - but a glass works, conveniently situated not 
far from the harbour and within easy reach of the Alloa Pits, and the 

lint mills themselves, making use of the same water supply as the 

drainage engines, were among a number of more recent developments soon 
to be joined 

, 
by the Devon iron works, an industrial project "of con- 

siderable extent" in the adjacent parish of Clackmannan. 1r-8 With examples 
like these in his birthplace, together with what he must have seen in 
Glasgow in 1792, Allan would neither have been ignorant of the 

encroachment of mechanised industry upon the rural life typical of most 
of the population, nor unaware of the increasing crowding of country 

people into the major cities. '" Above all, in Alloa as in the Lowlands 

generally, he would already have seen the appearance of the countryside 

steadily being altered by the thorny grip of enclosure. 260 

While his "groups of the manners in Scotland" were primarily made for 

the didactic possibilities or the intrinsic value which Allan saw in the 

customs and characters thus recorded, he must also have known that 

change, radical change, was inevitable. The recognition that conservation 
is never thought on until extinction is threatened holds true for national 
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customs and ccs; tume as well as for music and song. "' As Dr. Johnson 

pointed out in the last of the Idler papers, 
'Yalue is more frequently raised by scarcity than by use, That which lay 

nealected when it was common rises in estimation as its quantity becomes less. We 

seldom learn the true want of what we have till it is discovered that we can 
have no more, " 162 

Allan, of course, neglected neither customs nor songs. He was not the 

only contemporary artist thus occupied with the "just representation of 

ordinary Life" - Rogers, Bogle and Kay have been mentioned among those 

who "were beginning to look about them and were chronicling passing 

events" - but he was by far the most consistent and important in 

preserving some glimpses of what was being lost. -111,3 
It is significant that when one of Allan's "Scotch Figures" is 

identified not by civic office or particular occupation but simply as a 

"Scotch Maid", the depiction should be conspicuously archaic. Neither 

does this drawing have a precise setting, a trace of wash giving the 

Figrure 300 merest suggestion of a patch of grass. With her left hand the lass 

deftly draws prepared wool from the distaff poised at her side, twining 

the separate fibres into yarn by the birling of the weighted spindle 

which hangs from her right. Allan had drawn women spinning thus at least 

as early as 1769, on the island of Procida in the Bay of Naples, and may 

have done so earlier still in Scotland. 164 Similarly, women "twynin at 

their rocks" are frequently seen in his illustrations to songs, such a 

figure being one more of his archetypes, though in every case but one the 

spinner is seated. 

Even as he was drawing it, however, the roke was being reDlaced by 

various types of spinning-wheel. One account, perhaps too enthusiastically, 

states that "Rock and reel were going out about 1730 in the Lowlands, and 

had disappeared by 1740", but the "smaller spinning wheel fitted for flax" 

was certainly known, and said to be unpopular, among Highland women only 

a few vears later. ", Pennant recorded that Lord Breadalbane distributed 

among his tenants "a great number of spinning wheels, which [would] soon 

cause the disuse of the rock". 1c-r- At the same time, he also noted that 

women still spun with the roke "while they do attend their cattle on the 

hills", the simplicity and convenience of a distaff allowing it to 

survive, and to keep hands occupied, in these circumstances long after it 

had been economically superseded. "-' 

Spinning was an essential part of the domestic economy, Burt had early 

taken note of the "good Linnen" found everywhere, but particularly in the 

Lowlands, and had pitied the serving lasses "kept to spinning" by their 

mistresses once their other household work was done. "' Whether preparing 
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f lax f or linen or wool f or hodden grey plaiding, women of all ages seen 

to have spun continually, from Captain Burt's busy servant girls to the 

grandmother at "The Farmer's Ingle", powerfully reminiscent of Allan's 

Figum Ila fourth illustration to The Gentle Sbepýerd: 

'Yet thrift, industrious, bides her latest days, 
Tho' age her sair dow'd front wil runcles wave, 

Yet frae the russet lap the spindloplays, 
Her elenin stent reels she. as weel's the lave, ' 169 

Furthermore, beyond its economic significance, the roke can readily be 

seen to have had a social r6le. Rockings were communal gatherings when 

country folk, especially the young, "held o'er the moors to spin", making 

a pleasure of necessity. 1711 It was, as might be guessed, the roke rather 
than the cumbersome spinning-wheel which was carried with them on these 

outings. That queans and birkies would both ca the crack and sing once 
they were "merrily seated to spin" or to weave their stockings makes 
Allan's choice of the "Scotch Maid" as a statuesque part of his "Front- 

Firwv 264 ispiece to Scottish Songs* particularly appropriate. ", This vignette, of 

course, must not be thought a wholly realistic depiction, as has earlier 
been hinted.. 172 At the very least, the lassie is a representative of the 

common people, the Ouncurruptit poor" among whom, according to the 

antiquarian Dr. Alexander Geddes, the Kither Tongue found an open door, 

surviving in traditional songs the neglect of the Great Fowk: 

'There aft on benmaist bink she sits, 
And sharps the edge of cuintry wits, 
Wi' routh of gabby saws, an' says, 
An' jokes, an' gibes of uther days: 
That gVe si'k gust to rustic sport, 
And gar the langsome night leuk short, ' 173 

Geddes chose a Oblate an' bashfu' maid" telling the deeds of former days 

as a personification of the Scots leid. Allan's modest country lass, 

gracefully engaged in an activity necessary to all tb: e population, and 
accorded as background a typical and familiar setting, is no less than a 
symbol of the country and the nation. 

It is ironic that one maid should tell of far-off things, while another 
spins in an antiquated fashion. Vith this picture, Allan accidentally 

anticipated that preoccupation with subjects drawn from the past, even 
that general mood of escape and fantasy, found in Scottish painting, and 

paintings of and about Scotland, during the following century. The 

archaism of the "Scotch Maid" is a deliberate departure from that honesty 

characteristic of his depictions of the world around him for a vision of 

a pastoral innocence already lost. His contemporaries would have under- 

stood and appreciated this almost instinctive allusion to the manners of 
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other days, directly comparable to Gilbertfield's reference to "the garb 

our muses wore in former yearsu, and made with similar purpose. 1174 Unlike 

artists who, in later years, appealed mainly to a mood of nostalgia, Allan 

wished to show that such af ormer idyll as that which he evoked, a 

Gowden Age of virtuous peasantry and af f ecting songs, had its part to 

play in the awakening and development of his country. Only with a know- 

ledge and understanding of its past could any nation confidently approach 
its future. 

Of the "greatest public utility" to his own time, naturally enough, were 
the delightful and instructive compositions which Allan saw as "the just 

representation of ordinary Life", pictures such as those which Hogarth 

had earlier termed *modern moral Subjects". ' 'Ir- It was Allan's scenes of 
"the Scotch manners" which were to have the greatest effect of any of his 

works upon subsequent Scottish painting, but, while there are superficial 

similarities between this group of pictures and the mass of Genre pieces 

painted by, among many others, Carse, Lizars, Fraser, Faed and Wicol, the 

true nature of these later works is quite different from that of Allan's 

most significant Genre scenes. His "groups of the manners in Scotland" 

had as consistently didactic a purpose as his Historical paintings. Vhen 

artists of the eighteenth and nineteenth centuries painted rural scenes, 
the peasants were frequently represented as objects of curiosity, or of 

amusement, to those in a different walk of life, presumably 
'in order to repeat that pleasure of doubtful moral effect, which persons of 

elevated rank and superior refinement oftentimes derive from a happy imitation 
of the rude unpolished manners and discourse of their inferiors, ' 176 

As Allan had stated in his edition of The Gentle Sbepberd, his "imitation 

of agreeable nature" had a more worthy object than that. In this work, he 

truly combined "the power of exciting the sympathy of the reader by a 
faithful adherence to the truth of nature, and the power of giving the in- 

terest of novelty by the modifying colours of imagination"; in any of his 

scenes of Scottish life, even the slightest, he might Justly claim to have 

"drawn faithfully, and with taste, from Nature". -77 As a consequence, in 

endeavouring to express the ideas of poetry, in delineating the char- 

acteristic sights of Edinburgh, and in "pleasing and instructing" his 

fellow citizens, Allan also preserved for future ages the costume of his 

own. Later Scottish painters, more concerned to entertain than to "improve 

the mind" were, in this respect, less reliable. "18 

A neglect of themes truly representative of contemporary reality in the 

following century may have come about partly because industrial 

1 . 4. 
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development was then more . complex and far reaching, but' it is probably 

more correct to attribute it to^ the constantly increasing alienation of 

the wealthier classes - an artist's potential market - from the 

cou I ntry's agricultural labourers and urban proletariat'* alike. ' The' most 

important of Allan's successors in Genre painting, Sir David Wilkie, was a 

part of the community which he depicted in "Pitlessie Fair", for all that 

the painting owes as. much to Dutch art as it does to Scottish life. When 

other artists, in Scotland or throughout Britain, took their lead from 

Wilkie, they chose subjects from rural life calculated talamuse, or appeal 

to the emotions of the public which bought their paintings and the prints 

made after them, a tendency anticipated by'-Xorland, Wheatley and a host 

of minor painters in the previous century. 279 

The most popular subjects for Scottish Genre paintings - in addition 

to that 'familiar type, the intimate or "domestic" treatment of stories 

taken from, history'or from historical novels - were in the nineteenth 

century drawn from the aristocratic hunting-ground of the Highlands, from 

the countryside or seashore, and from, the lives of the invariably pawky 
inhabitants of the couthy wee touris and villages. Scottish subjects were 

tacitly expected to be of certain"types, or, perhaps, could not be con- 

ceived except in a particular node. A comparison with the writings of 
the so-called Kailyard School is irresistible, although such productions 

are by no means as representative of Scottish- prose fiction of the time 

as has. been commonly accepted. 'LOO Scottish verse of the period was all 

too often similarly restricted both in subject-matter and in idion. 2101 The 

lightest and most pleasant, of the themes treated by Burns, Hogg, 
I and 

Galt, or imagined to be the stuf f of life in 
. 

rural Scotland, were 

perpetually- reiterated and progressively diminished., 

A successful imaginary recreation -of reality had been established by 

those of original genius and resource, whether in visual art or in lit- 

erature, and later imitators were content to exist in their shadows. In 

later 
, 

Genre 
'pictures, 

the comfortably bucolic subject-matter was 

unchanged from the days of Wilkie, but the social conditions were 

radically different. Industrial Scotland, no, less representative of 

national life, might as well not have existed. Views of Glasgow, chax- 

acterised as "the second city in the empire" from surprisingly early in 

the century, were selectively and predictably - concentrated an the 

prettier vistas of the Trongate or the High Street, Glasgow Green or the 
Broomielaw, the forest of masts thronging the Clyde the only evidence, the 

only suggestion, of the daily ebb and flow of a human tide of labourers, 

NOW 

L 
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the "bustle and din" of the, city's "industrious population" being thus 

decorously silenced. 282 Earth had not anything to show more, fair, at 

least under certain aspects. Distance alone could no longer lend that 

enchantment to such a view as had inspired the idyllic picture of Glasgow 

painted in the Statistical Account half a century before: 

"On the banks of the Clyde 
... the landscape is rich, various, and de- 

The river winding through richly cultivated fields, and frequently 
lost among the trees, which grow upon its banks; interspersed with many 
gentlemen's houses, and the large and populous city of Glasgow, with its 

numerous spires and venerable cathedral, present to the eye various striking 
views, and fill the mind with the pleasing ideas of industry, wealth, 
security, and happiness", 183 

Some forty years later, if a stranger were "desirous of obtaining an 

almost perfect view of Glasgow", he was advised, in addition to choosing 

a vantage point some miles distant, to behold the prospect "early in the 

morning, ere it.. is obscured by those clouds of smoke which, through the 

day. so frequently hang above, the Cityll. 184 If such a beautiful, distant 

view from the farm of Sheils, or the.. historical associations of the city 
itself, should entice the viewer further, he was coyly warned against 

venturing too close to the objects of his admiration: 

, "This ancient street I The Briggait I has fallen exceedingly from its 
former dignity; and indeed, as it now is, we rather think that the greater 
portion of our readers will be more inclined to idmire its picturesque 
appearance in an engraving, than to explore its recesses, or admire its 
beauties in the original", 186 

Save in the dress of the inhabitants and the provision of a few 

lamp-standards, these images of Glasgow' were. -little altered from"that 

recorded or created in a drawing by one J. Brown in 1793, an unassuming 
imitation of Allan's work by one who may well have been a friend of 
his-113r- Paintings supposedly of contemporary life were in truth no more 
typical or truly representative of nineteenth-century Scotland than were 
those inspired by history or earlier literature, though by their 

meticulous finish and accretion of detail they laid claim to an 

authenticity for their subject-matter which it often did not deserve. In 

looking an pleasant and touching representations of Scottish peasants, 

any member of the public could rejoice that "amidst all the corruption of 

rotten and rotting burgh ... they still retain much of that simplicity 

of life, and purity of manners, which renders pastoral description so 

pleasing to contemplate". 18'7 Pastoral poetry had in former ages offered 
to a polite audience a vicarious experience of a simple and innocent 
life; conscious detachment was indispensable. Scottish Genre paintings of 
the nineteenth century performed aI co mparable function. By then, amongst 
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those of the wealthy professional and mercantile classes with the leisure 

time and the inclination to visit exhibitions, and the money to spend 

on pictures, the detachment, the physical separation from such a life 

was so complete, that scenes with any sort of rural background answered 
this perennial need for a brief, imaginary escape from ordinary and 
familiar lif e, a need understandably more acute in a grey, industrial 

world. Straying sheep were no longer obligatory. 
Perhaps the view of country lif e presented by Allan himself had often 

been welcomed f or reasons much the same, but the underlying honesty of 
his work, that authenticity which Burns had specifically praised in his 

literary illustrations, marks a judicious balance of the artificial and 
the real, the characteristic and the accidental. -186 Throughout the 

following century, Scottish painters chose consistently to depict some 

aspects of "ordinary Life" and neglect others, to emphasise some features 

of their country and ignore what did not accord with established 
tastes. The first steamboat an the Clyde makes a very modest appearance 
in the middle distance of one landscape. 189 A passion for "scenery which 
bare SO strongly the impress of a grand melancholy", in which tourists 

could "well imagine the presence of those Ossianic spirits which pervade 
Macpherson's poems", shows that a desire for the vicarious relief of 
Pastoral description was not unique in its persistence. 2911 While painters 
like McKay and Hugh Cameron, in pictures often displaying affinities with 
the works and interests of contemporary and earlier French artists, did 

convincingly evoke "the labour of field or farmyard and man's 
relationship to the soil", the prevailing mood in scenes of daily life is 
that nostalgic sentimentality so dominant in the anecdotal painýings of 
Thomas Faed. 291 However successfully and sympathetically such subjects 
night be explored, the f ield was limited, and a restricted, provincial 
view can never be wholly satisfactory; McTaggart's feeling for colour and 
atmosphere, for the brilliance and transience of light against the 

contrast of shadows and darker tones, never prompted him to paint "the 

steam locomotives in Waverley Station and life in Edinburgh as well as 
the Scottish coast and countryside". ' 92- It is not hard to imagine 

which among Fildes's paintings could have been countenanced as the work 
of a Scottish painter dealing with Scottish subjects, and William Bell 
Scott's "Iran and Coal", only slightly less crowded than Ford Madox 
Brown's "Work", was conceived not in the shipyards of industrial Greenock 
but in Newcastle, part of a series illustrating the history of 
Northumbria. 193 The "strict adherence to truth and nature". the 
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'QYSTER GIRL" inscribed "D Allan Tinta fec,.,. El: iiný 17ýj4 ' Etý, rnlg an, ýý ;,, i , ao 

"The Fish-wives ... are ... particularly distinguished by the laborious lives they 
lead, They are the wives and daughters of fishermen, wno generally marry in their own 
cast, or tribe, as great part of their business, to which they must have been bred, is 
to gather bait f or their husbands, and bait their lines, Four days in the week , 
however, they carry f ish in creels (osier baskets) to Edinburgh; and when the boats 
come in late to the harbour in the forenoon, so as to leave them no more than time to 
reach Edinburgh before dinner, it is not unusual for them to perform their journey of 
f ive miles, by relays, three of them being employed in carrying one basket, and 
shiftinq it from one to another every hundred yards, by which means they nave been 
known to arrive at the fishmarket in less than %ths of an hour*, 

S It is a well attested fact, that three of them, not many years ago, went from Dunbar to Edin- 
burgh, which is 27 miles, with each of them a load of herrings on her back of 20LI lb, in 5 hours, 
They sometimes carry loads of 250 lb. " 

rhe Statistical krount of Scotland, Account of the Parish of Inveresk. (County of Midlothian by 
the Rev Dr, Alexander Carlyle (17921; M, Volume 11, pp, 295-96. 

k) IN ,I, F, V, IiI 11.1 1 
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representation of the characteristic and general which Allan had so 

valued was, in depictions of his "compeers, the common people", and -of 

their environment, at least in Scotland, the province of the photographer, 

or of the graphic illustrator. 194 In painting, the view of Scottish life 

which was provided and for long endured was a distortion or a 
fabrication such as Allan's wide-ranging and extraordinarily versatile 

art, if viewed sympathetically and as a whole, cannot present. His print 

of an "Oyster Girl", for instance, shows how an artistic cast may be 

thrown over a record of reality. The picture is carefully composed, the 

lights and masses Judiciously arranged, the" foreground dashed in with 

remarkable verve and freedom, but the Fishwife's heavy stance is not 
disguised, her features are not idealised, and the nature of her daily 

labour is not concealed. 

The genteel urban classes, and, presumably many of the artists in the 

generations after Vilkie's success with amusing Genre scenes of Scottish 

rustics, seem to have been content to be entertained or touched by such 

pictures and descriptions, careless, perhaps ignorant, of the contemporary 

reality which was passed over by fictional works of this kind. They were 

as far removed from the common people supposedly shown in these pictures 

as their forefathers had been fron'bathing nymphs and hireling shepherds 

singing "smooth alternate verse" and sporting names like Damon and 
Phyllis, Corydon and Amyntas, all the pleasant conventions employed. by 

writers of Pastoral, or all the "nonsense of Painters of Arcadia". 196 A 

more profound dissociation was. to occur later still, when greater 

attention was given to the formal appearance and technique of a painting 
than to its "instruction" or even to its subject. Narrative subjects in 

gen eral were no longer regarded as indispensable to paintings in the 

forefront of European practice. A concentration in art upon the hu an 
form itself, not to mention nthe manners" in civil society, could 

eventually be dismissed as an "illusion which the greatest of all Vestern 

peoples fixed so early and so indelibly in the European mind". 1911 Human 

involvement was no longer taken for granted, as it is in Genre scenes 

and - since by its very nature a Historical Composition is conceived as 

a narrative painting - in works in the Grand Style, the pinnacle of 

visual art in the classical tradition. 
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A contemporary criticism of Allan-the "ganoral lasio of the publiO-Man Is 
response-his edition of 'rho 6entle Shepherd '-Invon t ion and Instruction-the 
purpose of all the arts-his cycle of Historical Compositions-his 8.0odern moral 
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idiom-the 'final Scotch conluryv-lasf impressions of Allan's art, 
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"The manners not only of the age and nation in which x, e live, 
but of our city and family, stick closely to us ... 

these re 
understand, and can paint to perfection, " 

, Thomas Blackwell, 1734.1 

In 1797, a year after David Allan died in Edinburgh, a remarkable poem 

was published there. Its comprehensive title was daunting: 

Compliments to Painters of Eminence, Natives of Scolland; with a critical 
dissertation on the works of the present professors of that -charming art in 
this city, Subjects recommended, advice given, and hints to painiars of 
history, Landscape, and portrait, with .4 plan for their future information 
recommended, Jc, Jc# I 

P- 

That the "young gentleman" who composed the piece, wisely keeping his 

identity a secret, did not also presume to offer poets the benefit of his 

wisdom was surely a mere oversight rather than an indication of any lack 

of conf idence. In his Prefaco, addressed to "Gentlemen and Ladies", he 

cheerfully admitted that he expected the criticism of both. He certainly 

deserved it. The whole thing is remarkable for banality, heavy-handed 

attempts at irony, and the. utter absence of any artistic merit. Verse 

paragraphs are sprinkled with words such as "my lad", "faith", "I now 

declare" and "indeed" used as expletives to assist rhythm, and even then 

sometimes failing. Although the author had apparently "paid an implicit 

attention to the subject upon which I he had written I for thirteen years 

past", his researches add little to knowledge of the times: 

",., GAVIN HAMILTON, I now must own, 
Ye have deserv'd, and have obtain'd renown; 
And tears of blood distil from my heart's core, 
When I think on thy merits JACOB MORE, ' 

The "young gentleman" was on suýer ground, when reviewing local artists 

such as Skirving, Walker, Watson and David Allan, the late Master of the 

Trustees' Academy being allowed a much larger share of the author's 
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attention than anyone except lasmyth. Allan's young pupil "Grecian" 

Williams, for example, was hailed as a "skilful lad", and Raeburn was 

encouraged by the helpful dilettante thus: 

the Joshua of this land, "And RAEBURN, thou , Go on, and prosper, this is my command: " 

On turning to Allan, the young writer seems to roll up his sleeves and 

settle down with a magisterial air to some extended and decisive, if 

overly repetitive and hardly penetrating criticism: 
I will mention thee; DAVID ALLAN "Now , , Though death has conquered, and has set thee free, 

I like thy portraits not, but praise thy wheels, 
Thy highland dances, and thy rocks and reels: 
Let not thy landscape stand without a blot, 
And Presbyterian penance be forgot, 
Now DAVID ALLAN, I'll speak truth, and say 
Ye certainly had merit in your way, - 
I mean your walk or line for highland reels, 
And highland lasses spinning at their wheels; 
And highland dances, and for highland pipers; - 
But for your portraits take away the vipers, 
Oh God! that DAVID ALLAN's foul disgrace 
Should ever stand and stare us in the face, 

Put up his highland lads and spinning wheels, 
His rocks with tow, his benches and his reels; 
For love of charity, or what you will; 
For love of goodness, or for love of ill, 
Take down the portraits, and hang up a dance, 
Where pipers play, and lads and lasses prance: 
I will not blame you, DAVID, for I'll say, 
An artist cannot always have his way; 
And artists are not always rich; for few 
Can thousands upon thousands show to view; 
And what's still worse, they cannot live, without 
They have an eating and a drinking bout, 
So they must paint, whate', er folks have a mind, 
Whether they are, or they are not inclin'd, " 

Aside from the fact that the anonymous poetaster preferred Allan's 

rural Genr-e pictures to his portraits, "Pr-esbytez-ian Penance" being also 
dismissed almost with a shudder, the passage is interesting in that it 

echoes Allan's own complaint about the lack of encouragement for 

Historical Painting, made public in the dedication to Gavin Hamilton of 

The Gentle Sbepber-d. To some extent the complaint was conventional, 

perhaps mandatory far any writer upon the arts at the time, but it does 

serve to remind later readers how social circumstances then prevailing 

exerted influence, an an artist's works, not least in. that he would. ýave to 

paint whatever the public had a mind to see, whether or-no he liked it, 

if he were to survive. Reynolds had chosen a path not only more suited 
to his particular genius than to that of a History Painter, but one more 
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suited to the taste of the times in which he lived, and Fuseli, knowing 

that the "artist and the public are ever in the strictest reciprocity", 

recognised the drawbacks of such a relationship as well as the advan- 

taSes. 3 Allan had a keen awareness of the society in which he lived, and 

an equally acute understanding of the people for whom his works were 

created. That consciousness of "the general taste of the public" which is 

so evident in his preface to The Gentle Sbepberd' enabled him to set a 

course closer to the one he was originally "inclin1d" to follow than some 

critics imagined. In his practice of that "fine art of painting, which [was) 

all [his] comfort and greatest pleasure", Allan achieved some kind of bal- 

ance between his ambitions and the hope of their realisation in a country 

where "public and great works in the historical line" were more highly re- 

garded in theory than in fact, more often encountered in collections of 

prints from the 
* 
Old Masters than in exhibitions of contemporary pictures. 4 

The influence of current tastes upon Allan's art is most immediately 

obvious in works from his years in Italy, as might be expected; he was 
then only in his twenties. The recipient of "advices" from Gavin Hamilton, 

and a prct6g6 of Sir William the British Envoy, he soon evinced an in- 

terest in the Antique and began to practise as a Neoclassicist, but he 

also experimented, upon occasion, with portraits in the manner of Dance 

and Batoni. In many of his other Italian works he certainly obeyed "the 

dictate of Fashion", his amusing or "curious" costume and Genre pictures 
being little more than additions to genres already popular, the satire 

occasionally evident in the "Roman Carnival" series a slight, and char- 

acteristically tolerant and good-humoured indication of one facet which he 

was later to highlight-6 In Scotland, too, Allan was initially employed 
in pleasing the "whimsu of a number of patrons with portraits and groups 
in "the small Domestic and conversation style", paintings which he 

described as "the means of everlastingly Joining frends together on the 

canvacell. r- Once he had achieved financial security by becoming Master of 
the Trustees' Academy, he turned his hand to subjects from Scottish 

history, verse and song; that is, to particular interests of his own which 

were also likely to appeal to his contemporaries. 7 Throughout his life, of 

course, he sketched characters and customs, city scenes and landscapes, 

those "groups of the manners" which he enjoyed making and which were con- 

sistently admired by his patrons and by the public at large. 

Fuseli's insistence that the "artist and the public are ever in the 

strictest reciprocity" does, however, imply a relationship much more com- 

plex than one sustained wholly by commercial transactions. Only the 

mediocre painter, or he of least artistic ambition or resolve, would 
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consent slavishly and unquestioningly to follow "the general taste of the 

public" when that taste, or, more accurately, that prevailing fashion, was 

for Genre, landscape, "Portrait, and still life", examples of the "little 

style" of painting which fell far short of Historical Composition, held by 

contemporary theory to be the proper object of those "desirous of gaining 
honour by the arts". 8 Not only was the artist aware of the taste of that 

public, that society, not only did he share many of its concerns and 
beliefs, it was, ideally, his purpose to educate, to "instruct by 

pleasing". 9 James Barry was not alone in thinking that "the interests and 

wishes of the public" ought to be in concert with the highest reaches of 
the arts and greatest endeavours of the artist, nor was he alone in being 

disappointed. 20 Allan's own disillusioned remarks on the lack of en- 

couragement for Historical Painting in Britain, together with the great 

popularity and subsequent influence of his Genre scenes and Conversation 

Pieces, might easily suggest that he had indeed trimmed his canvas to 

accord with current demands and thus neglected "the nobler departments of 
the arts". " I nstead, he found in popular material the stuff of truly 

didactic and often Poetic painting. 22 In the public statement conveyed, as 

was not unusual, in a dedicatory preface, he sounded several carefully 

chosen notes, confident of the echoes which these would raise in his 

readers' minds and of the response which would thus be generated. 23 It is 

not only in his edition of The Gentle Sbepberd that Allan's having derived 

advantage from contemporary expectations may be demonstrated. His re- 

cognition that he, like any artist, was dependent upon public taste did 

not involve the renunciation of his early intentions. He might have made 
the most of his plight in a letter to the Earl of Buchan, protesting too 

much about his being forced to copy "Gothick wigs ... per Vivere", but 

then, "Poets and painters hae liberty to lie". 14 As Johnson wrote in his 

appraisal of Shakespeare: 

"In order to make a true estimate of the abilities and merit of a writer, it 
is always necessary to examine the genius of his age, and the opinions of 
his contemporaries*, Is 

As it is for writers, contemporaries would have agreed, so it is for 

painters. Sufficient evidence showing that Allan was held in high esteem 
by those who met him or encountered his work has already been adduced. A 

true understanding of his consistent purpose, no less than an estimate of 
his merits, depends upon an examination of his pictures in the context of 

contemporary ideas in several fields. 

Allan's "series of designs, illustrating the different scenes of a Justly 

admired Pastoral", Allan Ramsay's The Gentle Sbepberd, was, then, conceived 
not merely as a set of pleasant rural images, but as a sequence of 
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pictures which, capable of both "pleasing and instructing", would thus com- 

plement the text in all things. The didactic nature of the plates, perhaps 

sufficiently obvious to their first public because of their being coupled 

with Ramsay's well-known play, is in any case made clear to later ages by 

Allan's preface. After all, any artist's intentions are not to be divined 

solely from his works, but also from evidence of the views which he held, 

whether recorded in public statements such as this dedication to Hamilton, 

private letters such as those which Allan wrote to Buchan, or any account 

received from those to whom the man was personally known. Less precise and 

particular, but not unreliable, are the impressions which may be extrapolated 
from the views held by his social acquaintances. As has been demonstrated 

in connection with works from throughout Allan's career, his contemporaries 

were "naturally led to run a parallel" between the rural simplicity and 
innocence surviving "uncurruptit" in their own day, and the virtue and 

magnanimity characteristic of ancient times. 16 As has also been de- 

monstrated, such an association was of peculiar importance in Scotland, and 

was there maintained with particular tenacity. 27 As is to be shown, Allan's 

later Scottish work is not only possessed of such an air of ingenuous 

simplicity. it was literally informed by his own thoughts on these con- 

victions. Such properties are most strongly apparent where Allan is most 
distinctively national, in his many illustrations to Scottish verse, illus- 

trations instinct with the conclusions which he had reached. 
In the text of The Gentle Sbepberd itself, of course, there is specific 

didacticism in plenty. Ramsay's audience could bear his praise of hamely 

fare and simple life, his criticism of worthless landlords and debauched 

and degenerate aristocrats, a convincing evocation of the country and its 

speech counterpointed by his idealisation of a' stalwart, pious, honest, 
Scottish peasantry. Ramsay, clearly in some things a disciple of Knox, re- 
lentlessly stressed the worth of education, both in making everyone fit for 
his place in society and, in a greater perspective, allowing the nation to 

assume with confidence its rightful place in a wider, European theatre. Patie 

symbolically puts aside his "landwart cast" and enters the world for which 
his learning drawn from the "wale of books" has prepared him, and which his 

gentle origin now permits him to enter fully. In Allan's day, the play cer- 
tainly was the thing in which these strands were played out in precision of 

words and unrolling of action, with his set of plates impressing, in visual 
form and for a fortunate readership, at least some of Ramsay's concerns, as 

well as enhancing the "delightfuP vehicle of such instruction. 
Like poetry, painting could itself be defined as "an imitation chiefly of 

men and mannerd, subjects being properly addressed to the intellect through 
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the sense. 213 In the cycle of Historical Compositions in which his art 

attained its greatest weight and maturity, Allan's choice seems to have been 

governed by a desire to trace the origins of the present in the events of 

the past as well as by the more apparent and typical intention to appeal 

to the "certain and regular causes by which the imagination and passions of 

men are affected" by showing people in circumstances which powerfully en- 

gaged the public interest and sympathy. 19 The instruction to be gained from 

artistic representation of human action was essential to human culture: 

"Historic plans, when sufficiently distinct to be told, and founded on the basis 
of human nature, have that prerogative over mere natural imagery, that whilst 
they bespeak our sympathy, they interest our intellect, We were pleased with. the 
former as men, we are attracted by this as members of society: bound round with 
public and private connections and duties, taught curiosity by education, we wish 
to regulate our conduct by comparisons of analogous situations and similar modes 
of society: these History furnishes', 20 

Adam Ferguson, stating in his rigorous Essay on the History of Civil 

Society that people were "to be taken in groupes, as they have always 

subsisted", not only represented each person as existing in the context of 
his society, but each society as existing in the context of its time, and 

the race in that of its history: 

'one property by which man is distinguished, has been sometimes overlooked in the 
account of his nature, or has only served to mislead our attention, In other 
classes of animals, the individual advances from infancy to age or maturity; and 
he attains, in the compass of a single life, to all the perfection his nature can 
reach: but, in the human kind, the species has a progress as well as the 
individual; they build in every subsequent age on foundations formerly laid; and, 
in a succession of years, tend to a perfection in the application of their 
faculties, to which the aid of long experience is required, and to which many 
generations must have combined their endeavours, 1 21 

The arts, when artists, endeavours were properly directed, had an essential 

-r6le to play in this process of cumulative improvement. Painting had 
"the glory of being a Aroral art, with extensive means, peculiarly universal, and 
applicable to all ages and nations, to the improvement and deepest interests 
of society, N 22 

Vhile "ocular demonstration carries more conviction to the mind of a 
sensible man than all the world could find in a thousand volumes", neither 
the Poetic recreation of the past nor a systematic study of the manners was 
to be conf ined to one art alone . 23 Hume referred to the f ixed character 
of things in a consideration of historical writing: 

'Mankind are so much the same, in all times and places, that history informs us 
of nothing new or strange in this particular, Its chief use is only to discover 
the constant and universal principles of human nature by showing men in all 
varieties of circumstances and situations, and furnishing us with materials from 
which we may form our observations and become acquainted with the regular springs 
of human action and behaviour 

.0 24 

Scott described his having dramatised Scottish history in similar vein, 
employing in Wavez-le7 a novel and appropriate image, the "great book of 
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Nature, the same through a thousand editionsm .2S In sum, painters, poets, 

pbilosopbes, artists of all kinds, recognised that, ' in "this gradual exal- 
tation of human nature, every art contributes its contingent towards the 

general supply of mental pleasure". 21- Every follower of the liberal arts, 

every true artist, welcomed the chance to take his just share in this con- 
tinuous advance, each fulfilling his "part to mankind and society" that "each 

in his place might contribute to the general welfare" . 2-7 

David Allan, in exercising what he termed *that fine art of painting" in 

pursuit of "the best moral effects", handed on to future ages not only a 

visual record of his own time and country but some indication of how 

current attitudes shaped an artist's understanding and interpretation of the 

world around him. 2-0 He seems to have found the philosophical theories of 
the day - theories of the origins and development of civil society, of 
language, poetry and music - particularly stimulating, and to have drawn 

encouragement from the willingness of his contemporaries to discover the 

analogies that one art bears to others. ' It was his good fortune that they 

recognised the importance of studying "the principles on which [a] work is 

wrought" rather than being content to admire "the superf icies", the immediate 

appearance of a picture or sculpture, as though the import of a poem could 
be divined from the shape of the verses on the page, or a piece of music 
instantly appreciated from the pattern made by notes upon the stave. 29 

In Allan's major representation of Scottish history several interests 

and influences are evident. Antiquarian research supported his drama of the 

unhappy heroine, symbolic of the nation and its fortunes. Mary Stuart, in 

Allan's cyclus, appears as both a historical and a Historical figure, in the 

first identity a worthy subject of Poetical painting, in the second r6le, 

played out on his canvases, a victim, a martyr caught up in circumstances 

still relevant to later generations of Scots. Appropriate as his choice of 

subject was, and worthy his ambition, Allan's level-headed decision to pro- 
fit from the vq8we of historical writing should not be overlooked. -50 Artists 

would derive greater encouragement, and paintings of this kind achieve a 
wider popularity, from the immense circulation of Sir Walter Scott's his- 

torical novels. This, however, lay decades in the future, and the interest 

would give rise all too often to what were really Genre scene$ in period 
costume, rather than truly Historical works like Wilkie's "John Knox dis- 

pensing the Sacrament at Calder House", or his "Preaching of John Knox 

before the Lords of Congregationu. 32 
In Allan's "groups of the manners in Scotland" there was, in addition to 

the novelty and suitability for engraving which he optimistically 
recognised, a deliberate moral import . 32 The didactic intention is overt in 
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his pictures of , those regular and characteristic events of the Scottish 

Kirk, "Presbyterian Penance" and "Scats Presbyterian Catechising", implicit 

in "The Highland Dance" when the recent writings of the Scottish Liter-ati 

and the influence of the Continental pbilasoples are remembered. 
There could not, then, be any objects more worthy of imitation than 

those which ordinary life presented daily to his view, or which the course 

of reading had made familiar and interesting to the people at large. Allan 

agreed, with Hagarth, that "Subjects of most consequence are those that 

most entertain and Improve the mind", and saw that "modern moral Subjects" 

found a ready market. 33 He knew, like Barry, that Historical Composition 

should be the dominant aim of any painter "desirous of gaining hanour by 

the arts" in his conveying "those sentiments by which the mind is 

elevated, the understanding improved, and the heart softened" . 34 His, own 

attention was turned an subjects f ram the Ancients and the Moderns, and 

from contemporary literature, an events from history, and an scenes from 
daily life. While distinctions are self-evident and often necessary, to 
divide Allan's oeuvre into discrete'areas of interest and activity is more 
convenient than accurate. That such a division, a separation of one facet 

of his art from another, is actually distartive becomes clear when an 
appropriate assessment of the artist is made, one which sets his work in 

a wider view of contemporary thinking and attitudes. Not only did the same 
conviction that worthy art should be didactic inform all his Histories and 
his major Scottish Genre scenes, there was in his later work a supervening 
patriotic purpose. When Allan reckoned with "the' general taste of the 

public", he did not - despite the 'impression given by his dedicatory 

preface to Tbe' Gentle Sbepberd - confine his attention to popular taste 
in pictures. He, like many another Scat, gained from contemporary thought 

on history, language, society and original genius encouragement to in- 
tegrate the national with the universal, and to find in the local material 
of general and timeless concern. As Carlyle was to put it a generation 
later, writing, more tersely than was his wont, of Allan's contemporary and 
brother in the arts, 

'a Scottish peasant's life was the meanest and rudest of all lives, till Burns 
became a poet in it, and a poet of it; found it a man's life, and therefore 
significant to men, * 36 

In like manner, Allan. was not indifferent to any aspect of human life. To 

paint incidents from the lives of Scottish peasants was not necessarily to 

paint scenes of "rustic drollery". 36 From both 'pictures and recorded 
opinions, an intriguing change in his attitude emerges in the years 
between 1780 and 1796. The "Highland Dance", it is true, may be seen as a 
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pleasant piece . 
transferring the delicacy of his pictures set on, Minarcan 

shares or among. Italian mountains to Scottish glens, recording and drawing 

inspiration f rom . customs literally f areign in both cases, customs, in accord 
with and reinforcing contemporary ideas about primitive, - societies. In 

recognising that his scenes of Scottish folk were new and entertaining 
and good for engraving, Allan seems still to have thought of himself as an 

onlooker, -recording the curious sights of the Highland "manners" - Allan 

was a Lowland Scot, it must be borne in mind - or providing f itting 
illustrations- to the rattling verse of Fergusson's "Leith Races". By the 
time he brought out his edition of The Gentle Sbepber-d, it is certain that 
his ideas had developed and matured. His "Just representation of ordinary 
Life" was undertaken for the purpose of instructing as, well as pleasing, 
and in - this case was specif ically presented as -a. union of the Scottish 

arts; Allan made sure that - his edition did not lack the sheet music for 
Ramsay's songs. It is true that, in calling attention to his having 

studied the characters and the landscape that had inspired "the Poet of 
[his] native country", Allan revealed 'a conscious, if sympathetic 
detachment, recreating an image of the Scottish countryside and its 

peasantry for the instruction of the townspeople whose tastes he knew 
best. The "common popular songs and national music", however, were 
familiar in both the country and the town, and were sung by advocate and 
tradesman, by ladies of condition and farmers of af ew acres. 37 In this 

music - to the contemporary mind the country as a whole was 
symbolically united, and Allan in his later illustrations ranged widely 
over. "the classic ground of Caledonia", recording the topography and dress 

characteristic of his native land. 38 In these songs too, side by side with 
the contemporary husbandman 

-and 
all his tribe were celebrated "Caledonia's 

ancestors", the nation's genie crystallised in a poetic account of the lives 
and fortunes of the people. 39 In Allan's last major picture, the "Penny 
Wedding", the viewer, in imaginatively Joining the celebration, effectively 
completes the social circle and, at least figuratively, sits side by side 
with the artist himself. By that time, the ordinary life which Allan re- 
presented was that life which he shared with the company; the subjects of 
his pictures were unequivocally his 

. 
11compeers, the common people" . 40 

Perhaps the most unfortunate and unjust assessment made of Allan by 

posterity is that which, misunderstanding the simplicity of his prýe- 
sentation, can see only humour in his pictures. Humour and infectious 

enjoyment there- is, but it is a humour amiable in - nature, an . enjoyment 
known to be -shared and inclusive. Allan neither descended to "mean, and 
low objects" nor stooped to such -a betrayal as presenting Scots peasants 
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as grotesque and voluble boors. 41 No major shift of sensibility is 

encountered or experienced in moving from the elegant dancing couple of 

the "Penny Wedding" to the greedy gleds feasting at the board-end, nor in 

looking from the sedate elderly guests to the birling dancer last seen at 

a wedding in Blair Atholl. There too, as important as the innocence of 

the Highlanders is their fundamental dignity, the dignity which can be 

seen as the natural attribute of every human being. no wever alien the 

Highlands and their inhabitants might have been to him, in Allan's 

estimation, from at least as early as that picture of 1780, to depict the 

peasantry was not necessarily to produce a comic piece, as it had been for 

many contemporary poets who made forays into Vernacular verse, and for 

Allan himself in his youthful drawing of "Rutherglen Fair". When one such 

poet congratulated the Aberdeenshire dominie Alexander Ross on his tales 

and sangs, for example, he rather self-consciously pointed out that 

'Thy hamely auldwarl'd muse provokes 
he for awhile 

To ape our guid plain countra' folks 
In verse and stile, ' 42 

Allan specifically distinguished his representations of "ordinary Life" 
from "paintings of low life and comic characters", and certainly did not 
wish to awake in each viewer a "conscious feeling of his superiority" by 

offering in these Genre scenes a flattering contrast with "polite" society 
and behaviour. 43 His years of study had inculcated in him that the proper 
aim of the artist, in justly representing nature and humanity, was not to 

copy literally and particularly but to express the general and typical. His 

recognition of what was thus characteristic - his understanding 
of costume was, of course, to follow from keen observation of 
numerous particular incidents, of many people, of the "manners" 
themselves. He was to paint life not as it was, but as it ought ideally 
to be. 14 Allan himself held in balance the demands of authenticity and 
delightful instruction, of artistic, poetic idealisation and 
accurate, "exact delineation", attaining at last a uniquely expressive and 
memorable vision of Scottish life. In his Genre scenes and illustrations 
of song and verse, a simplicity which was "naturally so amiable and 
affecting" never lapsed into vulgar "rusticity"; as the proverb had it, more 
pithily than Aristotle, "Poets and Painters hae liberty to lie", and the 

poise of these pictures is triumphant vindication. " 

Allan's observation of Decorum in the plates for The Gentle Sbepberd, in 

which the aspect of every member of the cast is appropriate to his, or her, 

age and station, character and dramatic function, was no less scrupulous 
than it had been, and was yet to be, in his Historical Compositions. The 
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six Vestals in one painting, for -instance, are representative not only, of 
their different ages but of the different parts they play in tending the 

sacred flame and nourishing an age-oldýfaith, their imparting or receiving 
instruction - being dedicated alike -to -the one cause. In Allan's 'later 
Histories, Xary Stuart is at one moment shown as a monarch directing her 

army, at another seen asýaRoman Catholic martyr enduring privation and 

persecution at the hands-ýof brutal or insidious nobles, her subjects only 
in name. Allan conducts - the viewer - through this cycle 'with consummate 

skill, the several - iconographic traditions - -with which he was familiar 

being assimilated effortlessly -to the greater, unifying conception. 

,A similar familiarity with tradition - is everywhere evident in the 

final, ambitious scheme -to provide illustrations to many "Celebrated Scats 

Songs". These pictures reveal Allan fully in command of his expressive 

powers, turning without apparent effort from aný- episode of tragedy or 
dramatic conflict to a scene of rustic' courtship, drawing with ýunerring 
accuracy an aged 'knight or'a greiting lassie, a "sprightly youth or a 
languishing lover", -integrating all this- infinite --variety in one great, 
inimitable design. 416 Once again, the scheme is a reflection both of his 

own interests - and of prevailing 'taste. Smollett's 'party of Velsh and 
Englishý visitors discovered that "the Scotch Ewerel all musicians", an 

observation, confirmed by the record -kept by, Captain Topham. 4'7 

.- As has been - demonstrated, perceptions of the - Scottish- songs were 
inf luenced 

- by 'a complex of beliefs and attitudes, one of - the, most revealing 

of which was the conviction'that they were -not long for, the world, a con- 

viction growing from their being intimately connected with, even symbolic 

of a way of life that was definitely, unavoidably changing. 40 Arnot,, - in 

his Hlstor7- cf. Edinbuz-gb, having referred, to "the manners of the 
Caledonians, as represented by, Ossian", was not alone in lamenting "how 

widely succeeding ages, in a more advanced stage of society, deviated from 
the virtues of their ancestors",. a lament of peculiar intensity when the 

consequences of agrarian Improvement and the Industrial Revolution were 
recognised. 49 Others besides Allan would have seen the implications for 

national song of Villiam Robertson's observation, 
'the dispositions and manners of men are formed by their situation, and arise 
from the state of society in which they live, The moment that begins to Yary, the 
character of a people must thangel, 60 

That is, once the way of life long followed in the country was abandoned, 
the songs would be forgotten. For ages they had been an intrinsic part of 
that life, not only in a social but also in a practical light. Kirns and 
rockings were regular and en Joyable interludes in the seasonal round of 
country people, but the tenting of sheep and the herding of stirks, and the 
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communal labour of reaping, or of ploughing with a team of owsen, or, among 
the womenfolk, of fulling a wab of plaideu,, were all accompanied by cus- 
tomary music or song. 61 Once lost, these songs, would never be revived, and 

with them would --die ý the last living reminder of "that natural strength of 
Thought and Simplicity of Stile our Forefathers practised". 152 - 

ý As has also been demonstrated, the contemporary- perception of these 

songs cannot accurately be seen as no more than -a nostalgic yearning f or 

a Gowden, Age lang tint but - in -a manner likely to have been appreciated 
by peasant and merchant, scholar and ballad-seller alike -- as .af ocus f or 

national, - sentiment and identity. -A parallel to the recognition, that "among 

the monuments remaining of the ancient state of nations, f ew are more 

valuable than their poems or songs", the Scots songs could fittingly be 

considered "a communal and racial product, the - expression, -in - musical 
idiom, -, of aims and ideals , that- are primarily national in 

character'l. r-3 Because these songs, the distillation of the music 

and language of the common people for centuries past, were so 

strongly identified with the nation itself, -the expected loss, was doubly 

to be deplored. 

-Robert Fergusson's "Elegy, an the-Death of Scots Music" is the finest 

expression of that undue pessimism about the survival of a truly Scottish 

idiom in music and song. - Superficially a complaint against the, vogue of 
foreign compositions, and of the-excessively artificial decorations with 

which some admirers of- Italianate fashions had even elaborated Scottish 

melodies, the poem has at its heart, as so often in Fergusson's work, a 
lament for 'the past, a past representedý by "Songs- that were pictures of 
the good old times". 54, Together with suspicion of radical social change 

consequent upon agricultural developments there was also, for many, the 
fearý of Scotland's being - or of its having been "absorbed into a larger 

and more powerful countryu: 
"On Scotia's plains, in days of -yore, 
When lads and lasses tartan wore, 
Saft Music rang on ilka shore, 

In hamely weid; - But harmony is now no more, 
And am sic dead. ... 

Now foreign sonnets bear the gree, 
And crabbit queer variety 
Of sound fresh sprung frae Italy,, 

A bastard breed! 
Unlike that salt-tongu'd melody 

Which now lies dead, ' 
There again is the implicit superiority of hanely stuff, be -it music and 
song enduring since a "Tine out of Kind", raploch hodden grey or, halesome 
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brochan, to "the fine -Flourishes of new Musick imported from Italy and 

elsewhere", "imported -Trimming, upon our Cloaths", or "sauce, ragouts, an' 

sic like trashtrie", all, the last having, of course, been "ushered into the 

World merely to catch the eye of Fashion in her f renzy - of a day". 56 - There 

again the native product is hailed as being closer in its simplicity to 
the contemporary' idea of ancient purity than were costly and exotic 
imports. This vision of unadorned nature was not only an idealised and 
sentimental account of Scottish peasantry - an the brink of, major change, it 

was a reminder of a time when Scotland could boast its freedom Obefore 
base foreign fashions -interwove" . 157 At the same time as he echoed a 

widespread pessimism about the demise of Scottish music-and song, and, by 

extension, language and nationhood itself, Fergusson looked on Scotland as. 
had Ramsay before him, "del ighted to call to mind its ancient honours, 

while'it held the rank of a distinct kingdom". 1-8 Fergusson's invocation of 

, 
the "Caledonian garb" is more pointed "even than Ramsay's; the Dress Act 

was not repealed until almost decade after his death. 59 

The identification of anbient manners with natural simplicity, natural 

simplicity with the haneil lays and hamely fare of the Scottish peasantry, 
could create one unfortunate impression an the contemporary mind, however 

satisfying to Scots was the initial elevation of the "distinct national 

style" of . musical expression. 60 It is hardly a complex variation on 
Ritson's approach to notation, itself growing directly from the anti- 

quarianism characteristic of the eighteenth. century, to decide that, as 
singers', memories stretched further back into the past, the more ancient 
the airs and verses they recalled, the more primitive the Onanners" these 

celebrated, so too the more tz-uly Scottish these particular songs 
were. 16 I The songs, as a body, could be seen as something f rom the past 
to be preserved as--exactly as possible, no longer a living tradition kept 

alive and strong by the active contribution of the present day. Once more 
the Scottish songs, or attitudes towards them, were symbolic, revealing 
finally,, in some quarters, a loss of confidence in, or the refusal of a 
commitment to the continued existence of a, coherent and recognisable 
national and cultural identity. On the other hand, and at the 

same time, Scots who, like 
. 
Burns, saw "the common people" as . 

"Nature's 
Judges" demonstrated a faith in the Volk which allied them both with 
contemporary and earlier historicist criticism and with the growing 
awareness of nationhood and shared cultural inheritance which was to 
have its most prof ound ef f ects 

. 
in 

, 
Continental Europe. " 

That a, tradition had existed since a "Time out of Mind" need not imply 
that its day was done. In Allan's own day, the "great events of Greek and 



374 

Roman fable and history", to some of which the Scots songs could be 

readily compared, were in no danger of "losing [their] credit" among people 

of taste and learning. C. 3 The equivocal attitude of many of his con- 
temporaries towards the antiquity of the national tradition in song, as 

also towards the "old Scotch dialect", may be strikingly contrasted with 
perceptions of the Antique, perceptions which he shared. 64 The achievements 

of antiquity were seen as precedents for present emulation, the first and 

greatest triumphs of a tradition inherited by later European society and 

culture. Ideal, sublime in themselves, these works, valuable "monuments of 
the ancient state of nations", were properly to be regarded as stimuli for 

new creation, not as artefacts from a dead age. 6-15 To allow the Scots 

songs a similar r6le was to do no more - and no less - than follow the 

same principle in a different situation. It was, after all, by 
'the analogy that one art bears to another, that many things are ascertained, 
which either were but faintly seen, or, perhaps, would not have been discovered at 
all, if the inventor had not received the first hints from the practices of a sis- 
ter art on a similar occasion, The frequent allusions which every man who treats 
of any art is obliged to make to others in order to illustrate and confirm his 
principles, sufficiently shew their near connection and inseperable relatim, 66 

A distinctive development of the eighteenth century was the 

appreciation of scenery, whether tastefully modelled by the landscape 

gardener or discovered in all the sublimity of unadorned Nature. Of 

particular importance in this appreciation was the judicious choice of a 
viewing-place, in order that the different features of an area would form 

a picturesque composition when seen from the correct angle, or indeed when 
captured in a "Claude glass". The ponderous, moss-clad ruins of an ancient 
keep and the thatched roofs of a little village might be depicted, in 

perspective, in the same part of one landskip, though another, painted from 

a viewpoint removed by only a few yards, would reveal the miles between 
them. Just as a water-mill or alberg-o might occupy the foreground of a 
Vista of the Campagna. and its classical ruins if the viewer stood at one 
vantage-point, so too it is possible to see in a different light and in a 
different relationship Allan's modern Scottish subjects and those which he 
drew from Scottish history, when a more appropriate viewpoint is adopted 
than one which allows them only to be seen as distinct from one another 
and in necessary opposition. That viewpoint, of course, is the one to 

which contemporary writings will lead the later critic. 
One of Allan's greatest strengths was his power of combination. He was 

neither the first artist to treat national subject-matter in a classical 
manner, nor even the Only Scottish painter to unite the classical and the 
national . 657 Among the works of his own contemporaries and friends there 

were Hamilton's Historical painting of the abdication of Mary, Queen of 



375 

Scats, and Runciman's epic work at Penicuik, with its classical motifs and 

reminiscences of Michelangelo a fitting parallel to the European fame of 
Macpherson's free translation and adaptation. " Allan was, however, the 

first Scottish painter to unite classical feeling with vernacular subject- 

matter, as Ramsay had done in verse with imitations of Horace as well as 
the' resettling of ancient Pastoral devices in the Pentland Hills, and as 
Fergusson had hoped to do with his proposed translation of Virgil's 

Eclogues and Georgics. 69 Allan's learning and his temperament, his 

patriotic determination, led to his understanding of how the Antique and 
the Vernacular, offering similar attractions to the contemporary mind and 

upon occasion identified together, could be integrated in a way that would 

provide a worthy counterpart to Ramsay's achievement. Allan was well aware 
that, in The Gentle Sbepberd, the "Poet of Ehis] native country* had been 

concerned with much more than "the imitation of agreeable nature". Ramsay, 

both in his original poetry and in his. drawing attention, like Watson, to 

the, works of the Xakars and the Castalians, and to the lays of many for- 

gotten minstrels, had proved to Scottish poets of his own time that it was 

possible, while remaining conscious of a distinct identity and idiom, to 

draw inspiration from the Classics and from the works of later European 

poets, and thus 
, 

ensure the continued vitality of a native tradition, 

neither slavishly imitative of foreign and ancient models nor thrawartly 

confined to regarding only its own past glories. His imaginative re- 

creation of, an earlier tine, like his feeling for "the days that are 

past, and that exist no more", was not the product of a merely nostalgic 
longing. 711 Ramsay, and Allan after him, found in the life and'leid of the 

common people the most powerful expression of a national identity. 71 

His set of plates, for Ramsay's Tbe'Gentle Sbepberd was, with the poss- 
ible exception of "The Origin ýof Painting", Allan's- best-known work. His" 

series of "historical peices from the life of the unfortunate Queen Mary" 

was his most sustained endeavour, a handful of Genre scenes his most 
popular and'influential undertaking, but in his 'numerous illustrations to 

Scottish songs may be found more of the essential David Allan'than in any 
of his other works. 72 In these, 

- 
the occasional union of, classical with 

vernacular was particularly fruitful. The subject-matter, of course, was 
immediately recognisable as Scottish but - forbye the similarities with 
the Classics which might, in the spirit of the Spectator', be found among 
the Ballads, or the parallels which might even be drawn "between the 

antient Greek musick, and our Scots melodies" - the situations were truly 

comprehensible to all ages, especially when expressed by those "peculiarly 

universal" means possessed by the pain'ter. 73 In settings characteristically 

1. -1 
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Scottish, Allan's motifs were frequently classical. The vocabulary of gesture 

and posture which he employed, like the cast of archetypes which he 

developed, bears ready witness to his early training "in the invention 

groupe", in Historical CoMpoSition. 74 The artist who drew a lassie greiting 
Yurz XVII f or the days when she and her dear shepherd had been sae merry had also, 
. FJ8WV 280 
F18MV 4 years before, copied an ancient picture of the unhappy Ariadne abandoned by 

5 Theseus. Having impressed with a tiny Bacchante the soft seal of a letter, 

231 Allan saw in fancy the form of Maggie Lauder dancing from the wax75 

His having devoted so much of his attention to these illustrations is 

not truly to be seen as Allan's wish to interpret Scottish subject-matter 
in the light of his academic training. Neither was there any vernacular 
tradition in subject-painting with which. he could restore links and 

maintain continuity, as poets had in their comparable f ield attempted and 

achieved. Allan demonstrated that the Scottish painter could f ind in- 

spiration in the traditions, the legends, the history of his own country, 
bringing his own touch to the parallel of Painting and Poetry. Like the 

"Song of Homer" and the "Odes of Horace possessed of qualities which never 
failed to afiect the "imagination and passions" of listeners, the Scots 

songs had themselves "pleased different ages and different countries"7r, As 

Adam Smith had written, with typical simplicity: 
'A well-contrived building may endure many centuries: a beautiful air may be 
delivered down by a sort of tradition, through many successive generations: a 
well-written poem may last as long as the world; and all of them may continue for 
ages together, to give the vogue to that particular style, to that particular 
taste or manner, according to which each of them was composed' . 77 

Again, Allan's achievement was original only in that his means of ex- 

pression were visual. Ramsay had shown that Scotland's "good old Bards", in 

describing the "Fields and Meadows" of their own country, were but 

following the example of the Ancients. 78 Adam Ferguson wrote f ondly of a 
time when the Classics had been not only modern, but popular. when 

"the passions of the poet pervaded the minds of the people, and the conceptions 
of men of genius being communicated to the vulgar, became the incentives of a 
national spirit, 

"A mythology borrowed from abroad, a literature founded on references to a 
strange country, and fraught with foreign allusions, are much more confined in 
their use: they speak to the learned alone; and though intended to inform the 
understanding, and to mend the heart, may, by being confined to a few, have an 
opposite effect: they may foster conceit on the ruins of common sense, and render 
what was, at least innocently, sung by the Athenian mariner at his oar, or 
rehearsed by the shepherd in attending his flock, an occasion of vice, and the 
foundation of pedantry and scholastic pride, ' 79 

Conscious of such precepts, encouraged by contemporary antiquarianism and 
historicism, by perceptions of music, literature and "civil society", the 

modern artist could, then, turn with confidence to subjects drawn from 
his own country and its history. Allan was certainly not alone in painting 
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episodes from national history, but his great effort in song- illustration 

was, in its extent, unique. He had, of course, one inestimable advantage 
in entering into "the marrow, of his subject". 190 - He was not addressing 
the "real or poetical histories -of ancient times", but illus- 

trating songs both time-hanoured and still current; - in Allan's day, "the 

Scotch [were) all musicians". 81 

,, If some ancient bards had ýý indeed been content to, leave "great verse unto 

a little clan", if Homer had truly been a wandering ballad-singer. then the 

finest works of Scottish song and story, works springing from a rude time 

and an unlettered people, could Justly claim to speak or, embody "great 

thoughts" similar to those 'identified in the classical legends which 

provided much of the stuff of- contemporary History, painting. 62 There 

was, however, in the Scottish songs, forý Allan and for others, something 

more. Ramsay had, long , before, written that "the Spirit of Freedom 

that shines throw both the -serious and comick Performances of our old 
Poets, appears of a Piece with that Love of Liberty that our antient 
Heroes contended for, and maintained Sward in Hand". 113 

In Scotland, the association of -present rural simplicity with ancient 

virtue was persistently stressed. The principal expression of such an 

enviable state was generally held to be "the common popular,, songs and 

national MUSiC11.194 At the same time, as has been indicated, the -language 

itself must "merit some regard". 81- For some Scats, the vernacular 

tradition was a vital link with the land and-times which they myence held 

dear". Scotland as they believed or represented it to have been in mthae 

blest days" before the Union of-Parliaments brought in its train a I'menzie 

of destructive ills". 116 This tradition. for reasons that are not far to 

seek, was most eidently maintained among those of Episcopalian or Catholic 

backgrounds, poets 'and scholars often of marked Jacobite leanings, a 

fraternity with which Allan, at, least as early as his years in Italy, 

certainly had some connection, and a view with which he clearly had some 

sympathy . 67- The-Literati, the "Moderates", the Whig ascendancy in Scotland 

might be disdainful of what they thought provincial, or even be quite 

ignorant of some of their country's history and literature, -but the 

Scottish *language and, the Scottish, past could be interpreted by others in 

a way radically different from theirs, a way which drew strength from 

associations with European thought at the same timeý as it bore dis- 

tinctively Scottish artistic fruit. 619 Since at least, the beginning of the 

century, Scottish antiquarians had identified the "Vulgar" speech of their 

own day with the language of earlier Scottish verse, either recently 

published in anthologies like Watson's Cbolce Collection and Ramsay's 
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Evergreen, or, especially in the case of Lyndsay's more humorous writings 
and Blin Harry's Vallace, still current among the people at large. 851 A 

scholar of 'the stature of Thomas Ruddiman recognised and exploited the 

significance of 'Bishop Douglas' Eneados, this early sixteenth-century 
translation "into' Scottis Verse" being , reckoned the foremost 

accomplishment of Scotland's "Good old Bards". 90 The Xneid, that great 
myth of the ý founding - of a state, had been rendered' into "the langage of 
Scottis natioun" long before the Union of Crowns, '- the - Reformation,, or even 
Flodden wrought -each its disruption in Scottish- life and culture. If 
Douglas frequently referred to the difficulties of following, the text and 
emulating Virgil's "ornate bewte" in - another language, the action - and, 
import of the-epic itself, the wanderings and "nekil pyne"'of Aneas, could 
nevertheless be imagined the more vividly in a, countryside and seascape 
keenly observed and closely described. 911 Scots of the eighteentb century, 
therefore, could, , if they chose, recognise the 'riches of 'the existent 
literature founded'on references to their own country and 'its history, and 
acknowledge that' the work of a Scottish'poetý even when it related the 
deeds of Virgil's gracie 'hero, was the more immediate for its' being 
written in the language of the people. 'No' doubt Fergusson,, like Douglas 
before him, 'wouldýhave drawn on the landscape, with which he was familiar 
for the setting of ý,. his own versions of - Virgilian texts, the, ancient made 
more immediate by a 'Judicious use of the local, ' the ideal translation a 
balance of the classical and the characteristically national. 

Although Adam Ferguson's* purpose, in considering the fables of ancient 
times, had, primarily been to "look 'for' the -original character of mankind* 
in the-legendary history of various lands, his reference to the reputation 
enjoyed and,, the influence exercised in their own day by those of "the fin- 
est talents" occupies a critical point in his discussion. 92 ' The principal 
object of anyýartist is to address his contemporaries. Not only was the 
language of earlier Scottish verse identified, in Ferguson's lifetime, with 
the living speech of the people, and the writings of the Vernacular poets 
hence made part of a coherent tradition, the events of Scottish history, as 
recorded in these earlier works or interpreted by "men of genius" in the 
eighteenth century, could -themselves be employed as "incentives- of a 
national spirit". 93 The deeds of Wallace, for, example,, Scotland's Ogreat 
Patriot-hero! ill requited Chief! ", for long enshrined in popular memory, 
were regularly -rehearsed throughout the, century. 94 David Allan had already 
set bis particular art in one, great continuum, the Classical tradition in 
painting. , His 'associations with exiledý Jacabites , in Rome may have 
contributed to a "keen sense of historical -continuity" within his own 
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nation. 95 Employing "much of his attention" on -the "antiquities, and 
literary history of his country", Allan had also determined to play his 

proper part as a man of genius, to follow -the lead already given by his 

country's poets. 91- The preface to his edition of The Gentle Sbepbez-d was a 

public statement of the intention which found pictorial expression in well 

over a hundred works. 

- Virtually from ý his return to, Scotland, but particularly after obtaining 
financial security in the position of Master of the Trustees, Academy, Allan 

set out to comprehend - in his own ý field the most important national 

material which occurred, to him, -giving with, his art unity and order to 

diversity. There was limitlessý inspiration in the legendary past of the 

Ossianic tales, the heroic days of Otterburn and the battle of Largs, or 
the Wars of Independence under the guardianship of Wallace and the 

eventual leadership of the-Bruce. Closer to his own day were the religious 

and political conflicts of the foregoing century, the events and characters 

of 1689,1715 and 1745 which had been commemorated in popular song and 

scholarly verse. 97 Above all, there was the -crucial 'reign of Mary Stuart. 

With the Reformation, much more was damaged than places of worship; the 

country's artistic links with continental Europe being weakened. and, at 
the same time, a disproportionate English influence in Scottish affairs 

allowed, the cultural tradition was as impoverished as the legitimate order 

was threatened. 911 By Allan's day, the injured Stuart line was gone,, but 

continuity with an earlier Scottish culture had been restored ý by the works 
of the Vernacular poets, and the sister art of painting would not, he 

decided, be found wanting. 99 In approaching the poetry- of his own times 

as part- of the fulfilment of this design, guided by- his esemplastic 
vision, Allan looked to all - airts' of the kingdom, finding in Aberdeenshire 
Ross's Helenox-e, a- poem in the Buchan dialect and of interest primarily to 

a local readership. Zoo ý Recognisingýthe power of, The Poems of Ossian, the 
Son ol' Fingal and seeing - how these Gaelic tales - once rendered into 
Macpherson's great ralling phrases and sonorous cadences - had -been 
received as a national epic, Allan, was tempted into preparing two sets, - of 
illustrations, a business for which, in striking contrast -to Runcimanf he 

was by no means temperamentally suited. Allan's genius was at its best, in 
treating of other "native legends", in evoking those lyrics "familiar, from 
the cradle, to every Scatish ear". or in depicting "the -loves, the Jays, the 

rural scenes and rural pleasures of [his] natal, Soil". 11" I 
His extraordinarily wide-ranging art, its diversity already nascentý in 

his Italian years, flowered gloriously with his return to Scotland. Like 
those good old bards of former ages and many lands, - like, painters of 
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his own and other times, Allan revelled in taking the life which he saw 

around him as the inspiration for art, shaping ordinary events into 

creations as unique and Poetic as the pictures which he drew from history 

and verse. It was a highly personal achievement, and truly remarkable in 

that one artist should confidently and publicly, with no appearance of 

strain or incongruity, treat subjects ranging from a penny wedding-to the 

abdication of a queen, from coalminers returning after the day's labour to 

views of Leith Races, from illustrations of Scottish poetry and song to 

scenes of lead extraction, from an "Oyster Girl" or "Taylors at work" to 

Lady Charlotte Erskine or the Cathcart family at play. Portraits there 

would always be, paintings derived from history and contemporary 

literature were to become increasingly popular among the "common mis- 

cellaneous public", while Genre scenes of comical or sentimental rustics 

were long to preserve a rural myth in the midst of an expanding and 

merciless urban reality. 

Both the Atholl family group of and the pictures of the "Highland 

Dance" were ironically prophetic of what was to become the typical, almost 

the only view of Scotland as a whole throughout the following century, the 

established rights of the gentry and aristocracy enduring amidst a society 

of couthy and picturesque "bodies", presented as two sides of the same 

coin, the currency of a social order represented as stable and 

harmonious. It was a wilfully partial view, but it was what "folks had a 

mind" to buy. 1112 The woods of Arcady were dead even in Allan's time, but 

the idealised existence claimed for primitive people, that secular faith in 

the noble savage, an interest which supported and may have suggested his 

own depictions of the Highlands and pastoral Lowlands, was then a living 

topic of debate in the world of Belles Lettres, not a sentimental, wistful 

retreat from a grey world of industry and commerce into mythical 

northern "regions of peace and pastoral felicity" . 103 

Allan's art is at its best and most characteristic a consummate union 

of many ideas, a personal 
. 

fusion of motifs and influences from many 

sources. Always aware of the "great affinity" between the liberal arts of 

poetry and painting, and recognising in the work of the Vernacular poets a 

reflection of what he had read in Herd's Ancient and Modern Scottisb 

Songs, that "every nation, at least every ancient and unmixed nation, ' hath 

its peculiar style of musical expression, its peculiar mode of melody", he 

saw that Scotland ought likewise to have its own "distinct national style" 
in pictorial art. 104 By happy, circumstance, he was, even before his return 
to Scotland in 1779, a painter ideally suited to develop such an 

appropriate style. Being attracted by that purity thought characteristic 
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of, antiquity, and having adopted a style of notable austerity for the 

representation of ancient subjects, he would have found no difficulty in 

adapting that apparently nai've style to the depiction of scenes of the 
Scottish ý peasantry ý and to the - illustration ý of the country Is songs and 
ballads. 111r* Throughout all the diversity of Allan's art may be traced 

a unifying harmony, a balance of different emphases so subtly managed 
that "no one part is found to counteract the other". 111r, His early thinking 

on the Antique bore later fruit, in contemporary Scotland, when, like the 
Vernacular poets, he evolved a style perfectly adapted 'to his expressive 
purpose. Since the Scottish glens could be regarded as a 'latter-day 
Arcadia, since their inhabitants, 

I , lasses chanting oer the piil, 
And shepherds piping in the dale', 

could effortlessly people Georgics set in northern climes while their 

melodies and songs, possessed of a "forcible and pathetic simplicity", 
flowed naturally and "immediately from the heart", then a style originally 
consonant with ancient times could eventually be seen as one equally in 

harmony with this contemporary I'SimpliCity". 107 By the end of the 

eighteenth century in Scotland, in Poetry as in Painting, the most truly 

and distinctively national idiom was an idiom seemingly demotic. 

Allan's "lang biding" in Italy may well have made him more sharply 
aware of the changes in his own land. 208 With the closing decades of the 

century, he must have become aware of a fragmentation in Scottish society, 
a growing separation greater than that of the lang Scats miles between the 
loans of the fermtoun and the causeys of the city, especially as the 

expansion of the New Town of Edinburgh ended the long-standing, enforced 
familiarity of "people of quality and fashion" with those "in humble and 
ordinary life". 109 Scott, barn in the capital in 1771 and later attending 
the High School and the University there, looked back from the 
vantage-point of Castle Street in Craig's New Town to the days when 

'in an Edinburgh land, a sort of general interest united the whole inhabitants, 
from the top to the bottom of these lofty tenements, Love and friendship-might 
communicate through ceilings no thicker than the wall of Pyramus; and as the 
possessors were-usually of very different ranks, charity had not fir to travel 
from home ere she found fitting objects of her regard, * 110 

From slightly later, Lord Cockburn' looked back with nostalgia an 
'former days, and "sighed over the society of Edinburgh at that period". "' He 

regarded with some incredulity the conditions and manners which had 
obtained at around the time recalled by Scott, when people "pigged together 
in the same 'Land, ' and had their main-doors within a few feet of each 
other on the same common stair", but concluded that the "Learning and 
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Elegance of the scene must have been set off by its contrast with the very 

recently softened barbarism of the country'Y-12 It was not only the con- 

trast between one age and another which gave to the past its allure: 

'This community has been made more interesting to a later generation by the1ame 
of some of its members, which always elevates the whole body, And the interest is 
deepened by its now being seen that the society vas shedding its lustre on the 
last purely Scotch age, Most of what had gone before had been turbulent and 
political, All that has come after - 

has been English, The 18th was the final 
Scotch century, We, whose youth tasted the close of that century, and who have 
lived far into the Southern influence, feel proud of a purely Edinburgh society 
which raised the reputation of our discrowned capital, and graced the deathbed of 
our national manners, No wonder that we linger with affectionate respect over the 
deserted or degraded haunts of our distinguished people, and that we feel as if 
we could despise ourselves if we did not prefer the memory of those scenes to all 
that is to be found in the commonplace characters of modern men, and in the 
insignificance of modern refinement, * 113 

Cockburn regarded this change in his society - that is, among "people-of 

condition" - as "inevitable". 1114 Deeply rooted in his ideal of preserving 

the "memory of Old Scotland" was the retention of the Scats language, but 

his natural feelings conflicted with his actual deeds. 21r- Though he might 

lament, with many a melancholy sigh, his attendance by the deathbed of the 

national manners, the glimpse of a persistent flicker of life in the body 

politic did not really inspire him to efforts at revival of the most 

devoted or consistent kind; the concern which he expressed for 'the Scotch 

accent and idiom", for instance, is not easily reconciled with the fact 

that he was among the founders of the Edinburgh Academy. 3-1-r- Such con- 

tradictory attitudes may be encountered in Korth Britons from some three 

centuries, but while Cockburn was distanced from the "lower orders" among 

whom the language - regarded either with indulgence as "picturesque and 

delightful" or with contempt as a "vulgar patois" - was "still" spoken in 

all its vitality and its variety of dialects, he was admittedly well placed 

to observe the "general current" of events in a greater, a historical 

perspective, and his words paint a bleak prospect: 
'The prolongation of Scotch peculiarities, especially of our language and habits, 
I do earnestly desire, An exact knowledge and feeling of what 

'these 
have been 

since 1707 till now would be more curious five hundred years hence than a similar 
knowledge and feeling of the old Greeks, But the features and expression of a 
people cannot be perpetuated by legislative engraving, Nothing can prevent the 
gradual disappearance of local manners under the absorption and assimilation of a 
far larger, richer, and more powerful kindred and adjoining kingdom, Burns and 
Scott have done more for the preservation of proper Scotland than could ever be 
accomplished by laws, statesmen, or associations, What can we retain if we cannot 
retain our very language? And how can we 

, 
retain our language respectably after it 

has become vulgar in the ear of our native gentility; after scarcely a single 
Scotch nobleman will keep a house in a single Scotch town; and after our soil,, - 
and especially our Highlands, are passing, rapidly into English hands? This is all 

6 117 very sad, but it is the natural course .... 
Cockburn's recognition of the peculiar significance of language is as acute 

as his apparent concern for the "manners", the costume, is commendable. A 
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living culture, however, is not one which specifically needs to be "pre- 

served". While any artist, - any poet or painter. may join with the 

antiquarian in saving the features of a time and a-people from oblivion, 

his proper part lies in the -contribution which he, makes, to the course or 

development of a culture, a tradition,. a national "school", as a con- 

sequence of his having observed the taste and society of his, own time 

with the object of "pleasing and instructing", of raising and enlarging 
the conceptions, of warming thetheart of each viewer or reader. 'Lle His 

importance to- future times will follow from success in his own. Thus 

Scott, Burns, Fergusson, Hogg and Galt in their writings, Marshall, 

Fraser, Mackintosh and the Gows with their collections of traditional 

airs no less than their original compositions, Raeburn and Allan'with 

print and painting, and a host of lesser figures in all these arts, either 
incidentally or of 'a heartfelt design, allow those of a later age to 

find in imagination the genius of their own, fixed for ever in their 

record of the sights, sounds, characters and events among which they 

themselves once lived. 

Almost from the day of his return to Scotland, Allan's home was 
Edinburgh, and his pictures, offering numerous glimpses into the city 

remembered by Cockburn, can often be imagined to hold an echo or two of 

the popular poetry of Fergusson. In these years, perhaps stepping from 

Writers' Court in the early afternoon and pausing for a few moments 
forenenst the High Kirk of St. Giles to watch as the merchants transacted 

their business, as ever, in the open street, or, in the evening, looking 

down on the High Street from the roams in Dickson's Close in which his 

studies were pursued, or to which his ill-health and the bitter eastern 

winds had all too often confined him, Allan may well have reflected that 

the just representation of ordinary life could have a purpose beyond the 

moral instruction of his own tlza. 229 Sir William Hamilton's archmological 
treasures, after all, had been the common objects of daily life in another 

era. Allan's thoughts may, with Justice, and some accuracy, be guessed. Half 

a century before, Hogarth had jotted down something of the sort: 
"also as it may be Instructive and amusing in future times when the customs 
manners fasheons Characters and Humours of the present age in this country may 
possibly be changed or lost to Posterity unless by this or some such means they 
are preserved to poStepityl. 120 

Whether or no Allan shared this particular obJect of Hogarth's, and 

whether or no he would have shared the views which Cockburn was later to 

express, may never definitely be decided. His remaining works, by in- 
dicating how keenly aware he was of everything around him, incidentally 
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suggest that he too, like so many of his contemporaries, may have f ound 
in the changes everywhere evident ominous signs of the dwyning of a 
distinctively Scottish culture. Furthermore - whatever his views on 
the compulsion exercised by the Law - he certainly did rejoice in the 

power of the Arts to persuade. Indeed, with his notorious fondness f or 
word-play, he might well have pointed out to Cockburn that, among the 
liberal arts, it was not only the ballads of a nation which could 
compensate the def iciences of its JaWS. 121 However unequal "legislative 
engraving* might be to the task of perpetuating national char- 
acteristics, the learned Advocate would have had to agree that an 
artist's burin could prove as effective as his pencil, his crayon, or 
his etching-needle in preserving to future time some features of a 
bygone age, and reviving, however faintly, the light of other days. 
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'S'e 

II Dr. Maty, Keeper of the British Museum, 3 

or, Maty, 

Sir, 

Rome, Octr the 611,1775, 

I have taken the liberty of offering to the Directors of the British 
Museum a portrait of Sr W!, Hamilton my Protector painted by me, my Gratitude and 
Regard for him has made me beg to do his picture as it may be of utility to me he 
has been so good as to give, me leave, 

I heartily wish to give a small Testimony of my respectful regard for him, 
who is a true lover and Promoter of the f ine Arts and protector of Artists, of 
which I have had the honor of a very particular share of his Generosity and 
Goodness in assisting me in the pursuit of my studys in painting, I have 
indeavoured to do his portraite as well as I can; And considering 'his great 
ingenuity and merit in making such a NobleýColection of interesting and beatiful 
monuments of Antiquity which are at present in the 8, Museum has induced me to 
think that a portraite oUthe worthy colector might very properly find a place in 
that colection, on this consideration I have ventured to offer the picture to the 
Directors, which if they thought the weak performance worthy of being put up with 
this colection,. voud do me an honnor and be of service to me as the work woud be 
seen, and I should be very happy if the picture should not be thought unworthy of 
their acceptance, 

I respectfully remain, Sit 

Your most obedl- Humble servlý 

David Allan 

P. S. I have enclosed the bill of Lading and hopes to be excused for sending the 
picture so large, but I have thought in fuly imitating his resemblance to the life, 
it was best to add likewise his Character as a man of taste; which is expressed by 
the different things about him, 

[Published in 'David Allin and the Hamilton portraits, J R. Fpcett Thompson, the Connoisseur 
Volume CLXXIII '1970, quoting from Trustees' Original Lelte; i and Paperr, Volume 1, Number 293.1 
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II [Sir William Hamilton, ] 

Dear - Sir, C6 Ilh November, 1780,3 

I c-onfess'that I have been' out'of my duty in not writing"before this time, but as it 
did not proceed only from blind neglect and not ungratitude, 

_I 
hope you will forgive me, 

By help of good Crichton who was so good as recommend me, furnished my house I tryed two 
years in London, but like many other artists I could hardly live, so I went to see my 
friends in Scotland and found employment for the summer, but had intention of returning 
to London, but fell dangerously ill at Edinburgh by the severe cold of the winter, which 
hurt my stomach and breast, so that I'was obliged to remain, On my growing stronger I 
got employment in the small portrait way and the Duchess of Athole was so good as to 
call me to the Highlands to paint their family in a group, whch I did. That pure air 
improved my health and has introduced that kind of painting, and has the prospect of 
being well employed in this way, The Duches's is most amiable and quite like the 
heavenly disposition of the late Lady Clathcart3, has three children, two girls and a 
charming boy, I painted them' on the green, with the Duke returning from the hunting in 
the Highland dress, his gun under one arm and in the other a heath cock which he holds 
out to the little marquis who is running to take it, The Duchess with the others sitting 
on a bank looking on, and in the distance Athole House with a view of the country, which 
please very well and figures about two feet high, Has done some other familys 
particularly Lord Hopes, It has pleased them so well that'they are so good as to invite 
me to live with them while about Edinburgh, So I stay there with them in the winter, 
and in the summer I paint familys in the country, which I is good for my health, In this 
time of war the arts go an slowly at London, and as I have employment here for some time 
I am incited to stay, and when both tired will try London once more, at present I can 
hardly get ten guineas a figure, 'but it is agreeable employment, and I get new friends 
who are able and willing to help me in time, 

I diJ at Rome a'-set'-of-'Drawings'in Bis r sements of'the Carnival tie" ýip-riiinUng*-the amu 
at Rome in 8 Drawings, which Sandby bought from me for London and he has executed them 
charmingly in aquatinta prints at a guinea-the sett, They take well and he will-make 
money of them, If I have health and time I intend to do groups of the manners in 
Scotland, which would be new and entertaining and good for engraving, I have painted at 
Athole for myself a Highland Dance as a companion to the Neapolitan, but the Highland is 
the most picturesque and curious, I have made a drawing of the General Assembly of the 
Kirk of Scotland with many portraits, would make a good print, Whatever way 
encouragement may go am resolved not to be idle, Mrs, Graham is unfortunately in a bad 
state of health and gone with Mr, Graham to Lisb on and perhaps will see you at Naples, 
Lord Cathcart and Lady are arrived here from America, I offer my humble respects to 
yourself and good Lady Hamilton, who I hope are both well, As I have not wrote to Rome 
since I left it, you chance to write that way, offer ....... my good Mrs, Hamilton 
Byres and other friends there, I have the honour to be with the most grateful 
remembrance of all your former goodness, and remain with respect and esteem, Dear Sir, 
your much obliged and most obedient humble servant 

DAVID ALELAN3 (torn) 

P'S' On leaving London I delivered your group on copper of yourself and Lady 
Hamilton playing to Crichton to keep safe for you, 

[Published in DOM ALUN OF ALL09 IM-17M The Scottish hogarth, T, C, Gordon 1951 pp. ý1-32, 
quoting f rot 'Hist, MSS, Cot, Cathcart Coll, 2nd Report, Appenaix., ( vide p, 21 Royaý Commission 
on Historical Nanuscripts, 9 companion to the Kraus Reprint Edition, KTO Press 1977; these papers 
are not available at present'; privite-collection), ]. 
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III [David Stewart Erskine, 11th Earl of Buchan, 3 

My Lord. New Edr Decr 3 1780 

I am at a loss to know how to begin to work here as fIA-01 show, people in general 
will like to haye, see a painting Room only perhaps for amusement but I can hardly do 
this, as my small merite 'will 'perhaps apear Striking enough neither have I variety 
enough for their different tastes likewise woud look as an oposition to other artists 
here h in that case the more will be expected, & woud be atended with additional expence 
& open doors,, which might do me litle advantage My present Idea is rather to have only 
a show in. my fore Room of a few things in order to show as a specimen'which people may 
wish to see h coud study in my back Room litle disturbed, by strangers out of mere 
curiosity, I 

-woud 
bend towards the small Domestic and conversation style as it tends 

most to improvement, h the most useful as it is the means of everlastingly joining 
frends together on the canvace, & at the price of ten guineas a figure as a general- 
price, but my Benefactors h frends whos recomendation is better than gold I will take 
only what they can spare and as I have the good fortune to know the firs rank of 
conoscenti, h altho I shoud be loth to be, heavy on them, yet by their expressing that my 
principl aim- aim is a livelyhood h improvement, that in imploying me might, tend to two 
good purposes, viz, "to help me, h they might have satisfaction in my execution, h that 
if I failed woud not expectýthe price, only some small mater for the paint to wash it 
out again hI shoud be satisfied, I hope all this will be fair on both sides, &I may 
have in my present situation imploymý enough with- a Glareing show or noice in the 
world, only to spend time in trifles to please the Volgo It is not Modesty nor pride 
that makes me decline a noicey show but rather a natural turn for retirement at my study 
which is all my Comfort However as I'am sensible of not being able to conduct myself 
properly especialy at this time among strangers hI beg yourýLordships advice about the 
manner of going on & wi 

, 
11 ask Lord Hope and other Benefactors I trust to good adice 

which is of much value in-'a beginning-'as there-1s humain people & lovers of virtb, If 
god give me health I hope to improve 

I wishis was in the invention groupe as, I am begun at Rome, but has been obliged 
like many others to give it up for want of incouragW It is deplorable to think that 
great Britain in Generall has not soonertbegun to incourage her young ones in the Study 
of History the nobles[t] part of painting, Sr Joshua Rynolds aims with with his 
pamphlets or academick discourses to corect their tast, this is praiseworthy but a 
dificult task If we canot pursue our natural turns for want of incouragement, must 
have patience, & in these times lay by Antique modles h copy Gothick wigs or copy what 
object is ordered wether it has exprssion or non at all but as we are not independent 
must nessesarly do it per Vivere, but tis, a mercy it is not wors, I am glad at least 
that they have got into the Notion of geting their familys done in familiar case in 
Groups by which painters may get great improvemen in this Study of Nature, & this StE 3 
I wish next to pursue with pleasure although [it3 is the most dificult h lest profitable 
I wouE 3 like it best, h altho I cannot imortalize people perfectly yet I wish them to 
imploy me in my Native Country, altho I be not excellent, I beg pardon for so much 
bloting but being alone by the fire in my night. cape my head was going h my pen run 
off with me, 

I do not Despair as I have the aid of the Virtuosi who altho-not so rich h 
powerful as Mecenas yet seems of the same family h noble dispositions to incourage 1/1"', 
arts even C1,25 infancy, I beg your Lord! -ho to honour me with the'aforesaid advice h will 
do my self the honor to call when any time when convenient'h has the honour to be with 
resp" h esteem 

Your Ldra h: serv`ý 
D, Allan 

[Published in DRIP ALAN OF ALL04 174ý-1796 The Scottish llog4rlh, T, C, Gordon, 1951, pp, 34-35, 
Here corrected froo the original letter in the Laing Manuscripts, Edinburgh University Library, 
Special Collections La. IV, 26,1 



IV Ravin Hamilton, ] 

To 

I 
07AV IN HAM Il, 'rON IEE; Q 

SIR9 

NFRESSED witb a lively sense of your goodness, and a grateful 

recollection of those advices witb wbicb you bonoured me'wbile'I was 

studying- Fainting at Rome, I presume to dedicate to you this Edition of 
Allan Ramsa7ls pastoral comedy, witb my designs, as a specimen of my 

occupations, and a mark of my esteem. 
It must be a subject of just regret to every lover of the art of 

Painting, to remark bow mucb its progress is retarded In Great Britain, 

by the little demand there is for public and great works in the 

bistorical line. 

The genius of our artists is unbappily forced 'to accommodate itself 

to the general taste for Portrait, and still life; wbile the nobler 
departments of the arts, must of course lie neglected. 

It seems likewise to be essential towards tbe advancement of the 

art of Painting in any country, that the country itself sbould furnisb 

good models in Nature, for the imitation of the artist. In this respec t, 

Great Britain bas some advantages, and some disadvantages. The youtb of 
botb sexes-are in general well formed, well coloured, and of graceful 

prcportions; but in the middle stages of life, and in 'old age, our natural 

models are greatly deficient, both in action and ýezpressicn. We rarely 

see in this country a countenance like'that of a Franciscan, or an Italian 
beggar, so full of cbaracter and expression, and so useful to the study of 
Histor7-PaintinE. Yet the Zature we bave, with the assistance of ancient 

models, wbicb may- be easily procured by casts from the best of the Greek 

statues and busts, is fully sufficient for all the purposes of study, and 
migbt lead to great improvement even in Historical Painting, were that 
the general taste of the public. 

In the bumbler walk of Painting, which consists in the just 

representation of ordinary Life, (by wbich it is believed, the best 

moral effects, may be often prvduced, ) there can be no better models, than 

wbat Nature, in this country, daily presents to our view. Vitbout 
descending to mean and low objects, it is possible, by a strict adherence 
to trutb and' nature, to produce compositions, wbich though not so 
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striking -as the sublimer efforts of the pencil, are yet capable botb of 

pleasing and instructing, in a very high degree. -- 

This consideration bas incited me, to present the public, witb a 

series of designs, Illustrating the different scenes of a justly admired 

Pastoral, the GENTLE SHEPHERD of Allan Ramsay. This piece It is well 

known, be composed In the neighbourbood of Pentland bills, a few miles 

Ircm, Edinburgh, wbere the sbepberds to tbis day sing bis songs, and the 

old people remember bim reciting bis own verses. Zhave studied the same 

cbaracters on the same spot, and I find, that be bas drawn faitbfully, 

and witb taste, from Nature. Tbis, likewise, bas been my model of 

Imitation, and wbile I attempted in these sketcbes to express tbe ideas 

of the Poet, I have endeavoured to preserve the COSTUXE, as nearly as 

possible, by an exact delineation of such scenes and persons as be 

actually bad In bis e7e. 
May I bope, that YOU, who bave Justly acquired the bigbest 

reputation In the present age, for the HEROIC and SUBLIXE of painting, 

will not condemn me for this attempt to join with tbe Poet of my native 

country, in the imitation of agreeable nature. 
I bave engraved these designs in the manner called AQUA-TINTA, a 

late Invention, wbich bas been brought to mucb perfection by Xr. Paul 

Sandby, of London. A painter finds bis advantage in this metbod, in 

wbicb the pencil may be associated witb, the graver. It will be easily 

seen that I am not a master in the mecbanical part of this art: but my 

chief intention was not to offer expensive and smooth engravings, but 

expressive and cbaracteristic designs. How far I bave succeeded, It does 

not belong to me to say. I submit the work with diffidence to the 

public; offering it under the sanction of Your name, as a perfect Judge, 

and a person to whom I owe every tribute of respect and gratitude. 

I have the bcnour to be, 

SIR# 

Your most obliged and obedient I servant, 

EDINBURGH, DAVID ALLAN. 
October 3,1788. 

C Published in - Aff GEME SHEPHERO A wrom color, or AUN MEN, VS60M. -, PRINM or 
9, FOULIS 9NO SOLO Or 0, ALM, Oltdok'S CLOSS EOTWORid, ASO Or I 11MR, No 3. p, REET-MEET, 
9#0 C, M10r, STRANO, LONDON. 11. VCC. L11101, (Cocamber 1788J. I 



V EThomas Graham of Balgowan, l 

Edr Writers Court 
Noyr 6.1785 

I as truely thankfull for your kindness in writing, if this Post stands 
as it was formerly I have strong recomendation, I am informed the Trustees thinks of 
Dividing the Salary or making a change, 

L! Buchan altho not of the Trustees is resolved to get in Mt, Erskine & Brown, Even 
in a New institution as a branch of Drawing in the Colledge, & L! Buchan is rather my 
friend but insiead of ' writeing to the Trustees if LY Charlotte woud recomend me 
strongly to LI Buchan woud be'very usefull at present, I have been at Hopetoun painting 
Mr Hope of Amsterdam has found your kind letters & will Diliver them, h will try to 
firret out Sr W! Erskine, h if I caud get the Treasurer of the Navy he woud be a 
treasure to me yours to the Secretary will be very usefull, I am truely obliged to My 
Benefactors for writing so much in my favour I woud not wish to trouble them more at 
present till we see how things are to be ordred I have a Notion of L! Buchan Laying a 
New Plan for a proper Drawing school at Edr but he has got an atatchment to N' Brown 
who can only draw a head in black lead, but My Lord knows my invention, but a Letter 
from Lady Charlotte describing me an Alloa bairn woud be of great Use, 

I offer humble respts to Mr Graham LY Cristina & LY Charlote has the honour to be 
with a Greatfull heart 

Sir your obliged humble servant 
D, Allan 

ETranscribed froa original letter in Lynedoch Collection, National Library of Scotland, HS 35923 

VI [William Robertson, ] 

Dear Sir Glasgow Sep-. Ij 
-9,4 

As you expressed a desire of having a Drawing of the Bishop- of Glasgows Castle, 
And I being at Glasgow, I have found some old Drawings one of which I copy & sends you 
The Old Drawings are in the possesion of M" James Brown Colourman head of the 
Stockwell Glasgow, who will show you these drawings likewise some drawn well by 
himself of a latter date, and in De Wits Theatrum Scotia , posibly it may be found 
intire, I supose this -Book may be found in the Glasgow coc, 1,1*90 Library, I could not 
spare as much time as Come out to see you & has begd M, Brown to send you this scetch 
He is my freind a good Draftsman &a Man of Taste -I as Sir respectfuly 

your most obed! seryl- 
D, Allan 

ETranscribed from original letter in 'the Laing Manuscripts, Edinburgh University 
Library, Special Collections La 11 648/1,3 



Appendix VII 

Wmr-Ic4as taaýclalbl-tracl I: Dy DaL-. r.: Lci AllaLm. 

i 

Royal Academy 

Roma 
1771 1, Pompey the Great, after his 

defeat, is accosted by Cra- 
tippus, who comforts him, 

2, Cleopatra weeping over the 
ashes of Mark Antony, 

Rome 
1773 1. The prodigal son, 

2, Cupid and Psyche, 

Free Society 

Edinburgh 
1775 1, Travellers kindling a fire, 

It Soldiers dressing their supper; 
its companion, 

2, A ballad singer, 
2t A market, girl; its companion, 

Society of Artists 
I 

123, Jermyn! Straet Edinburgh 
1777 2, An Italian Shepherd Boy. 1791 1, Mary, Queen of Scots, compelled to 

3. A Neapolitan Girl, resign her government, at the 
4. A Family giving alms to a castle of Loch Leven, From Black- 

Hermit of the island of Pro- wood's Robertson's Histories, 
cida in the Mediterranean, 2. Death of David Rizzio, 

3. Queen Mary's Death-warrant read to 
4, Leicester Fields her in the Castle of Fotheringay, 

1779 2, The Vestals attending the 
Sacred Fire, 

3, Gentleman listening to a Lady 
playing- on the Pianoforte, 
(Sir W. Hamilton and his wife) 

4. Five Drawings representing 
the Amusements, Manners, etc., 
of the Carnival at Rome, 

Edinburgh 
1781 365, A Scotch Highland Dance, 

. 
1799 826, Sir John Legard, 



Appendix VIII 

Answer to Query respecting Allan the Painter. To the Editor. 

Sir, 
You may inform the enquiring friend 

of Allan the Painter, that he died on 
the 6t, of AUQUst 1796, in the 
neighbourhood of Edinburgh, and on 
the 13th of that month there 
appeared, in the Edinburgh papers, a 
short, neat, deserving character of 
him, This is now before me, as well 
as some MS memorandums, which, f rom 
regard to his memory, I bound up with 
a copy of Ramsay's Gentle Shepherd, 
printed by -the- Foulis's in 4to, with 
a proof impression of the plates, 
which Mr Allan presented to me, A few 
of his other works, in my possession, 
I shall briefly take notice of: 

Five oil paintings, that I can call 
neither landscapes nor sea-pieces, 
but composed of 6oth. Harbours or 
headlands, with shipping, These were 
painted, above forty years ago, in 
Glasgow, and were in the possession 
of Mr John Hamilton and Mr James 
Ritchie, Th 

' 
ey have merit, , and 

colouring preferable to the works of 
his latter days, for I thought his 
tints, latterlywere frigid and cold, 

A copperplate engraving, by Cunego, 
at Rome, of his origin of painting, 
This piece gained him a gold medal, 
the highest prize given by the 
Academy of St Luke, at Rome, in the 
1773, A particular description of 
this medal may be found in the . 2d 
volume of the transactions of the 
Society of the Antiquaries of 
Scotland, (pages 74 and 75, ) to whom 
he presented it, Jan. 7th, 1783. Six 
characteristic prints of the 
inhabitants and customs of Rome and 
Naples, drawn and etched by himself 
in aqua tinta, 
Four views of, the Carnivals at Rome, 

etched by Paul Sandby, -in aqua 
tinta, These are very fine, Other 
four were proposed, but never 
published, 
The Confession, Engraved by Volpato. 
The Highland Dance, 

Print, Septimus Severus, and Julia. 
Pia Severi, Heads upon a stone at the 
Netherbow, Edinburgh, 

Two different Views of laying the 
foundation stone of the Colleae of 
Edinburgh, 

Two different Views, highly finished 
and coloured, of the High Street, 
Edinburqh, 

A small full-length Portrait of the 
late Professor John Anderson of the 
College, Glasgow, This is etched by 
Kay of Edinburgh, Only a very few 
copies of this were thrown off, 
The plates of Tassie's collection of 

Gems, in two volumes 4to, were drawn 
and etched by himself, Also, 

He designed several of the plates 
for Morrisons' (of Perth) edition of 
the Scotch Poets, and the Life of Sir 
William Wallace, apud me, 

Mr John Mair, of Plantation, mer- 
chant in Glasgow, a gentleman who has 
ever patronised the fine arts, and a 

,, 
friend to merit, has several original 
paintings of Mr Allan, 

Five or six scenes of the life of 
Mary Queen of Scots, 
The Highland Dance, 
The Cotter's Saturday night, (of 

Burns, ) 
John Anderson my Joe, 
Auld Robin Gray, hc, &c, 
In the life of Burns the poet there 

is frequent mention made of this 
ingenious artist, in the letters of 
Burns and Thomson, that do him 
immortal honour, Having this field, I 
think a very tolerable biographical 
sketch of our departed friend might 
be made outp and -transmitted to 
posterity, Allan was fond of a pun: - 
one day I had called upon him in 
Glasgow; he was drawing fishes upon 
paper, and he observed, that a shoal 
of fish was a very proper pattern for 
a Shawl. 

I am, Sir, 
Your humble servant, 

Glasgow, Dec, 14,1804, Peter'Wright, MD 

I Published in rhe Scots Magazing?, and Edinburgh Literary Aliscallany, 
Volume LXVI, December 1804, pp. 912-3 3 



Appendix IX 

TI 3he publication of Allan's twenty-five etchinSs "Illus-11-rative of some 
Celebrated Scottish Songs". (All measurements are in inches, h-eight, before widith), 

I 6ii: ht of Allan's prints were oublished in Alexander Caviobell's k Introourtior to the Pistory of 
Poatr), JiP. Scollan. 4, E. dinburgh, 17950, The same ei; ht also appeared ir. '. Felect S. ot! ish Sln; s CaretullY 
cot, 

*, 
ýjred with the oria. inal e: ý. ftionS anj pgbelljS, ýej wjfjh fhjrjrtR. Pj: -tj, 1' dejýC, 7-47 MrP0501 317d 

e,,? grjveLY bv the lite DaviJ Allar Esquire, Historical Painter, ldinburýO, Printed Ind sol4c by Anvew 
Foulis Edinburgh, 1799, Tnis set of prints is probably to be identified with the ': ýiahl E Csoper- 
plates I of idifferent st. -bjects fro% Scottish Songs, designed aný etched oy Allar, (neyer published)" 
which were sold in 1797 (Sale 1, c. 1Ej lo'. 3; "Seventh Day's Sale'), Tne eight are entitle!: 

. 4ir Get up and bar the door 4ir Cilliecrankie I "Tranent Muir" I 
dir Widow. are ye waking 4ir Sheriff-Muir 
ýir haggie Lawder [etching & ac. uatint3 Or The Tither horn 
gir Bonny Barbara Allan letching & aquatint] Or; Lswia 6ori. ý,., n, K, ROBERT the BRUCE 

Each oval measures Rx5; the platemarks vary between 31 x 6k and 4ý x 7, Each is inscribed with 
lines of verse, and all are signed T, Allan dW et fecit, ' 

A further eight of Allan - 's etchings, from apong the seventeen plates bought by George Thomson in 
1796 (see Allan's letter, in Chapter, VI, ?. 237) were published in. the octavo volumes of 9 Select 
Collection of Orýqinjl Scottish 4irsfirst issueý 1822-23 (eight editions of some parts, and two re- 
issues 11828)11.1311 of the entire second octavo edition E182S] followed until 1841), The etchings are: 

Come under my Plaidie The Bagrie olt E retitled Contented wi' Little I 
My A Janet The Drunken Wife o' Gallowa' (Hooly and Fairly) 
Tak thy auld Cloak about thee The young Laird and Edinburgh Katy 
Tullochgorum Woo'd and Married and a' 

Each oval again measures 314 x 5, Each is inscribed 'Designed and Etch'd by 0. Allan'', and 'Published 
as the Act directs by C. Thomson Edinburgh 1822". 

Accordinc to the Title Pace of Allan's proposeý collettion, the remaining nine etchinp kere: 

Fee him Faither fee him The Carle The eýrisk yoL; ng Lad 
Andre and his cutty gun Jonnie Cope For the love of Jean 
The wawkin of the fauld Turnimspike The SaDerlunzie Man, 

Exam, 
, ples of all twenty-f ive etchings may be found in the National Library of Scotland 

(NLS 6,670), the National Gallery of Scotland, and the Eritish Museuim (Print Room), 
None has the full -set, Proofs of all but two have been added to an edition of 
Campbell's Introduction, in Edinburgh Central Library (Scottish Room, REP. X PR 8510); 
these are additional to the eight originally published with it, The two not included 
are "The Young Laird' and "For the love of Jean" ("Jockey said to Jenny"). "The WawHn 
of the fauld" is derived from a drawing Allan entitled 'Cowdenknowes'ý the Bri print 
(1868-j-28-573) is inscribed "Broom of Cowdenknowes", but others have the*hsted title, 



Appendix X. 

Ten sonRs and Ballads, transcribed f rcm sources which Allan used: 

from 'Johnie Armstrana" 14nrient and iYodern Scottish Songs, Heroic 83113is, 397 

, ric, Collected frox tlemory, Tradition, and . 4nrit? nt 4uthors, 2 vols, , Edin- 
burgh, 1776, Vol. I, pp. 13-17.3 

froii "Gilderoy" [Ancient and t1odern Scottish Sonos, 1776, VoL 1, pp. 73-763 393 

'Sir Patrick Spence" Ekrient and ttodorn Scottish Songs, 1776, Vol. 1, pp. 23-29.3 399 

from "Lady Bothwell's Lament' Iýncient and tIodern Scottish Songs, 1776.399 
Vol. I, pp. 65-671 

*Broom of Cowdenknows' and "Same Tuna" ( i, e, ,a different set of words to 400 
the same air) CgnCisant and Modern Scottish Sows, 1776, Vol. I, pp. 181-83.3 

'Woo'd and married and a" Ciqncient and ? Iod2rn Scottish Songs, 1776. Vol. 11,401 
pp, 115-17.1 

'For the Love of Jaan' ("Jockey said to Jinnyl) I&Ci6nt and Nodern Scot- 401 
tish Songs, 1776, Vol. II, pp. 195-963 

'Robert Bruce's March to Bannockburn' ('Scots, wha hae wi' Wallace bled') 402 
[Robert Burns, August/September, 1793, in letters to George Thomson] 

"John Anderson my Jol E The Scots Musical Musaulo, Vol, 111,1790, p. 2693 402 



from JOHNIE ARKSTRANG. 

SUM spaiks of lords, sum speiks of lairds, 
And sicklike men of hie degrie; 

Of a gentleman I sing a sang, 
Sumtyme cal'd Laird of Gilnockie. 

The king he wrytes a luving letter 
W his ain hand sae tenderlie, 

And he hath sent it to JOHNY ARMSTRANG, 
To cum and speik with him speedily, 

Scho suld haif fund me meal and malt, 
Ana beef and mutton in all plentie; 

But neir a Scots wyfe coud haif said, 
That eir I skaithd her a pure flie, 

To saik het water oeneath cauld yce, 
Surely it is a great folie; 

I haif asked grace ata graceless face, 
But there is nane formy men and me. 

Quhen JOHNY came before the King, 
With all his men, sae brave to see, 

The King he movit his bonnet to him, 
He weind he was a king as well as he, 

May I find grace, my sovereign Liege, 
Grace for my loyal men and me, 

For my name it is JOHNIE ARMSTRANG, 
And subject of zours, my Liege, said he, 

AQY, JAQY, thou if". 3ytor sit". 317g, 
Out of my sicht thou Sayst sune be, 

I grantit nayer a irayfor Is lyfe, 
kof now I'll not begin with the#, 

Grant me my lyfe, my Liege, my King, 
And a bonny gift I will gi' to thee, 

Full four-and-twenty milk-whyt steids, 
Were a' foald in a zeir to me, 

Ill gie thee all these milk-whyt steids, 
That prance and nicher at a speir, 

With as meikle gude Inglis gilt, 
As four of theirbraid backs dow beir, 

. 4way, away, thou trayfor, etc 

Ze lied ' ze lied now, King, he says, 
Althocht a King and prince ze be; 

For I, luid naithing in all my lyfe, 
I dare well say it, but honesty: 

But a fat horse and a fair woman, 
Twa bonny dogs to kill a deir; 

But Ingland suld haif fund me meil and mat, 
Gif I had livd this hundred zeir, 

But had I kend or I cam frae hame, 
How thou unkind wadst bene to mep 

I wad haif kept the border-syde, 
In spyte of allthy force andthes, 

JOHN wore a girdle aout his middle, 
Imbroiared owre with burning gold, 

Bespangled with the same mettle, 
Maist bewtiful was to behold, 

Their hang nine targats at JOHNIES hat, 
And ilka ane worththrie hundred pound: 

41ha wants thatknave thata King suld have, 
But the sword of honour and the crown. 

I 

0 quhar got thou thess targats, JOHNIE, 
That blinh, saa brawly abune thy bpi#! 

I gat them in the fild fechting 
Quher, cruel King, thou aurst not be, 

Had I my horse and my harness gude, 
And ryding as I wont to be, 

It suld haif bene tald this hundred zeir 
The meiting of my king and me ... 

JOHN murdred was at Carlinrigg, 
And all his gallant companie; 

But Scotland's heart was neir so wae, 
To see sae mony brave men die. 

Because they savd their country deir 
Frae Inglishmen; nane were sae bald, 

Quhyle JOHNIE livd on the border-syde, 
Nane of them durst cum neir his hald, 

4r 
Ef rom 4acient and fiodern Scottish Songs, H. -poic SjIlads, ftc., Coll, -ciad from &. 1mory, 
rradition, and ýncient 4uthors, Edinburgh, 2 vals,, 1776, Vol, I, pp. 13-17,3 



fron GILDEROY. 

G ILDEROY was a bonny boy, 
Had roses tull his shoone, 

His stockings were of silken soy, 
Wi' garters hanging down; 

It was, I weene, a comlie sight, 
To see sae tris a boy; 

He was my joy and heart's delight, 
My handsome GILDEROY, 

The Queen ofScots possessed nougnt 
That my love let me want: 

For cow and ew he brought to lie, 
And e'en when they were skant, 

All these did honestly possess, 
He never did annoy, 

Who never fail'd to pay theircess* 
To sy love 6ILDEROY, 

Ch! sick twi charting een he had, 
A breath as sweet as rose, 

He never wire a Highland plaid, 
But costly silken clothes; 

He gain'd the luve of ladies gay, 
Nine eir tull him was coy; 

Ahl vae is tee! I mourn the day, 
For my dear GILDERGY ... 

Chi that he still had been content 
Wi' me to lead his life; 

But, ah! his manfu' heart was bent 
To stir in feates of strife: 

And he in many a venturous deed, 
His courage bauld wad try, 

And nowthis gars mine heart to bleed 
For my dear 6ILDERGY ... 

My GILDEROY baith far and near, 
Was fearld in evry town, 

And bauldly bare away the gear 
Of many a lawland lown; 

Nane ei durst meit him man to man, 
He was sae brave a boy, 

At length wil numbers he was tane, 
My vinsome GILDEROY. 

Wae worththe loonthat made the laws 
To hang a man for gear, 

To 'reave of life for ox or ass, 
For sheep, or horse, or tire; 

Had nottheirlaws been made sae strict 
I neir had lost my joy, 

Wi' sorrow neir had vat my cheek 
For my dear BILDERGY ... 

Of GILDEROY sae 'fraid they were, 
They bound him tickle strong, 

Tull Edenburrow they led his thair, 
And on a gallows hung: 

They hung his high Won the rest, 
He was sae trim a bay, 

Thiirdyedthe youth whom I lued best, 
My handsome 6ILDERGY, 

Thus having yielded up his breath, 
I bare his corpse away, 

Wi tears thattrickled forhis death# 
I washt his comely clay; 

And sicker in a grave sae deep 
I laid the dear-lued boy, 

And now for evir maun I weep, 
hy winsome GILDEROY, 

* This cess which was paid by the inhabitants of the High- 
lands of Scotland to the robbers of that country, was a com- 
position for sparing their cattle and effects, and is well known 
by the Name of the BLACK MAIL, 

[from Ancient and Nodern Scottish Songs, Heroic 8allads, Etc, Collected from Xamory, 
tradition, and Ancient Authors, 2 vols,, Edinburgh, 1776, Vol. 1, pp. 73-76.1 



Sir PATRICK SPENCE. 

THE King sits in Dumfermling toune, 
Drinking the blude-reid wine: 

0 quhar wull I get a guid sailor, 
To sail this schip of mine? 

Late late yestreen I saw the new moone 
Wil the auld moone in hir arme; 

And I feir, I feir, my deir master, 
That we wull cum to harme, 

Up and spack an eldern knicht, 
Sat at the kings richt kne: 

Sir PATRICK SPENCE is the bestsailor, 
That sails upon the se, 

The King has written a braid letter, 
And signd it wi' his hand; 

And sent it to Sir PATRICK SPENCE, 
Was walking on the sand, 

The first line that Sir PATRICK red, 
A loud lauch lauched he: 

The next line that Sir PATRICK red, 
The teir blinded his ee. 

0 quha is this has don this daid, 
This ill deid don to me; 

To send me out this time o' the zeir, 
To sail upon the se? 

Mak haste, mak haste, my mirry men all, 
Our guid schip sails the morne. 

0 say na sae, my master deir, 
For I feir a deadlie storme, 

0 our Scots nobles war richt laith 
To weet their cork-heild shoone; 

Sot lang or a' the play were playd, 
They wat thair heads aboone, 

0 lang, lang, may thair ladies sit 
Wi' thair fans into their hand, 

Or eir they se Sir PATRICK SPENCE, 
Cum sailing to the land, 

a lang, lang, may thair ladies stand 
Wil thair gold kems in their hair, 

Waiting for thair ain deir lordes, 
For tney'll se thame na mair, 

Haff owre, haff owre to Aberdour, 
It's fiftie fadom delp; 

And thair lies guid Sir PATRICK SPENCE, 
Wil the Scots lordes at his feit, 

Ef rom kcieat and Modern Scottish Songs, Y#roic 
8allads, Etc,, Edinburgh, 1776, Vol. 1, pp. 28-29,3 

fros Lady BOTHWELL'S Lament. 

B ALOW, my boy, ly still and sleep, 
It grieves me sair to hearthee weep,, 
If thou'lt be silent, I'll be glad, 
Thy mourning makes my heartfull sad, 
Balow, my boy, thy mother's joy, 
Thy father bred me great annoy, 

Salow, oiy dear, lit? still and sleep, 
It vieves gig Sair to heal. thad? weep, 

When he began to court my love, 
And with his sugarld words to move, 
His tempting face, and flatt'ring cnear, 
In time to me did not appear; 
But now I see that cruel he 
Cares neither for his babe nor me, 

Salow, 4)y boy, etc ,,,. 

Balow, my darling, sleep a while, 
And whenthou wak'st then sweetly smile, 
But smile not as thy father did, 
To cozen maids, nay GOD forbid; 
For in thine eye his look I see, 
The tempting look that ruin'd me, 

Balow, my boy, etc, 

Balow, my boy, weep not for me, 
Whose greatestgrief's forwranging thee, 
Nor pity her deserved smart, 
Who can blame none but her fond heart; 
For, too soon trusting latest finds, 
With fairest tongues are falsest minds, 

Balowl Rly boy, etc, 

[-from Aciant and'Modarn Scottish Songs, yt? roic Sallads, Etc,, Edinburgh, 1776, Vol. I, pp. 65-67.3 



Broom of Cowdeukuows. 

How blythe, ilk morn, was I to see Hard fate! Ithat I should banish'd be, 
My swain come o'er the hill Gang heavily and mourn, 

He skipt the burn, and flew to me; Because I lov'd the kindest swain 
I met him wi' good will. That ever yet was barn! 

0 the broom, the bonny, bonny broom, 0 the broom, tc, 
The broom o' Cowdenknows,, 

I wish I were 4'i' my dear swair., He did oblige me ev'ry hour; 
Ati ' his pfp-e and my ewes, Could I bui faithful be? 

He staw my heart; could I refuse 
I neither wanted ew nor lamb, Whate'er he ask'd of me, 
While his flock near me lay; 0 the broom, &c, 

He gather'd in my sheep at night, 
And chear'd me a' the day, My doggie, and my little kit, 

0 the broom. &c, That held my wee soup whey: 
My plaidie, broach, and crooýed stick, 

He tun'd his pipe and reed sae sweet, May now ly useless by, 
The birds stood list'ning by; 0 the broomý &c, 

Ev'n the dull cattle stoodý and aazz'd, 
Charm'd wi' his melody, Adieu, ye Cowdenknows, adieu, 

0 the broom &c Farewel a' pleasures there; 
, Ye gods, restore me to my swain, 

While thus we spent our time, by turýs Is a' I crave, or care, 
Betwixt our flocks and play, 0 the. broooi, the bonny, bonny broom, 

I envy'd not the fairest dame, The broom of Cowdenh, nows,, 
Tho' ne'er so rich and gay, I wish I werso with my dear swain, 

0 the broom., ft, Vith his pipe and my awas, 

Same Tune. 

Vhen summer. comes, the swains on Tweed Yet more delightful is the broom 
Sing their successful loves, So fair on Cowdenknows; 

Around the ewes and lambkins feed, For sure so fresh, so bright a bloom 
And music fills the groves, Elsewhere there never or", s, 

But my lovd song is then the broom Not Tiviot braes so green and gay 
So fair on Cowdenknows; May with this broom compare, 

For sure so sweet, so soft a bloom Nor Yarrow banks in flow'ry May, 
Elsewhere there never crows, Nlor the bush aboon Troquair. 

There COLIN ", un'd his oaken reed, Kore pleasing far are Cowdenknows, 
And won my yielding heart; My peaceful happy home, 

No shepherd e'er that dwelt on Tweed Where I was wont to milk, my ewes 
Cou'd play with half such art, At ev'n among the broom, 

He sung of Tay, of Forth, and Clyde, Ye powers that haunt the woods and plains 
The hills and dales all round, Where Tweed with Tiviot flows, 

Of Leaderhauahs and Leaderside Convey me to the best of swains, 
Oh! how I bless'd the sound, And my lov'd Cowdenknows, 

E Herd's Pncient and Rodern Scottish Songs, Nvoic Ballads, fir, (1776), Vol. 1, pp. 181-83, The songs 
ire also coupled in NO Scots Ifusical Ausemy, Vol, 1, pp. 70-1, where the second version is ascribed to 
'Mr Crawford', The texts are substantially the same, but in Johnson's SIM the second line of the 
refrain is "The broom of the Cowdenknows! ", and lines nine and twenty-fou". of Crawford's song are 
given as 'There Colýn tun'd his oaten reedu and 'Nor the bush aboon Traquair' respectivelyJ 



Voo'd and married and a'. 

MOOT and tiarried and a'.. 
Voo'd and marriozf and a 

4135 5ý0 nap very weel aff, 
41,3s woo'dand &-arriod and a, 

The Bride came out of the byre, 
And 0 as she dighted her cheeks, 

Sirs, I'm to be married the night, 
And has neitherblankets norsheets, 
Has neither blankets nor sheets, 
Nor scarce a coverlet tod; 

The bride that has a' to borrow, 
Has e'en right meikle ado, 

Voo'l. ý ar'd filarriej', bc, 

What's the matter, a, uo WILLIE, 
Tho' we be scant o' claiths, 

We'll creep the nearer the gither, 
And we'll smore a' the fleas: 
Simmer is coming on, 
And we'll get teats of woo; 

And we'll get a lass o' our ain, 
And she'll spin claiths enew, 

4100 V, and filarried, &C . 

Out spake the bride's father, 
As he came in frae the plough; 

0 had ye're tongue, my doughter, 
And ye's get gear enough; 

The stirk that stands i'the'tether, 
And our bra' basin'd yade, 

Will carry ye hame your torn, 
What wad ye be at, ye jad? 

Moo V, and Piarried, k, 

Out spake the bride's mither, 
What d-I needs a' this pride; 

I had nae a plack in my pouch 
That night I was a bride; 

My gown was linsy-woolsy, 
And ne'er a sark ava; 

And ye hae ribbons and buskins, 
Mae than ane or twa, 

41.,, o 'd, amof married, k 

Out spake the bride's brither, 
As he came in wi' the kie; 

Poor WILLIE had ne'er a ta'en ye, 
Had he kent ye as weel as I; 

For you're baith proud and saucy, 
And no for a poor man's wife; 

Gin I canna get a better, 
Ise never tak ane i' my life, 

Moo ILI, a, 7d xarrieJ-, &c , 

Out spake the bride's sister, 
As she came in frae the byre; 

0 Qin I were but married, 
It's a' that I desire; 

But we poor fo'k maun live single, 
And do the best we can; 

I dinna care what I shou'd want, 
If I cou'd get but a man, 

41oo V, and oýarried, &c 

For the Love of Jean. 

JOCKEY said to JENNY, JENNY wilt thou d^W't, 
kle'er a fitqoth JENNY, for my tocher good, 
For my tocher good I winna marry thee: 
rl a 6. en s ye like, quoth JOCKYye may let it be, 

I We a good ha' house, i barn and a byar, 
A peat-stack. 'fore the 'door, will make a rantin fire, 
I'll make a rantin fire, and r, -; erry sall we be, 
And gin ye winna tak me, I can let ye be, 

I We gowd and gear, I We land enough, 
I We seven oood owsen ganging in a pleugh, 
Ganging in a pleugh, and linkan o'er the iee, 
And gin ye winna tak me, I can let ye be, 

JENNY said to JOCKY, Gin ye winna tell, 
Ye sall be the lad, I'll be the lass mysell; 
Ye're a bonny lad, and I'm a lassie free; 
Ye're welcomer to tak me than to let me be. 

C David herd's Aciant and Modern Scottish Songs, broir 8allads, Etc, (1776)p Vol. II, pp. 115-17 and 195-96 1, 



Robert Bruce's Narch to BANNOCKBURF 

Ic its ain tune- 

S COTS, wna hae wi' WALLACE bled, C 
SCnT0' wnaa, BRUCE has aften led, w, V %I 
Welcome to your gory bed, - 

Or to victorie, - 

Now's the day, L now's the hour; 
See the front o' battle lower; 
See nproach proud EDWARD's power, 

Chains & Slaverie, - 

Wha will. be a traitor-knave? 
Wha can fill a coward's grave? 
Wha sae base as be a Slave? 

-, at him, turn & flie. - 

Wha for SCOTLAND's king ý. law, 
Freedom's sword will strongly draw, 
FREE-MAN stand, or FREE-MAN fa', 

Let him, fallow me, - 

ey oppression's woes L oains! 
By ycur Sons in servile chains! 
We will drain our dearest veins, 

Sut they shall be free! 

Lay the proud Usurpers low! 
Tyrants fall in every foe! 
LIEERTY's in every blow! 

let us DO-or DIEM 

John Anderson zy Jo. 

John Anderson my jo, John, 
When we were first Acquent; 

Your locks were like the raven, 
Your bony brow was brent; 

But now your brow is beld, John, 
Your locks are like the snaw; 

But blessings on your frosty pow, 
Jo. hn An-derson my Jo. 

Joh", Aiderson my jo, John, 
We clamb the hill the gither; 

And mony a canty day John, 
We've had wi' ane anither: 

Now we maun totter down, John, 
And hand in hand we'll go; 

And sleep the gither at the fool., 
John Anderson my Jo. 

[Burns sent the first song to George Thomson, r. September, 1793, The text above is that in the orig- 
inal letter, in the Morgan Library, New York; from The Letters of Robeft EMU, Claren 

* 
don Press, 

second edition, 19851 J. de Lancey Ferguson's text revised by C. Ross Roy, Vol, 11, pp. 235-36, no, 58Z. 
The text of the second song is given from The Scots Ifusical lfuseua, Vol, 111 (1790), P. 2E9, N? 260; 
see also SURNS Poems ani. 4 Sokis, edited by James Kinsley, Oxford University Press, 1968, nc. 302,1 
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References and abbreviations: 

Currie and Herd, abbreviations also used in the Notes, in the Glossary refer only to the 
glossaries in Mo Voris of Robert Burns and in Ancient and Nodern Scottish Songs, 

I 

Burns Glossaries in the 1786 and 1787 editions of Poems, chiefly in the Scottish 
Dialect, That published in 1787 (in the first Edinburgh edition, pp. 345-68) 
was greatly enlarged from that in the Kilmarnock editionpp. 236-40, but did 
not incorporate the earlier glossary in full, and the definitions of some 
words common to both were revised, Quotations have in most cases been made 
from the 1787 Glossary, 

Chambers Chambers Scots Dictionary, compiled by Alexander Warrack, Edinburgh, 1911, 

Currie Glossaries in the Morks of Robert Ournsl with On Account of his Life, and 
A Criticism on his Alriiings, To which are prefixed, some Observations on 
the Character and Condition of The Scottish Peasantry, 4 vols. (ed. Dt James 
Currie), Liverpool, 1800 (sixth edition, London, 1809, Vols, III and IY, 
pp. 399-422 and 409-14 respectively), Currie's definitions are not always 
accurate; he glossed Tamiallan (sic) as 'the name of a mountain, I 

DOST 9 Dictionary of the Older Scottish Tongue From the Twelfth Century to the 
end of the Seventeenth, edited by Sir William Craigie, A. J, Aitken, 
James A, C, Stevenson and Janet M, 7empleton, Oxford University Press, from 
1937 (to Volume six), 

Fergusson 6lossary in Poems, Walter and Thomas Ruddiman, Edinburgh, 1773, 

Herd 61ossary in Ancient and Modern Scottish Songs, Yeroic Ballads, Etc, Coll- 
ected from Memory, tradition, and Ancient Authors, 2 vols, Edinburgh, 1776, 
Yal. 11, pp. 241-71. 

Jamieson Etymological Dictionary of the Scottish Language, 2 vols,, compiled by Dr. 
John Jamieson, Edinburgh, 1808; Supplement, 2 vols,, Edinburgh, 1825, An 
abridged edition was prepared by John Johnstone and published in Edinburgh 
in 1846 (references are to therevised edition prepared by Dr. John Longmuir 
and published by Ulliam Nimmo, Edinburgh and London, 1877). 

Johnson .4 Dictionary of the English Language: in which the Words are deduced from 
their Originals, and illustrated in their Different Significations 
by Examples from the best Writers, To which are prefixed, a History of the 
Language, and an English 6ra#mar, (1755); fourth edition, revised by the 
Author, 2 vols,, Dublin, 1775, 

BED rho Oxford English Dictionary, second edn., 20 vols., prepared by J. A. Simpson 
and E. S. C. Weiner, Clarendon Press, Oxford, 1989, 

$4 rho Statistical Account of Scotland, 1791-1799; a reissue in*tventy volumes 
by EP Publishing Ltd, Wakefield; The Scolar Press, Yorkshire, 

SND rho Scottish National Dictionary Designed partly on regional lines 
and partly on historical principles, and containing all the Scottish words 
known to be in use or to have been in use since c. 1700,10 vols,, ed, 
William Grant and David D. Murison, Edinburgh, 1929-1976, 
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Other works cited (short titles), and grammatical or explanatory abbreviations: 

Hugo Arnot, rho Ilistory of Edinburgh, Edinburgh, 1780, 

Jaies Barry, Works, ed, Fryer, 2 vols. , London, 1809. 

Robert Burns, hems and Leiters, 

Captain Burt, Letters from a 6angleman in the North of Scotland, 2 vols,, London, 1754, 

Robert Chambers, rraditions of EdinbUrgh, Edinburgh, 1824 (1969 reprint), 

Williao Oanaldson, Popular Literature in Victorian Scotland, Aberdeen University Press, 1986. 

George Douglas. rho hfouse with the 6reen Shutters, London and Edinburgh, 1908, 

John Dryden, ýrj Of painting 1695P f roe the French of du Fresnoy; and Pref ace to Fables, 1700, 

Adat Ferguson, Principles of Iforal and Political Science, 2 vols, , Edinburgh, 1792, 

Robert Fergusson, Poems, Edinburgh, 1773, 

John Salt, Selected Short Stories, ed, Gordon, Scottish Academic Press, Edinburgh, 1978. 

Willias Hogarth, 'Autobiographical Notes', in 4nalysis of Reauty, ed Burke Clarendon Press 1958, 

hies Kelly, 4 Complete Collection of Scotish Proverbs, London, 1721, 

Rev Jases Kirkvood, ý collection of Highland Rites and Customs, Folklore Society, 197S, 

Maurice Lindsay, History of Scottish Literature, London, 1977, 

Henry Mackenzie, Anecdotes and Egolisis, ed. H, V. Thoopson, London, 1927, 

Hugh Paton (edj. Kay's Original Portraits and Caricature Etching; 2 vols,, Edinburgh, 1877. 

Bishop Percy, Raliquýs of gneiang English Poetry, 3 Yols., London, 1765, 

Allan Ramsay, Poess, filisgov, 1797, 

Sir I Reynolds, Viscourses on Aril London, 1797, 

Dr. W. Robertson, The History of Scotland, (1759), 2 vols,, London, 1827, 

adi, adjective, 
adr, adverb, 
adr, phr, adverbial 

phrase, 
arch, archaic, 
Ayrs. Ayrshire. 
cf. compire, 
coil, colloquial, 
comp, coopiratiye, 
COO, conjunction, 
dis, diminutive, 
ed, ledn, edited, edition. 
e, g, for example, 
05P, especially. 
ketcetera(ind so onj 
expl, explained, 

fam, feminine 
fig, figuratively 
Fr, French, 
freq, frquent, 
Gael, Gaelic, 
Sr. Greek, 
ibid in the same place. 
idiom, idiomatic. 
I. e. id est ($that is, ) 
iapep' isperitive, 
inted, interjection, 
It, Italian, 
L. Latin, 
lit, literally. 
MS. manuscript, 
fl. note, 

P, noun, 
fl, p], plural noun, 
n, s, singular noun, 
ohs, obsolete. 
orig, originally. 
past 1, past tense, 
phr. phrase, 
pl, or p1mr, plural. 
ppl, adj, participial 

adjective. 
prop, preposition, 
pro$, PPI, or pr, PPI, 

present participle, 
proft, pronoun, 
publ, published, 
q, quasi (lasieson), 

q. v. quod vide Vvhich 
see'; plural qqv, ), 

Renfr, Renfrevshire, 
Roxb, Roxburghshire, 

'ScattiskScotlincL It 
also denotes that a 
vord is still used in 
Scotland' (Jitiesonk 

o. substantive (in cit- 
Itions; J. Lm, I noun). 

Sax, Saxon, 
Sc. Scottish, Scotland. 
superl, superlative, 
v, verb, 
0, intransitive verb. 
0, transitive verb. 



GXmLmýaxz-y. 

A 

aboon, abune, adv and prop. above ,- beyond, 
Adew, interi, Adieu-, farewell, 
ae, adj, one, 
af f, adv of f; beyond, 
agley, adv, awry; "wide of the aim" (Burns, 
1786); 'off the right line, wrong" (Burns, 
1787); cf, also gley, "a squint; to squint, 
. 4glay, of f at a side, wrong" (Burns, 1787), 

airt, n, a direction, part of the country; 
"Quarter of the heaven; point of the com- 
pass .,, On every art, on every hand, on 
all sides" (Jamieson), [Gaelic airdl, 

albergo, n, an inn, hotel, Jc, [Italian, -1--., 
amaist, adv. almost, nearly, 
amang, prop, among, amidst, Sc, 
ane, adi,, one, - n, an individual, 
apud me, phr, 'at my home. [Latin, ], 
ashet, n, a large plate. EFrench assiatteJ, 
assignation, n, (legal term, ) the making 
over of a right or property to another 
person; "a making over a thing to-another" 
(Johnson), -v, t, assign, 'to transfer or- 
formally make over to another" (OED),, - 

asteer, adj, and adv, astir, bustling, in 
confusion, Cf, steer. 

atween, prop, between, 
auld, adjold. auld warld; -adj'. old-fashioned, 
ancient; "antique; antiquated" (JamiesonX 
Cf. auld-farran lorauld-farrantsagacious, 
cunning, prudent"(Burns, 1787). "Auld Roudes! 
filthy fallow I shall auld yem, idiomatic, 
m1111 give you 'auld'", i, a., 'I'll teach 
you to call me old" (Allan's eighth plate 
for The 6antle Shepherd, Fig. 122, between 
pp. 168-69; see also 'Roudes"); the sense 
is, of course, "I'll make sure you'll never 
again call me 'old", 

Auld Licht, see Licht, 
Auld Reikie, n, Edinburgh (familiar/trad- 

itional; also Reekie q, v, ), 
aumous, n. alms; aumous-disha begging bowl. 
aumrie, n, a cupboard. [French armoire, 3 
ava, adv phr mat all, of all* (Burns, 1786). 

ayont, adv, and prop, beyond; ayont the 
ingle, at the other side of the fire, 

IE3 

bagnio, n, 1iterally a bathing-house, but 
more-frequently a bawdy-house, 

bagrie,, n, rubbish; "trash" (Herd), 
bairn, n, -a child, 
baith,, adi, and pron, both, 
Baloo, Balown, a lullaby; "hush"; "Balow, 
hush: gas, la la loup,, peace, there is the 
wolf, A phrase to still children" (Herd), 

baobocciate, n, pl, small pictures of ord- 
inary life; 6enr, -, q, v. [Italian, ] 

bannet, na bonnet (black b,, Kirk elder), 
bannock, n, a thick oatcake; "a sort of 
bread thickerthan cakesand round' (Herdl 

barefit, adi, with the feet bare, 
basin'd, -adi, "having a white stripe down 
the face" (Burns, 1787, of "Bawslnt"), 

bauk,, bawk, n, "One of the cross-beams in 
the roof of a house, which support and 
unite the rafters' (Jamieson), 

bauk, bawk, n, A strip of land, often a wide 
depression, left uncultivated between rigs 
or marking the boundary betweentwo farms, 

bauld, adi, bold, 
be, prep, and conj; by, 
beagi adi. saall EGaelic; see also ce6l, 3 
beek, v, i, to ware oneself before the fire 
or in the sun-. "Beik, to bask" (Herd), -n. 
the warming itself; in phr to tak a beek, 

bein, adi, comfortable, prosperous, -adv, 
comfortably, 'Bein, or been, wealthy, A 
been house, a wars well furnished one' 
(Herd), Cf, bien, 

beld, adi, bald, 
ben, n, a mountain. 16aelic boinn, 3 
ben, n, an inner room, e5P. of a farmhouse 
or cottage, better furnished and more pri- 
vate than the but: "Ben, but andbon, the 
country kitchen and parlourl (Burns, 1786), 
Also spence, 

ben, adv and prop. inside: "into the spanc# 
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or parlour", (Burns, 1787), 

bere, n, barley; also bear, beir: "Sarlay is 
the name usually given to a betterkind of 
grain thatis not much sown in this higher 
part of the country; and the inferiorsort 
that is more generally cultivated, is 
called beer or rough beer" (the Rev. Mr, 
James Ferguson, account of the Parish 
of Pettinain, Lanarkshire, 1794; M" 
VII, p. 546, footnote), 

besom n, a broom, asp, one made of twigs 
bound around a besom-shank, 

bewte, n, beauty (archaic), 
bicker, n, a wooden cup or bowl, to 
hold liquor or porridge: "wooden dish" 
(Fergusson); *a kind of wooden dish" 
(Burns , 1787); "a small wooden vessel, 
with one of the staves prolonged as 
a 'handle" (Chambers), 

bide, Y, i, to dwell, await, endure; v, C to 
attend, endure, Biding, n, residence (in 
a place); also (rare) a habitation, 

bield, n, shelter, protection (also v, t,, 
to shelter or shield), 

bien, adj'. prosperous, comfortable, Cf. bein, 
big, bigg, v, 9, to build, to construct, e, g, 
a house or dyke; -n, biggin, a house, or 
other building, 

billie, billy, na fellow, comrade or brother, 
'a brother, a young fellow" (Burns, 1787), 

birk, n, the birch tree, 
birkie, n, a smart, witty young fellow, 
birl, v, i, and v, 9, to spin around, to re- 
volve; also to spend money freely, aspon 

-a carouse; "Birle, to drink, Common people 
Joining theirfarthings for purchasing li- 
quor, 'they call it, birling a bawbee"(Herd), 

birr, n, energy, vigour, "It seems to sig- 
nify the confusion in the head caused by 
violent exercise" (Jamieson), 

blackthorn, n, and adi, the blackthorn or 
sloe;, a stick made of its stem, 

bladderskate, n, a 'bletherskatel; "An in- 
distinct or indiscreet talker* (Jamiesonl 

blashy, adj, rainy, drenching; "sweeping 
away by inundation" (Jamieson), 

blate, adj, shy, timid, diffident; back- 
ward, dull, Jc,; "bashfulN (Herd), 

blaw, 0, and r, 9, blow, 
blether, 0, to chat; -n., , usually in pl, 
blethers, chat, idle talk; gossip. "Blether, 
foolish discourse. Bletherer, a babler, 

'Stammering is called blethering" (Herd), 
blin, adj, blind: Blin Harry, the popular 
name for Henry the Minstrel, the composer 
of the epic poem 41411ace, 1470s; "blind 
Harrie', probably 'blindean's-buff"; "a 
game at romps" (Herd); 'Blindman's-buff" 
(Jamieson); various spellings, 

blink, 0, to glance quickly; v, ijo look 
with affection, to smile on. - n, such a 

look; "to wink, or twinkle with the eyes' 
(Johnson); "a smiling look", "a glance, 
an amorous leer, a short space of time" 
(Burns, 1786); "a little while, a smiling 
look; to look kindly, to shine by fits' 
(Burns, 1787); "a glance of the eye, a ray 
of light', "Blinkan, the flame rising and 
falling, as of a lamp when the oil is ex- 
hausted, Twinkling" (both Herd), 

blinter , v, 4 to peer, to strain in looking, 
Blue-goun, n, a licensed beggar: "one of 
those beggars who get annually, on the 
King's birthday, a blue cloke or gown with 
a badge" (Burns, 1787); they also received 
"a certain sum of money' (Jamieson), 

blychtes, n, pl, ? the folds or pleats of a 
garment, esp. when fluttering or in motion, 
The word appears in Appendix XY ofWilliam 
Robertson's rho Nistory olSeolland during 
the reigns of Oueen Nary and of king 
James VI till-his accession to the crown 
of England, 1769, a letter of 27 th March, 
1566, from the Earl of Bedford and Mr, 
Thomas Randolph to the Lords of the 
Council of England; it is not listed in 
OED, SNO or DOST, and Jamieson gives only 
"BLICHT, adj, An epithet expressive of 
the coruscation of'armour in the time of 
action", It might be a variant of, or a 
derivation from blech, and thus imply 
that parts of Mary's robe were "bleached" 
or of white material; alternatively, and 
more probably, -the spelling given in 
Robertson's Nistory 'is a typographical 
error for plychles, presumably pleats. The 
closest likely approximations to this 
spelling in any of these sources are boW 
in SND; first, ply, "To fold, pleat 
(material, etc), "; secondly, in a note on 
plicht, plight: "[The Eng, word in this 
sense has no orig. guttural ( O. Fr, ploit, 
fold, condition), and the Sc, forms are 
161h c. creations developed on the analogy 
of nicht, night, etc, ]", There may be some 
connection 

* 
with Latin plicare, to fold; a 

reference to plicht-ankir, also plychi and 
anchor (i,, -, a sheet-anchor), is perhaps 
too fanciful; cf. DOST "Only fig, A support 
or refuge in time of trial or emergency", 
Ifthe spelling given is indeed a mistaken 
one, though not a, compositoA error of "b" 
for Npl, then there may have been, a slip 
in transcription, the word originally 
written having been, for example, flychies, 
flights, flutterings (cf, DOST where the 
verbal noun flichtering is listed), DOST 
also has floicho., "A coat (of feathers)"; 
OED lists flaught "A spreading out, as of 
wings forflight; a fluttering or agitated 
movement; a commotion' - cf. *Flichter, to 
flutter as young nostlings when their dam 
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approaches" (Burns, 1787). An otherwise un- 
known but possibly relevant use of flatch 
(as noun or adjective) is listed in OED, 
from 1704: "A . .. mare about 14 hands and 
half .. - with. .. a long f letch tail". This, 
however, is a long way from blychtes both 
in orthography and in time, - 

blythesome, adi, merry, joyful, Jc, 
board-end, n, the end of the table, 
bodies, n, pL persons, often small or weak, 
generally used in a contemptuous sense,, "a 
clown or silly person" (William Lockhart 
of Baronald, who traced the origin to the 
Gaelic 8odach, -account of Lanark, SA, VII, 
p. 434. Cf. - rho House vithiho 6roon Shutters 
by George Douglas (G. D, Brown), Chapter V: 
'In every little Scotch community there 

is a distinct type known as 'the 
'bodie'.. The 'bodie' may be a gentleman 
of independent means (a hundred a year 
from the Funds)... or he may be a jobbing 
gardener; but he is equally a'bodie. ' The 
chief occupation of his idle hours (and 
his hours are chiefly idle) is the dis- 
cussion of his neighbour's affairs, He is 
generally an "auld residenter, *, great,,, 
therefore, at the redding up of pedigrees" 
(cf Fergusson NAuld Reikie" an "Stairbead 
Critics', q, V': 

'They trace his Steps, till they can tell 
His PEDIGREE as veel's hissell') - 

Douglas continues, "The genus 'bodiel is 
divided into two species-the 'harmless 
bodies' and the "nesty bodies, ' The bodies 
of Barbie mostly belonged to the second 
variety,,, " In Paisleyof course, "bodies" 
are known as buddies, 

boin, boyn[e], n, a washing-tub; a broad 
dish for holding milk, 

bonnie, bonny, adi, fair, pretty, handsome; 
fine (of weather, Jc); "beautiful' (Herd), 

bot, coni, but (in Johnia . 4rostrany); more 
correctly, prop, signifying "without', or 
'lacking", 

bovie, n, a small cask; "a wooden vessel 
with staves and hoops, for holding milk, 
porridge, 'brose', broth &c, ' (Chambers), 

brae, n, a hill, slope, Jc,; "the side of a 
hill, bank of a river' (Herd); 'a de- 
clivity, a precipice, the slope of a 
hill" (Burns, 1787), 

braid, adi broad, "A braid letter i, e, open, 
or patent; in opposition to close Rolls, " 
(Bishop Percy's footnote to "Sir Patrick 
Spence, A Scottish Ballad": from Reliques 
of 9nciont English Poetry, vil, Book the 
First, Series the First). 

Braid Claith, n, broadcloth; a fulled 
woollen cloth used in making. coats and 
othergarments of the best quality: 11a fine 
kind of cloth" (Johnson, of Broadcloth), 

brainge, breenge, Y, i, to rush, plunge, or 
dash recklessly forwards; "to draw un- 
steadily" (Burns, 1786); "to run rashly 
forward" (Burns, 1787), - 

brats, n, pl, clothing in general: "rags" 
(Herd); "Brat, a worn shred of Cloth" 
(Burns 1786) "coarse clothes, rags"Ourns 
1787) [perhaps from Gaelic bi-at a cloakj 

braw, adi, well dressed, handsome, very 
good, Jr4 *fine' (Fergusson); "brave, fine 
in apparel' (Herd),, "finehandsosie,, (Burns, 
1787); -adv, brawlie(s), well, admirably, 

bree, n, broth, soup: "herring-brae, the 
brine of a herring-barrel" (Jamieson), 

breeks, n, pl, breeches, also trousers, 
brent, adj, smooth, unwrinkled, 
Bride's pie, n, "a pie of which the con- 
tents were contributed by neighbours, and 
which served as a bride-cake at penny- 
weddings" (Chambers), 

brie, n, the eyebrow, 
brie, n, "herring briel, see &raa, 
brochan, n, porridge; "Brochen, a kind 
of water-gruel of oat-meal, butter, and 
honey' (Herd); 

Broomielaw, the, -n, an area of Glasgow on 
the north side, of the River Clyde, west of 
the Saltmarket and Glasgow Green by about 
a mile; used as a landing-place for car- 
goes since at least the sixteenth century. 
From "broom" and "law"; "law", a round hill. 

brose n, a dish composed of oatmeal upon 
whicý boiling water has been poured, the 
mixture being stirred vigorously and salt 
being added. Sometimes used to denote food 
in general (cf. kail), 

bucht, bught, n, pen or fold for cattle or 
sheep; "Bught, the little fold where the 
ews are inclosed at milking-time" (Herd); 
-v, 1, to pen sheep, Jr, 

buirdly, adj, sturdy, stalwart; "stout-made, 
broad-built" (Burns, 1787), 

burn, n, a small river; "a brook" (Herd), 
"There is scarce a stream in this parish 
that deserves the name of a river, though 
there are many rivulets, called, in the 
provincial dialect of the country, burns' 
(the Rev. Mr. John Monteath, account of the 
Parish of Nielston, Renfrewshire, 1791, 
S, 4,, VII, p, 802). 

burthen, n, burden; (of ships) tonnage, the 
capacity for taking cargo; 'the quantity 
that a ship will carry; or the capacity 
of a ship: as, a ship of a hundred tons 
burdeff (Johnson, who notes a derivation 
from Nbyoen, Sax, and therefore properly 
written burthan"), 

butt, n, a large cask. In pL buttis ( arch); 
11twa pair of buttis' refers to four such 
casks, to archery butts (targets, often 
formed by mounds of earth), or to boots, 
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probably the last of these, [Fr. botisal 
byre, n, a cowshed; "a cow-stall" (Herd), 
bystart, n, illegitimate child; a bastard, 

0 

ca, caa, v, t, to drive cattle, sheep, etc; 
'ca the crack", to gossip ( OEpisllal to J, 
I *****A-, ýn Old Scotch Sard, ' by Burns ), 

caber, n, a beam or rafter; "in pl, the 
small wood laid on the rafters under the 
roofing" (Chambers), 

cadie, n. a message-boy or a street-porter, 
not necessarily a young one: *1 remember 
when they were so numerous and so stat- 
ioned in various quarters of the city, 
that if a person called Cady! in any of 
the principal streets or lanes, he was 
immediately attended by one of these 
guides or messengers, They exercised the 
functions of Mercury in offices more con- 
fidential, tho' less moral and honourable 
than that of a messenger" (Henry Mac- 
kenzie, in . 4nacdotas and Egotisms, ed, H, 
W, Thompson, London, 1927, p. 61). 

cair, n, care, heed; Ramsay's "atrocious 
imitation Middle Scots" (Maurice Lindsay, 
11istory of Scottish literature, London, 
1977, p. 179), may be a reminiscence of 
cair., to search, or to rake through, 

cald, cauld, adi, cold (see cauld), 
callan, callant, n. lad: 8youth" Vergusson), 
caller, adi, fresh (air, water, oysters, 
herring, JO. 'Cauler, cool or fresh" (Herd). 

casan, n, a shinty-stick; a hurley [Gael, 3 
camera obscura, n, literally, a dark room 
with a screen on which brightly-lit views 
or objects outside are projected through 
a small hole; a drawing device working on 
similar principles [Latin3. Forthis use of 
camera obscura rather than camera lucida 
or offica, see Sir Joshua Reynolds, Ois- 
courses on i4rt, XIII, line 263, and also 
Hogarth, "The Autobiographical Notes", in 
The . 4nalysis of Beauty, ed, Joseph Burke, 
Clarendon Press, 1955, p. 209, - 

canny, adi, cautious, frugal, shrewd, Jc,; 
(used of a person) temperate; safe, com- 

, fortable; "happy" (Fergusson), 
cantata, n, (orig, ) narrative sung by one 
person, with musical accompaniment, E It. 
caniare, to sing, 3 

cantraip, n, a charm, or spell, generally 
harmful; "Cantrips, incantations" (Herd), 

canty, adi. cheerful, lively, JC; "Chearful 
and merry' (Herd), Also cantie, 

carle, n, a peasant, a manesp. an old man, 
With sense similar to 'churlm; "Carle, a 
name for an old man, Carline, an old woman, 
Girecarline, a giant's wife" (Herd), 

carse, n, the alluvial plain of a river; 

"Low and fertile land, generally that 
which is adjacent to a river* (Jamieson), 

Castilian, adi pertaining to the spring or 
fountain on Parnassos named after the 
nymph Castalia, the water of which 'had 
inspirational properties and conferred 
prophetic powers; the Castilian Band, a 
coterie of poets at the Scottish court of 
James VI, including Alexander Scott, Cap- 
tain Alexander Montgomerie and SirRichard 
Maitland of Lethington, 

catch-the-plack, n, 'money-grubbing" (Cham- 
bers); -adj, mercenary. 

cath-dath, adi, a woven, lattice pattern of 
dark)often red stripes on a lighter back- 
ground, the intersections, by their being 
composed of both warp and woof, appearing 
darker still, [Gaelic, 3 

cauld, adi, cold; "Cauldrife, spiritless, 
Wanting chearfulness in address" (Hord), 

caup, n, cup; a small wooden bowl used as 
a drinking-vessel: "a small, wooden dish 
with two lugs, or handles' (Burns, 1786), 

causey, n, the street, causeway, Jg, I To rak 
the? Crown of the Causay, to appear with 
pride and self-assurance" (Jamieson), 

ceilidh, n, a gathering for the purpose of 
music-making; an evening given to song and 
story, with dancing, [Gaelic, ] 

ce6l beag, lit, ossall ausic"as distinct from raU 
06r, the"great tusieý light, lively music, gen- 
erally or originally for dancing, as distinct 
from the classical ausicofthe Highland bagpipe, 

chalmer bay, n, an attendant (archiie), 
chanter, n, that part of the bagpipe on which the 
port, the melody, is fingered, 

chapoin, n, a pedlar; a merchant: 'this word is 
used, in the Scotch sense of it, for an itinerant 
seller of vares' (the Rev. John Trotter, account 
of the Parish of Preston-Pins, SA, 11, p. 582n), 

chiel, n. a man; 'a general termlike fellow, used 
sometimes with respect; as, HA a very good chiel; 
and contemptuously, is, That chiel" (Herd). Cfchilde. 

childe 'n, (arch, ) a gently-born youth, esp. 
in the Ballads; also Gil, 

chlamys, n, a short cloak [Greek, 3 
cit, n, A city-dweller; a "townie"; "[con- 
tracted from citizen] An inhabitant of a 
city, in an ill sense, A pert low towns- 
man; a pragmatical trader' (Johnson), 

claes, claiths, n, pl, clothes, 
claiver, 0, to gossip, that idly; 'Claver, 
to speak nonsense' (Herd); -n, pl, claivers, 
gossip, idle chat, blethers, 

clamb, v,, past tons# climbed, 
Claude Glass, n.. a curved mirror , often 

coloured, used in the viewing of Scenery; 
from Claude 6ellde called I# Lorrain, the 
seventeenth-century French painter, 

claut, v, tto scrape, to rake together; to 
scrape dried mud from a shoe; "to clean, 
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to scrape" (Burns, 1787, and Currie), 
cleik, v, t, to raise; "obliquely used, to 
raise; applied to a song, Pablis to the 
Pla, r, " (Jamieson), 

Clinkumbell, n. church- or town-bell ringer. 
close, n. the common entry to a land (p); 
a narrow passage or alley; a small, en- 
closed square: "Closs, a court or square; 
and frequently a lane or alley" (Herd), 

cockernonie, -nony, n, "the gathering of a 
woman's hair when it is wrapt or snooded 
up with a band or snood" (Herd). 

coft, v, t, (past tense) bought, 
cog, A a wooden vessel for holding liquids; 
a pail; a measure of four pints; "wooden 
dish" (Fergusson); "a pretty large wooden 
dish the country people put their pottage 
in' (Herd); coggie, cogie, n, a small 
cog; "Cog, or coggie, a small wooden dish 
without handles* (Burns,, 1786), 

cognoscenti, n, pl, those with knowledge of 
and taste in the fine arts; those prof- 
essing to have such taste, or thought to 
be sound critics CItalian,, from Latin: see 
also connoisseur], 

collie, n, a breed of dog; "a general, and 
sometimes a particular name for country 
curs' (Burns, 1787), 

colore, n, colour; see disegno, 
Commissioner, Lord High, n, the monarch's 
representative at the General. Assembly of 
the Kirk of Scotland, 

condition, n, "rank" (Johnson); the usual 
sense of "people of condition' was 'those 
of high rank', 

connoisseur, n, one with knowledge of and 
taste in the fine arts: a good Judge of 
the arts; "A judge; a critick. It is often 
used of a pretended critick" (Johnson, who 
defined "cognoscence' as "knowledge; the 
state or act of knowing") [French, from 
Latin cognoscare: see also cognoscentil, 

contingent, n, a Just share, quota, Jc,; "A 
proportion that falls to any person upon 
a division: thus, in time of war, each 
prince of Germany is to furnish his 
contingent of men, money, and. munition" 
(Johnson), I 

corpus, n, the body of work produced by an 
artist, author, Jc, [Latin, ] 

corriere volanten. literally, aflying mess- 
enger; courier, running footman [Italian], 

costume, P, 'The custom and fashion of the 
time to which a scene or representation 
belongs; the manner, dress, arms, furniture 
and other features proper to the time and 
locality inwhich the scene is laid"(0ED: 
OTo observe the costume, among painters, 
is to make every person and thing sustain 
the proper character"(citation from 1753: 
cf. Reynolds, Discourse$ on 4rf, XII, 37S, 

and also. although the word costuNe is not 
actually used, Dryden's translation of Me 
gri of Painting, 1695; "We are to consider 
the places where we lay the scene of the 
picture; the countries where they were 
born, whom we represent; the manner of 
their actions; their laws and customs, and 
all that is properly belonging to them"; 
in Morks, 18 vols,, ed, Sir Walter Scott, 
London and Edinburgh, 1808, XVII, p. 359). 

cottar, cotter, n, a peasant occupying a 
cottage in return for his labour, 'the in- 
habitant of a cot house or cottage" 
(Burns, 1787), 

coulisse, n, a clump of trees, a hill, or 
similar object at the side of a compos- 
ition, its overlapping with others giving 
an illusion of recession into depth (from 
stage scenery; French coular, to flow or 
glide, as side screens in a groove), 

coulter, niron cutter before a ploughshare. 
couthy, adi, kind, sociable; "social" (Fer- 
gusson, -for "couth"), ,, 

couple-bauk, n, a rafter or a beam; "the 
collar-beam of a roof'- ( Chambers ), 

Cowgate, n, a street in Edinburgh parallel 
to the High Street but at a lower level; 
from gait or gate, a way or road ( cf the 
Gallowgate of Glasgow or Aberdeen ), - 

crabbit, adi, fretful, irritated. Jc, 
crack, n, and 0, chat, asa. humorous( ly),, 
also adv1in a crack", "quick's a crack', 
immediately (idiomatic), "Crack, conver- 
sation; to converse" (Burns, 1787), 

craft, n, a croft; arable land, asp, beside 
a dwelling (see outfield); "Craft or 
croft, a field near a house, in old hus- 
bandry' (Burns, 1787), 

craig, n, a rock, crag, cliff, Jc,; craigy, 
adi, rocky, 16aelic creag, carraig, 3 

creel, n, a wicker basket, for carrying fish, 
peats, Jc., asp. - on the back, See also 
Allan's pictures, of a "Fish wife" or 
"Oyster Girl' (Plate X. Fig. 276, between 
pp. 139-140 and 326-327 respectively, the 
second repeated, with a quotation from the 
Statistical . 4ccount, facing p. 359). 

crofter, n, "one who rents a small piece of 
land" (Jamieson, as alternative spelling 
of "crafter"), -. 

cuintry, adi, country, 
curious, adi, interesting, asp. to gentlemen 
of virtu, 01. Inquisitive; desirous of in- 
formation; addicted to enquiry. 2, Attentive 
to; diligent about; sometimes with after, 
3. Sometimes with of 4,, Accurate-, careful 
not to mistake, 5. Difficult to please; 
solicitous of perfection; not negligent; 
full of care; - 6, Exact; nice; subtle, 7, 
Artful; not neglectful; not fortuitous, 
8, Elegant; neat; laboured; finished; 
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9. rigid; severe; rigorous' (Johnson), 
cuttie, cutty, adj,, short, Cutty-gun, n,, 
literally a short gun or rifle, but more 
usually a short clay pipe, Cutty-stool, a 
stool (of various designs), or other place 
reserved in Presbyterian Kirks for the 
public censure and disciplining of'off- 
enders; "Stool, a seat, The stool of 
repentance is a conspicuous seat in the 
Presbyterian churches, where those-persons 
who have been guilty of incontinence are 
obliged to appear before the congregation 
for several successive Sundays, and re- 
ceive a public rebuke from the minister" 
(Herd; see also pillar), 

D 

daad, n, a piece: 'Dad, a large piece" 
(Herd); 00aud. .. a large piece of bread, 
&0 (Burns, 1786); "a considerably large 
piece-of any thing" (Jamieson, of Dawd). 

daft, adj, silly, mad, sportive, Daft Days, 
holidays at Yule and Hogmanay (Christmas 
and New Year), lasting from Christmas Eve 
until Uphalieday (, Epiphany, January 6"); 
the twelve days of Christmas, Cf, Robert 
Fergusson, "The Daft-Days': 

"Nov mirk December's dowie face 
Glours our the rigs wil sour grimace, 
Vhile, throl his minisysof space, 

The bleer-ey'd sun, 
VP blinkin light and stealing pace, 

His rice does run ... 
Let airth abound, let social cheer 
Invest the davning of the year ,, 'Jc. 

dander, Y, i, to wander,, "dandering cits", 
townsfolk strolling "to Castlehill or 
public way" (Robert Fergusson's-*Auld 
ReikieN); "Dander, wander to and-fro, or 
saunter' (Herd), 

dang, struck, beat, Jr,; past t, of ding, 
darena, daurna, see daur, 
daur, v, i, dare; daurna, Aare not 
deave, deeve, v,, to deafen, to annoy, 
Deil n. the Devil, 
delft, n. pl, a kind of fine earthenware (in 
f ull, n, Delftware) from Calft in Holland. 

deuk, n, a duck, 
dight, v., 1,, to wipe, to make clean; "to dry 
by rubbing" (Jamieson), '- 

dilettante, n. one who takes a polite in- 
terest in the fine arts, Eltalian, 3 

dinnlin, dinnling, ppl. adi. trembling, vib- 
rating; 'shaking" (Fergusson), 

dinsom[e], adi, noisy, 
dirgie, n, - *a funeral festivalm (Herd), 
dirk, durk, n. a Highlander's dagger, 
dirl, n, a vibrating or thrilling sound; 

v. 4 to make such a sound; also n, a blow; 

"Dirl, slight tremulous stroke or painu 
(Burns, 1787), 

disegno, n, literally, 'drawing", and also 
"design"; often found in conjunction with 
(orinopposition to) colors, distinguishing 
the study of line, i, a, drawing, from the 
study of colour, More widely, the design 
or idea underlying a work of art; 'By the 
word Vesign taken in its most comprehensive 
sense, is understood the Idea, Scheme, or 
Conception, which a workman or artist en- 
deavours to expressu (James Barry,, second 
Royal Academy lecture: 11orks, London, 1809, 
Vol. 1, p, 382), Eltalian], 

distress, Y, t, (Iegal term)to distrain(i, e. 
seize) goods in orderto recover a debt,, to 
poind. -iz1he orocess ofdistraintorpoinding, 

dochty, adi, bold, outspoken; "aalipert" (Jamieson). 
doit, n. a mite, a trifle; orig. a small Dutch 
coin worth less than half of a farthing, 

dominie,, n, a schoolteacher, 'From the 
practice of addressing the teacher in 
Latin, domina, "; "a contemptuous name for 
a minister" (both Jamieson), 

dook, n, a peg; the bung of a cask or bar- 
rel (also Y, t, to drive home such a peg), 

dool, n, sorrow, misfortune, grief; "pain, 
grief' (Herd), 

doon, doun, prop,, adi, and adv, down, Haud 
doun, v, t, restrain, "hold down", 

doorstane, n, threshold; a flagstone there, 
dorty, adi, proud, haughty, insolent. "Dorts, 
a proud pet" "Dorty, proud, not to be spoke 
to, conceited, appearing as disobligedO 
(both Herd), "Dortysaucynice"(Burns, 1787), 

douce, adi, sober, prudent, grave, 
doun, see doon, 
dour, adi, sullen, severe, grim, 
dow, 0, to be able to; "Dow, as or are 
able to, can" (Burns, 1787), 

dow, -v, i, to wither, fade, decay, See also 
sair, for sair-dow'd, 

dowie, adJ, sad, dismal, melancholy,, "gloomy" 
(Fergusson); Ocrazy and dull" (Burns, 1786), ' 
"worn with grief, fatigue, hc. ' (Burns, 1787), 

down, phr, *to be down on", "to havua down 
on', Jc,, to be opposed to ( idiomatic), 

drap, n, and v, drop. 
dreaming breid, n, 'The designation given 
to bridels, cake, pieces of which are car- 
ried home byýyoung people, -and laid under 
their pillows, A piece of this cake, when 
slept on, is believed to possess the vir- 
tue of making the person dream of his or 
her sweetheart" (Jamieson), 

dresser, n. a kitchen sideboard, with racks 
for plates, cups, Jc,, and with drawers and 
cupboards, , 

drone, n, part of the bagpipe; one of the 
long pipes (usually three) which rest on 
the piper's shoulder and provide a con- 
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tinuous accompaniment to the melody, 
drucken, druken, adj, drunken, 
dub, n, a small pond; a puddle; "pool" (Fer- 
gusson), 

duddy, adi, ragged, tattered, Jr,; 'Duddie, 
ragged' (Burns, 1787). Cf. duds, n, pl, rags; 
'Duds, duddies, rags, tattered garments" 
(Herd); "rags of clothes' (Burns, 1786), 

dunt, n, a blow; -v, 1, to strike, or give 
a blow. "Ount, stroke or blow" (Herd), 

dwyning, n, a waning, decline, fading, Jc, 
dyke, n, a low stone wall; occasionally, a 
ditch (obsolete, or archaic), "Dyke in the 
Scotch language means a wall" Q, Wilson, 
M. A., Minister of the parish of Falkirk, in 
a helpful footnote, 1794; SA, IX, p. 328), 

dyvers, adi, divers, several, sundry, 

H 

eastlin, adi, easterly, -1 
eclogue, n, a short pastoral poem (Latin, 
from Greek aklogaj, 

e'ening, n, and adi, evening, 
eident, adj, assiduous, diligent: "Eydent, 
constant, busy' (Burns, 1786); 'diligent" 
(Burns, 1787). John Galt, in the Seamstress, 
pointed out that the word generally 
signified 'industry free from labour" 
(Selected Short Stories, edited by Ian A, 
Gordon, Scottish Academic Press, Edin- 
burgh, 1978, p. 21). 

ek, eke, adv, also, likewise (archaic), 
elect, adi. chosen: in the Calvinist scheme 
of things, the Elect are those who have 
been selected to be called or saved, in 
contrast to the Reprobate, who are all, in 
turn, as inevitably predestined to eternal 
damnation, 

eloign6e, adj, distant, far removed from 
(for gloignoe; used by Burns in a letter 
to George Thomson, l9th November, 1794); 

enew, adj, enough, 
escadron, n. a squadron; ascadron do ser- 

vice, an 61ite detachment of horsemen 
attendant upon a general, monarch Jc,; a 
mounted bodyguard, EFrench, I 

v 

fa' v, to befall, to deserve; "befall" (Fer- 
gusson); "turn, Iota (Burns, 1786), 

fain, adj. eager, glad, Jc; 
fair, n, a market held periodically, for 
the sale of cattle, sheep, Jc,, or for the 
hiring of seasonal labour (see fee); Fair 
Day, the event itself, or the day and date, 

faither, n, father, 
fallow, n, fellow, 
fash, v. to trouble, annoy; to take trouble 
about; mtroublel (Fergusson); Ofash, vex or 

trouble" (Herd); -adi, f asheous, annoying, 
irksome; 'troublesome' (Herd), 

Fasteneen, n, "Fastens-Even" (Burns 1787); 
the evening of "Shrove Tuesday", 

faut, n, fault, offence; also 0, to blame, 
faute de mieux, phr,, for want of better 
[French, and cf. also Jamieson, I To has faut 
0 to, to have need of . "I fauteor, fautor, n, one at fault; offender, 

f echt, n, and v, f ight. 
feck fu; adj, resourceful, powerful, 
fee, v, 1, to hire as a servant, labourer, hc 
usually at a hiring-fair or feeing-market 
atwhich farm-workers would be engaged for 
the half-year or year following, 

feint, phr, "the feint a bit", not a bit; 
"the never a bit" (Herd), 

ferlie, ferly, nand v, i, marvel; 'mystery' 
(Fergusson); "a wonder, to wonder; also a 
term of contempt' (Burns, 1786). 

fermtoun, 7, a small settlement; 'a hamlet, 
The tenancy of the farm was held of the 
landowner or laird by the husbandman (the 
gudeman or tacksman), or by a number of 
such husbandmen; a husbandman, in cult- 
ivating the land, would normally have the 
assistance of his sub-tenants, crofters 
and cotters who paid rent in kind and by 
providing their labour, -ý 

f6te champetre, n elegant festivities held 
in the open; a picture of such a scene, 

fichu, n, a light triangularcape worn over 
the shoulders by women, the ends being 
crossed before; a muslin covering for the 
neck EFrench, 3 

fidge, ý v, i, to twitch or fidget; fidging 
fain, phr, very glad, extremely, not to 
mention obviously eager, 

fild, n, field; the battle-field, 
firret, firrit, v, t, to seek; to hunt out, 
firth, n, a sea-inlet, esp, a river mouth or 
estuary, Also frith. 

f it, n, foot; also the foot of #,. q, a hi 11. 
fleg, n, a fright; a side-swipe; "a kick, a 
random blow' (Burns, 1787). 

f lie, v, i, to f ly apart; to f ly thus, hav- 
ing been knocked asunder, 

flie, n, a fly; something of no value, For 
the idiom inJohnie Armstrang",. see skaith. 

flit, v, i, to move home; v, I, to transfer 
furniture and the like from the previous 
residence to the new, The removal itself 
is a flitting. Alsothe annual transfer of 
livestock to (or from) summer pastures, 

flite, flyte, v, i, to scold, quarrel or in- 
sult, asp,, in the last case, as a public 
contest between poets; n, flyting, 

flunky, n. servant (generally conteaptuousX 
"Flunkies, livery servants' (Burns, 1786X 

flype, v. i, ' to strip, or turn outside-in, 
flyte, see flite, 
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fock, see fouk, 
forbye, prep, besides, in addition to, as 
well as: 'Forbye, besides' (Burns, 1787). 

foregaither, 0, to gather together soc- 
Aally; -n, foregaithering; "Forgather, to 
meett to encounter with" (Burns, 1787). 

fornenst, prepand adv, right opposite to; 
also forenent, fornent, Jc, Often with the 

-sense of opposite to, but close; 
fou, adi, literally "full", but generally 
drunk (see Allan's letter to the Earl of 
Hopetoun, December 1782;, text, p. 21), 

fouth, n, an abundance; -ady, afouth, 
fouk, n, folk; also fock, 
fovp adi, full; -n. handfow, nivefow, hand- 
ful, fistful, Jc, See also fou, 

frie, prop, from, 
freebooter, n, one who roves in search of 
plunder or booty; an outlaw, [Dutch] 

frith, see firth, 
froward, adi, obstinate, unreasonable; adv 
frowardly, 

fu, adj, full, but see also fou, 
full, v, t, to thicken cloth by beating and 
scouring it, by hand or in a mill, 

fure, past t. went. "Fared; went" (Jamieson) 
"Thair fure ane man to the holt', "There 
went a man to the wood", a song mentioned 
in the sixth stanza of Pablis to the Play 
by King James I (sometimes ascribed,, per- 
haps because of legends of The Gudeman of 
Ballengeich, to James V, his great-great- 
grandson), 

fute, n, foot. 
fyke, n, commotion, bustle, Jc.; (as a verb) 
"to be restless, uneasy" (Herd), 

G 

gab, n, the mouth; "mouth" ( Fergusson ); 
gabbie, n, 'stomach* ( Fergusson ), Also 
0, gab, to chatter, -to speak at length, 
"Gab, the mouth; to speak boldly or pertly" 
(Burns, 1787); -adi. gabby, fluent, garrulous, 

gaberlunzie, n, a pouch or wallet hanging 
from the belt; the beggar who carries or 
wears such a pouch (also Gaberlunzieman). 

gae, v, i, to go; past i, gaed, went; pros, 
ppl, gaun, gawn, 

gain, v, i, to last; "to fit; to sufficem 
(Chambers), but the sense in "My Jo Janet" 
(see text, p. 286) is probably that given. 

gaisgeach, n,, a hero, champion, warrior, Jc, 
[Gaelic; E. Irish gascedachj 

gang, v, i, to go, - to leave; pr, p, or ppl, 
adj, ganging, going, active, busy, Jc. 

gar, v, t. to cause,, past tense gart, 'Bar, 
to make, or force to" (Burns, 1787), 

gat, past t. of v, t, get, 
gate, n, manner, deportment Jc,; "Gate, or 

gaet, way, manner, practice" (Burns, 1786); 
"Gaet or gate, way, manner, road' (Burns, 
1787); cf. Cowgate, 

gaucherie,, n, awkwardness, clumsiness, asp, 
in deportment or conduct, EFrench, 3 , 

gaucy, gausie, adi, plump and pleasant, am- 
ple; "Gawsie, jolly, large" (Burns, 1786), 

gawn, see gae, 
gawsie, adi, see gaucy, 
gear, n, property; "wealth, goods" (Herd); 

-in phr, ý gowd and gear, money and poss- 
essions; "worldly goods". 

geck, v, i, to jeer (at), to mock; "slight' 
(Fergusson); "to toss the head in pride 
or wantonness" (Burns, 1786); "to toss the 
head in wantonness or scorn" (Burns, 1787), 

geneva, n, gin; French ganavra,, and Dutch 
janevar, confused with Geneva, 

genie, n, see genius, [French, 3- 
genius, - n, 'I, The protecting or ruling 
power of men, places, or things, 2. A man 
endowed with superior faculties, 3. Mental 
power or faculties, 4, Disposition of 
nature by which any one is qualified for 
some peculiar employment, 5, Nature; dis- 
position' (Johnson), 

gentle, adi, pertaining to the gentrr, one 
of the gentry by birth; "well born; well 
descended; ancient, though not noble' 
(Johnson), 

Genre, n, the class of, painting which deals 
with slight subjects from ordinary life, 
usually in a humorous manner;, 

Georgic, n, a poem on agricultural matters. 
gett, n, a child, esp. contemptuously; brat; 
offspring generally. 

gey, adi, gay, merry, lively Jr,; in phr, 
gey and, veryextremely (used adverbially 
as an intensifier in a form of hendiadysk 

ghaist, n, a ghost, 
ghillie, gillien, an attendantloriginally 
on a chief or gentleman, but now usually 
upon a sportsman, E6aelic, l 

gie, 0. to give, to render, 
gibe, n, a jest, joke Jc,; a taunt, 
gif, coni, if, 
Gil, n, a youth of gentle birth, aso. in the 
Ballads; see Childe, 

gin, - coni, if : -prop, by (a time), 
girn, *v, i, to snarl; to whine or complain, 
gither, see thegither, 
gizzen, , v-i, shrivel with drought; past t. 
gizzened: gizzand; "rent with heat, dry" 
(Fergusson), [Norwegian gisan, leaky, ] 

glaiket, adi, silly, thoughtless, friv- 
olous, Jc,; "Glaikitt inattentive foolish" 
(Burns, 1787), 

gled, n, the kite; figurativelya glutton; 
'a greedy person" (Chambers); "We say of 
anything that has gotinto greedy keeping, 
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that it has got into the gled's-claws, 
where it will be keptuntil it be savagely 
devoured" (Jamieson; also 'gled's-grups"), 

glower, vj, to look (not necessarily to 
scowl or glare): also glour, Pres. PP4, 
glowran. Also glower; -n. a look, glance, Jc, 

glybe, n, the soil ( archaic) ;af ield, Cf 
glebe, ELatin glaba, a clod. 3 

gorget, n. originallya piece of armour for 
the throat, by the eighteenth century and 
in vestigial form a small brass crescent 
worn on the chest by army officers as a 
badge of rank, [French gorgej 

gowan, n, a daisy; "the flowerof the daisy, 
dandelion, hawkweed, &V (Burns, 1787), 

govd, ngold. Gowd and gear, money and poss- 
essions; "worldly goods", Gowden Age, the 
Golden Age, a mythical time of innocence 
and perfect happiness,. or a known period 
of greatest achievement, 

gowk, n, a fool, simpleton, hc,; the cuckoo, 
Also gouk; 'Gouk, the cuckow. In derision, 
we call a thou; htless fellow, and one 
who harps too long on one, subject, a 
gowV (Herd,, spellings as, given),, 

gracie, adj, pious-, devout, Jc, 
graip, n. a fare implement; a fork used for 
digging potatoeslifting dung, hc. -, IA begun 
turn is half ended; quoth the good Wife 
when she stuck the Grape' in the Midding" 
(Kelly, with gloss IfOungforkN). "Grape, a 

'stable-rake" , "a trident fork' (both 
Herd); "a pronged instrument for cleaning 
stables' (Burns, 1787), 

gree, 0, to agree; bear the gree, to win 
outright, to hold the field, Jc,; `6reei to 
agree, to bear the gree, to be decidedly 
victor' (Burns, 1787), 

greet, see greit, 
greit, v, i, to weep, cry: past t. grat, 
grit, see greit. 
groats, n, pl, oats with the husks removed, 
"Grotts, millId oatsu (Herd), perhaps from 
a fancied resemblance to the small silver 
coin of, the same name, 

gude, guid, adi, good, 
gudeman, guidman, n, husband, the man of 
the house ( fes, gudewife); 'master of the 
house" (Fergusson); IGuidman and Suidwife.. 
the master and mistress of the house, 
roun. q ' 6uidman, a man newly married" 
(Burns, 1787), A stall farmer, 'Of the 
present farmers some no doubt still 
exhibit that sort formerly known by the 
appellation of gude son, the toiling and 
struggling cultivators of small farms, but 
a second sort occupy large territories, 
early and intimately acquainted with the 
theory, the practice, and the commerce of farming, shrewd and sensible, in easy, 

and some in affluent circumstances, in- 
dependent, either of lairds or factors". 
(the Rev, Mr, George Cupples, account of 
the United Parishes ofSwinton and Simprirý 
Bervickshire, 1791-92, SA, IIII. pp. 295-96). 

gust, n, relish; "Gusty, tastefulm (Burns, 
1787) Matin gusius, 3 

H 

had, see haud, 
hae, v, t, to have, 
ha'f , adv, half ; imperfectly, 
haffet,, n, the temple; sometimes the hair 
growing there, -Cf. however the definition 
in Fergusson's -Poems, 1773: "cheek" (of 
"Haffit"), "Haffet, the cheek, side of the 
head" (Herd), 

haggis, n, "A dish commonly made in a 
sheep's maw, of the lungs, heart, and 
liver, of the same animal, minced with 
suet, onions, salt, and, pepper, -and mixed 
up with high-toasted oatmeal, It is some- 
times made of-oatmeal, mixed with the 
last four ingredients' (Jamieson), 

hairst, n, harvest, 
hald, n, a dwelling: 'dwelling, tenement' 
(Herd). "Hal, or hald, hold, biding place' 
(Burns, 1786); in phr, "house and hald", 
"house and home', 

halesome, adj, wholesome; healthy, health- 
giving, 

hallan, n; a partition between a door 
and fireplace (to reduce and divert 
draughts), "Hallan, a particular par- 
tition wall in a cottage" (Burns, 1787). 
Hallanshaker, a vagabond; "Halanshakers, 
ragamuffinsu (Herd). "In time of theirDiet 
there are somethey call Hallinshakers who 
look gaping over a partition waiting for 

'some Victuals' (ý collection of Hiqhland 
Rites and Customes copied by Edward Lhuyd 
from the manuscript of the Rev, Zamas 
Kirkwood, Bodleian Library, MS, Carte 269, 
publ. Folklore Society, 1975, p. 31). - 

Hallow Fair, n, the fair held in Edinburgh 
at the season of All-Hallow's (i, #, the 
end of October or, more usually, the begin- 
ning of November), 

Haly Band, n, the Kirk Session, 
hame, n, home; -adj. hamely; 'hamely fare", 
plain food, 

hateil,, adi, hosely; "home-bred" (Fergusson) 
havely, adj, ý homely; nhomely, affable" 
(Burns, 1787), 

hand, in phr, "there's my hand", to give a 
word of honour; an assurance, 

hang, past 1, of hing, r, i, to hang, 
hantle, n, a collection; a great number, 
hap, v, t, to wrap or cover up; also n,, a 
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covering, "Hap, an outer garment, mantle, 
plaid, hc, to wrap, to cover, to hop" 
(Burns, 1787), 

haud, Y, i, to hold; haud doon, to restrain 
or keep in subjection; cf. SNO doonhadden, 
'kept in subjection", 

haws, n, pl, hawthorns, 
heartsome, adi, hearty, merry; 'gladsome, 
pleasanto (Herd), 

het, adi, hot. 
heugh, n, a cliff; a. deep glen or hollow; "a 
rock or steep hill; also, a coal-pit" 
(Herd); 'a crag, a coal-pit" (Burns, 1786 
and 1787), 

hey, n, hay; hey-wain, a hay-wain, -waggon. 
hiatus, n, a gap, a break in continuity ELI 
hie, adi, high; "ane hie ruff sang", pre- 
sumably a loud, or very "merry' song, 

hirdum-dirdum, n, exuberant celebration; 
aconfusion, noisy mirth, uproar* (Cham- 
bers); obviously onomatopoeic, 

hirelin, n, a hired hand, esp. a young one; 
also adi, 

History, n, a Historical Composition; a 
History-Painting; 'History-Piece, n, s, A 
picture representing some memorable event 
(Johnson), See Reynolds, Discourse IV. 

hodden, n, a coarse, homespun cloth; cloth 
made of wool of natural colour (also hod- 
den gray); -adj, ', fig., homely, "homespun"; 
'Hodden-gray, a coarse gray cloth" (Herd) 

hogget n, a large cask or barrel; hogshead, 
holt, n, a wood "as in E. Ayrs, ' (Jamieson) 
hoolie, hooly, adv, slowly, gently, moder- 
ately, Jq "slow' (Fergusson). Also interi, 
'haud on', "take it easy'-. 'Hoolie,. slowly, 
leisurely; Hoolie I take leisure! stop18 
(Burns, 1787), 

hough, n, the thigh, or the leg in general. 
houk, see howk, 
howe, n, and adi, hollowi'hollow, a hollow, 
or dell' (Burns, 1787), 

howk, v, t. to dig; to hollow out, 
howm, n, level ground beside a burn, esp. in 
low-lying places. "Howms, plains, or river 
sides' (Herd), "Between the edge of the 
River Clyde, and the rising ground, or 
banks on each side of that river, there 
are generally valleys, or holms, (as they 
are here called, ) of different breadths" 
(the Rev. J, Risk, account of the Parish of 
Dalserf, Lanarkshire, 1791) SA, V11, p. 227). 

Howt awa, inted. "Ach away": Nowt! fyi, 
(Herd); *tutsl nonsense! ' (Chambers, for 
'Hoot awall): Inae chance*, Jc, 

hurdies, n, pl, the backside; "the loins, 
the crupper' (Burns, 1787), 

hurkle, v, i, "to crouch, or bow together 
like a cat, hedgehog, or harem (Herd), 
husbandman, see fermtoun, 
hynd, n, a hind; a married ploughman who 

held his cottage of the gudeman, and 
worked the land with the help of his 
family; see ferstoun, 

I 

ilk, adi, each; ilka,: every, 
Muster, adi, illustrious, 
infield, n, the arable land closest to the 
farmhouse, continually manured and cult- 
ivated; the croft (see outfield), 

ingenious, adi, "Witty; inventive; poss- 
essed of genius" (Johnson), 

ingle, n, fireplace, hearth,, -fireside Jc,; 
"fire" (Fergusson); ingle-bield, fireside 
shelter; ingle-neuk, the chimney corner; 
ayont, the ingle, at the other side of the 
fire; "ingle, (the fire), may be traced 
in the Latin ignis" (the Rev. J. Playf air, 
account of the Parish of Bendothy, Perth- 
shire, SA., XII, p, 75, but Mr, William 
Lockhart of Baronald derived the same 
word from the Gaelic, aingeal; account of 
the Parish of Lanark, SA, -VII, p. 434). 

into, prop, unto, - 
iota, n. a jot, a whit [the smallest letter 
of the Greek alphabet], 

ise, pron, and v, I shall, or I am: "I as, 
Annandale, It seems to be the idiom of 
that district to use the third person 
sing, of the v. with the pronouns I and 
Thou, # as, "I's gawn hame, ' I as going 
home; "I's fow, how's tow, " I am satisfied 
as to eating, how art thou? The same 
idiom occurs in the west of S., at any 
rate in Renfr, ' (Jamieson), 

istoria, see History. 

S 

jaur, n, a jar; colL a drinking-vessel; cf 
Burns, "The Holy Fair", stanza XIV, 

jo, n, term of endearioent,, sweetheart dear, 
darling, Jr. 

jouk, v, 1, to avoid; v, i, to duck swiftly; 
"Jowk, a low bow" (Herd); "to stoop" 
(Burns, 1786); "to stoop, to bow the head" 
(Burns, 1787), 

K 

kail, kale, n, cabbage or colewort; broth, 
and hence food in general; kailyard, cab- 
bage patch. Kailyard School, a group oflate 
nineteenth-century Scottish writers whose 
work, typically giving a sentimental pic- 
ture of life in an imaginary Scotland, was 
Ninitially published in England and was 
intendedfirst and foremost forthe English 
reader' [and then the American3: William 
Donaldson, Popalar literature in Victorian 
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Scotland language, fiction and the prasf, 
Aberdeen University Press, 1986, p, 147, 

kail-gooly, n, a large knife for cutting 
kail, "Goolie, a large knife" (Herd), 

kebbuck, 7, a cheese, a whole cheese, 
keek, v, i, to look or peep; keeking-glass, 

n. a looking-glass, a mirror, Also na look, 
keeping, n, a balance or harmony achieved 
between colour values and tones in a 
painting, 

ken, v, t, to know; past 9. kend, kent; *Ken, 
to know; used in England as a noun, A 
thing withinken, i. e, withinview" (Herd), 

kent, n, a shepherd's staff; a pole used 
for louping sheughs; "Kent, a long staff, 
such as shepherds use for leaping over 
ditches' (Herd), 

kenspeckle, adi, notable, well known; con- 
spicuous. 

kilt, n, and v, t, the kilt; to pleat or 
tuck up (past C kiltet, kiltit); "Kilt, 
to truss up the cloaths" (Burns, 1787), 

kimmer, n, a familiar term for a female 
companion; "a female gossip" (Herd), 

kirch, n, a cloth worn around the neck or 
overthe head: 'Cursche, a kerchief, A linen 
dress, wore by our Highland women* (Herd); 
also kurchie (kerchief3; 'Kurches, a cov- 
ering for the neck" (Herd), 

kirk, nchurch; also v, t. to attend church; 
'It need hardly be observed, that the 
Scotch word ffirk, for a place of worship, 
approaches nearer to the original Greek, 
Alulior, oiror, than the English word, Churc4 
and ought perhaps to be made use of, at 
least in Scotland. ' (the Rev. James Scott, 
account of the Parish of Carluke, Lanark- 
shire, 1793, V, VII, p, 125, footnote), 

Kirk-Session, n, lowest Presbyterian court 
composed of the minister and elders of a 
congregation. 

kirn, n, a churn; a festival held at the 
end of hairst; a harvest-home; "the har- 
vest supper, a churn' (Burns, 1787), 

kist, n, a chest, box Jc,; a coffin, 
kit, n, 'a wooden vessel, hooped and 
staved" (Herd), 

kittle, v, t, to tickle; hence "kittle hair 
on thairms', to play the fiddle, from 
Burns, 'Love and Liberty" ("The Jolly 
Beggarsl), song to the air "Whistle owre 
the lave olt" (see thairms), 

kittock, see reticule, 
knave, n, a small hill; a knoll or hillock; 
Na small round hill' (Burns, 1787), 

kye, n, pl, cattle-, kine, 

Irl 

lacuna, n, a gap, a want or lack, 
lad, n, boy; a youngster. 

lade, n, a mill-stream, asp, one specially 
constructed, divertedJr, 

laft, n, loft, 
laigh, adi, low: Liigh Parliament House, the 
Lower Parliament House, Edinburgh, 

laiglen, leglen, Jr. n, a wooden milking-pail 
constructed in a manner similar to a lug- 
gie or a bicker ( qqv, ); "a milking-pail 
with one lug or handle' (Herd), 

laird, n, 'a gentleman of estate' (Herd), 
land, n, a building of several storeys, 
generally let out in tenements and having 
a common entry, 

landskip, n, a painted landscape EDutch, 3 
landwart, adi, brought up in the country; 
rustic; provincial; "Landart, the country, 
or belonging to it, Rustic" (Herd), 

lane, adi, alone; see also leefu, 
lang, adj. long (of time or size): langsome; 
wearisome; 'tiresome, tedious' (HerdX See 
also syne, 

lap, past 9, of loup; leapt, 
lass,. n, girl; a young girl, 
late-wak, n, a wake; "a sort of festival at 
watching a corpse' (Herd), 

launce, n, a lance, 
lave, n, the remainder; the rest, 
laverock; lav'rock, n, the lark,. 
lawte, n, Ealso lauiel, loyalty, allegiance, 
good faith, integrity; 'faithful adherence 
to high standards of conduct, upright or 
honest behaviour' (DOST), - 

lea, n, arable land left under grass; open 
country or meadow, esp-in poetic usage, 

leal, adi, true, faithful; "true, upright, 
honest, faithful to trust, loyal, A leal 
heart never lied" (Herd), 

leefu,, adi, lonely, sad; leefu-lane, "all 
alone, quite by one's self' (ChambersY, 

legato, adjand adv. (. vusical tarm)ýsmooth, 
smoothly, the notes succeeding each other 
without any audible break, The opposite of 
siaccato [Italian legare, to bind or tie], 

leid, -i7, language, 
letters, see Literati, 
leugh, past 1. laughed, 
leuk, 0, to look, to seem, to appear, 
licht, n- light, Auld Licht, & popular name 
for tho; e ministers of the Kirk who held 
most tenaciously to the doctrines of John 
Calvin ('Orthodox, Orthodox, who believe 
in John KnoxN Jc, as Burns put it), to the 
Solemn League and Covenant, and to the Act 
of Security, passed in 1707 to assure and 
preserve the constitution of the Pres- 
byterian Kirk afterthe Union but violated 
by the Patronage Actof 1712, The Moderates 
in the Kirk (the majority) accepted Pat- 
ronage, and, in 1747, took the Burgher's 
Oath over which issue the OAnti-Burghers, 
seceded; the more moderate among this 
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particular faction were known as the New 
Lichts, and were of more liberal theology 
than the Auld Lichts, who placed special 
emphasis on the decratum horribile of 
Predestination (see also Elect), 

lightly, v, 1, to mock, to deride, 
lightsome, adj, cheerful, lively, 
lift, n, the sky; to give 'a lift aboon", 
phr, to give a help up, a raise; to pro- 
mote or encourage, 

lilt, 0. to sing merrily, osp. to sing the 
inelody of a song without the words, 

limmer, n, a woman of low character; con- 
temptuous term for a woman; "a whore" 
(Herd); "a woman of easy virtue" (Burns,, 
1786); "a kept-mistress; a strumpet" 
(Burns, 1787), 

link, v, 4 to skip, move briskly and gaily; 
"to trip along' (Burns, 1786); -pros ppl; 
linkan; *walking speedily" (Herd), 

links, n, a stretch of fairly level ground 
along a river or sea-shore, especially if 
used as a golf-course, 

linkboy, n. one who carried a link or pitch 
torch, to light the way in dark streets: 
an attendant with such a torch, 

linn, n, a waterfall or cascade; "the pool 
undera cataract" (Jamieson); Na precipice* 
(Currie), 

lintie, n, the lintwhite,, ', Iinnet, 
list, 0, to choose, desire, or wish, 
Literati, literati, n, pl. men of letters; 
"the learned" (Johnson)r "Letters without 
the singular: learning" (Johnson), 

loan, loaning, n, a country lane; a broad 
strip of grass running between two fields 
and used as a pasture and a milking-place 
as well as a lane; 'Loan, a little common 
near to country villages, where they milk 
their cowsN (Herd), 

lock, n, a small amount, 
locus, n, a place; a passage of writing; 

locus classicus, the standard text on a 
particular topic, 

loof n, the palm: 'the hollow of the hand" 
(Herd) 'the palm of the hand (Burns 1787) 

loon, loun, n, 'a rogue" (Jamieson), 
Lord High Commissioner, see Commissioner, 
Lordyngis, n, pl, Sirs (spoken or written 
address); *Only in plur: Lords, noblemen, 
gentlemen ... chiefly early and chiefly 
in verse" (DOST), 

loup, lowp, 0. to leap; also n, 
lowse v, t, to loosen; lowsed, released from 
work or (as cga horse) from harness. 'To 
give over work of any kind' (Jamieson, of 
I ro LOUSE"), 

Luckenbooths, n. merchants' stalls or booths 
designed to be locked, esp. those formerly 
situated in the High Street of Edinburgh. 
The old Tolbooth was at one time known as 

the Lucken-booth. "Luck, to inclose, shut, 
or fasten, Hence Lucken-handed, close- 
fisted; Lucken Gowns, Booths, W (Herd), 

luggie, n, small wooden vessel with a ver- 
tically projecting handle; 'a dish of wood 
with a handleu (Herd); "a small, wooden 
dish with one handle" (Burns, 1786); 'a 
small wooden vessel, for holding meat or 
drink, made of staves, one of which pro- 
jects as a handle" (Jamieson); cf. bicker, 
kit and laiglen, 

lum, n, a chimney, 

x 

machinery, n, supernatural agency, esp. in 
a poem, 

mair, adi, more, - 
iaist, adi, most; the superlative of mair, 
Makar, n, literally, a maker,, a poet; The 
Makars or Makaris, the Scottish poets of 
the fifteenth and sixteenth centuries, 
including Henryson, Dunbar, Douglas and 
Lyndsay of the Mount, 

1mang, prop, among (poetic; from lasang"), 
manes n, plthe spirits of the dead [LatinJ 
manners, n, pl, human behaviouresp. in com- 
pany or society; "General way of life; 
morals; habit" (Johnson); 'the Manners; 
underwhich Name I comprehendthe Passions,, 
and, in a larger Sense, the Descriptions 
of Persons, and theirvery HabitsN (Drydený 
Preface to Fables . 4ncientand Ifodern, 1700, 
in llorA-s, ed, Sir Walter Scott, London and 
Edinburgh, 1808, Vol. XI, p. 216; Poess and 
Fables, ed, James Kinsley, Clarendon Press, 
1958, Vol, IV, p, 1450, lines 250-52), 

Marches, n, pl, the boundaries of an estate 
or parish; "March or merch, a landmark, 
border of land" (Herd), 

maun, r, t, must, 
maynteme, v, tto maintain, to keep up; Nto 
keep in good rule, to govern and protect 
as ruler* (DOST), 

meikle, adi, great (of size or quantity); 
"much, great' (Herd), Also mekil, sickle 
and suckle, 

menzie, n, originally a household, or com- 
pany of retainers and followers; a crowd, 
a following; a number of consequences, 

Mess John, n, a minister ( familiar, often 
disrespectful ), Also Mass John; probably 
from Naister of Arts. 

messan, n, lap-dog or cur, lit, a dog, but 
may be used contemptuously of a person, 
Eftelic seasanj 

Mhaighstir, n, Maister, master; a school- 
master [Gaelic, from Latin magisterl 

sickle, see meikle. 
midding, n, a midden; a refuse heap, 
miscal, v, t, Imiscall"; abuse, insult, Jc,,, 
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"Miscaw, to'give names" (Herd); "Misca', 
to abuse, to call names' (Burns, 1787), 

mither, n, mother, 
Moderates,, see Licht, 
motes, n, pl, Nmannersll, ýq, v, 
inotif, n, a theme, esp. in painting or in 
inusic; an important part of a composition; 
a repeated f igure, Jc. in a sequence, 

motty, adj, ýfull of motes; "Motty-sun, n, 
the appearance when a sunbeam shines 
through an aperture and shows floating 
atoms of dust' (Chambers), 

movit, v, t, (past t, ) lit, Omoved"; bowed, 
or raised the hat, hc,; doffed, 

muckle, adi, great, large; muckle-sait, lit. 
the great seat; an are chair, the guidman's 
seat, the place of honour, Cf. meikle, 

muir, 17, a moor, a heath; also mure, ' 

N 

na, no, adv, not, 
nabob, n, a European who has made a for- 
tune in the East, 'usually in India (obs, ) 
[Hindi nawwjb, a deputy, viceroy, Jc, 3 

nae, adi, no, none, 
neapkyne, n, napkin, 
neebor, n. and adj. neighbour; one of a pain 
neep, n, the turnip, 
never, adv, (often) "did not"; idiomatic, 
is or was insufficient or inadequate to 
achieve an end, describe a person, Sc, One 
farmer might say that the hairst had been 
poor, and another respond, Ulpoor, never 
nased it'; thus, "it was computed that 
111,600 3 never placed the horses and 
ploughs on the field", may be rendered, "it 
was computed that the horses and ploughs 
which took part in the match would have 
cost more than E 1,600"; i, e, the average 
price of each of forty ploughs and its 
team of two horses was more than E 40; 
account of Alloa, SAIX, p. 669, footnote; 
see text, p, 351, For some references to 
James Small in the Statistical . 4ccount, 
see n. 349 to Chapter VI, 

nighean, n, a maiden [Gaelic, 3 
nivefow, n, a fistful, or handful; from 
nive, the fist (also nieve), 

non progredi est regredi, phr, not to go 
forwards is to retreat, [Latin, ] 

nook, n, 'corneru (Herd), Also neuk, 
notorious, ad/. known; with note taken of; 
conspicuous, noted, Jc., -, "Publickly known; 
evident to the world; apparent; not 
hidden. It is commonly used of things 
known to their disadvantage; whence by 
those who do not know the true signif- 
icition of the word, an atrocious crime 
is called a noioriouscrime whether pub- lick or secret" (Johnson; exactly the same 

definition is given in the first edition 
of his Victionary, 1755, Even if it were 
not 'evident to the world", a, crime would 
have to be apparent to at least some of 
the public before anyone, other than the 
crisinal himself. could call it notorious% 

nowt, n, cattle, Also nowte: "Nowte, black 
cattle" (Burns, 1786 and 1787). 

0 

o'ercome _ n, surplus, excess; "O'er or 
ower, too much; as, A' olers is vice, All 
excess is vicious, O'ercome, superplus" 
(Herd), 

oeuvre, n, all the productions of an-art- 
ist; his life's work [French, 3 

onstead, n, a farmstead; the farmhouse and 
its related buildings, or these buildings 
or offices alone; "the building on a 
farm' (Jamieson), 

ony, pron, and adi, any, 
or, prep., adv, and coni, before; 'Or, is 

often usid for ere, before' (Burns, 1787). 
ousen-bow, n, a wooden yoke, for use with 
draught oxen; "a piece of curved wood put 
round the necks of oxen, as a sort 
of collar, to which the draught is fixed" 
(Jamieson, definition of "oussen-bow"), 

outfield, n, arable land, usually that at 
some distance from the farmstead itself; 
pasture, "The distinction between croft 
and outfield prevailed very generally in 
the old and imperfect husbandry of Scot- 
land. The crof t, consisting of a few acres 
nearest the fare house, was perpetually 
in crop, and received the whole manure of 
the farm. The outfieldwasthe open pasture 
land, which was occasionally plowed in 
patches foroats till they were exhausted, 
and then left to rest' (the Rev. ft Robert 
Boog, account of the Abbey Parish of 
Paisley, 1793, M, VII, p, 846, footnote), 
"Arable land, which is not manured, but 
constantly cropped" (Jamieson), 

out-owrei prep, over; away, farover; across 
the fields, ý 

owre, prop, over, ,, 
owsen, n, pl, oxen; also ousen. 

pantograph, n, jointed frame used in copy- 
ing, enlarging, or reducing drawings and 
plans, with a pencil duplicating the act- 
ion of the operator in following an orig- 
inal outline, C Greek pan, pantoall, and 
graphain, to write, -2 

parradge, -n,, porridge, thick gruel; oatmeal 
boiled in water. - Also parritch, "oat- 
meal pudding, a well known Scotch dish' 
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(Burns, 1787); cf, brochan. 
pauky, pawky, adj, shrewd, lively, artful; 
"cunning" (Fergusson); "Paukie, cunning, 
sly" (Burns, 1787, and Currie), 

penates, n, pl, the household gods of every 
Roman family; the public cult of the Pen- 
ales was celebrated in the Regia, 

pencil, n, in eighteenth-century usage, a 
fine paint-brush, "LA small brush of hair 
which painters dip in their colours, 2, A 
black lead pen, with which cut to a point 
they write without ink, 3, Any instrument 
of writing without ink' (Johnson), "To Pencil 
v, n, [from the noun] To paint" (Johnson), 

pentimento, n, evidence of an artist's hav- 
ing changed his mind during the course of 
painting a picture; the parts which were 
altered begin to appearfaintly as ghostly 
images showing the first, or at least the 
earlier intentions, By extension, the word 
may be applied to the sign of a change of 
the same kind in a drawing, [It, pentim#W4 
repentance] 

peripeteia, n, a sudden change in a char- 
acter's fortune (usually for the worse), 
eso. in drama, [Greekj 

philosphe, n, a philosopher; a thinker, asp 
one associated with the French Encyclo- 
padists of the eighteenth century, 

picturesque, adj, like a picture; used to 
describe a scene which would make an 
attractive picture, 

pillar, n, presumably the fauteor's laft; 
Herd, however, in his . 4ncient and Nodarn 
Scots Songs, (1776), glossed the word as 
"the stool of repentance"; perhaps it was 
distinguished from the cutty stool by its 
situation. Cf, also his entry for 'Stool, a 
seat, The stool of repentance is a con- 
spicuous seatinthe Presbyterian churches, 
where those persons who have been guilty 
of incontinence are obliged to appear 
before the congregation for several succ- 
essive Sundays, and receive a public 
rebuke from the minister", , 

plack, n. a copper coin worth 4d. Scots; "an 
old Scotch coin" (Burns, 1787); see also 
N, catch the plack". [from Flemish plad-e, a 
fifteenth-century coin. 3 

plaiden, n, 'Coarse woollen cloth that is 
twealle4f' (Jamieson); "It would appear 
that this stuff was anciently worn 
parti-coloured in S, like what is now 
called Tartan" (Jamieson), Cf, plaiding, 

plaiding, n. a strong woollen twill, not 
necessarily coarse; nPlaid, stripped, 
woolen covering" (Herdoriginal spellingj 

planestanes, n, flagstones, asothose of a 
pavement, Also plane-stanes, 

plenishing, n, furniture, household goods, 

farm implements4c; "Household furniture' 
(Jamieson), 

Poacher Court, n, the Kirk Session ( used 
humorously by Burns in his 'Epistle to J. 
R******, Enclosing some Poems' 

poortith, n, poverty, 
port, n, a gate, especially a city gate, 
post hoe, ergo propter hoc, phr after this, 

therefore because of this ( i, a, false logic 
or improper reasoning), [LatinJ 

pouch, n, pocket; see also reticule, 
pow, n, "The head; the poll" (Jamieson), 
prent, n, and v, print, 
prie, v, t, to try, taste, test; ltaste" (Fer- 
gusson)'- "to taste" (Burns, 1787), 

prince, n. (arch, ) a sovereign (male or fe- 
male): 'I, A Sovereign: a chief ruler', 
"Ruler of whatever sex, This use seems 
harsh, because we have the word princess" 
(both Johnson), 

proletariat, n, the labouring class, with 
neither property nor capital; "mean; 
wretched; vile; vulgar' (Johnson, - of the 
adjective "Proletarian'), 

pyne, n, pain, hardship, labour Jc,, 

Q 

quean, n, a girl, young woman; "dame" (Fer- 
gusson); *a young woman" (Jamieson), 

quhar, quhair, advand coni. where (archaic). 
quhoso, pron, whatever person (archaic), 

-- IR 

ragazzo, n, young fellow; a lad E Italian; 
plural ragazzi, l 

ragout, n, a seasoned stew of meat and 
vegetables [French ragodtar,, to restore 
the appetiteJ 

rang, past tense, reigned,, 
rant, n, a lively air or song, - V, 9. to 
play or sing such an -air, esp. noisily -adi 
ranting, *rousing, jolly" (Herd), -, 

raploch, adi, coarse, rough, 1omely; f rom 
a coarse woollen cloth of the saint name, 

ratten, rotten, n, a rat, 
rattle, v, 4 to talk rapidly and laudly; "to 
talk volubly with more sound than sense" 
(Jamieson); -adi, rattling, brisk, loud, Jc, 

rauchle, adirough, coarse, strong, vigor- 
ous, Jr, "Raucle, stout, clever' (Burns, 
1786); mrash, stout, fearless' (Burns, 
1787); -n, rauchleness, raucleness; "vigour 
and freshness in advanced life"(Jamiesonl 

rax, v, i, to stretch, to reach for; -V, 1. 
to stretch, expand, -swell out Jc, 

redd, Y, i, to clear out, to separate; 'Redd, 
to rid, unravel, To separate folks that are 
fighting, It also signifies clearing of 
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any passage, I'm redd, I'm apprehensive' 
(Herd); 'to quell a fray' (Chambers). 

redd, more usually rede, n, and v, t, read, 
counsel, advise, Jc.; "Rede, counsel, to- 
counsel" (Burns, 1786 and, with a minor, 
change in the pointing, 1787), 

reek, n. smoke, also fog, mist, Jc, Also Y, i, 
to smoke, smell, hc, I 

Reekie, Reikie, n, Edinburgh (usually Auld 
Reekie), Said to be from its having many 
chimneys; "designation given to Edinburgh 
from its smoky appearance" (Jamieson I "This 
highly appropriate popular sobriquet can- 
not be traced beyond the reign of Charles 
II. Tradition assigns the following as theý 
origin of the phrase: An old gentleman in 
Fife, designated Durham of Largo, was in 
the habit, at the period mentioned, of 
regulating the time of evening worship by 
the appearance of the smoke of Edinburgh, 
which he could easily see, through the 
clear summer twilight, from his own door, 
When he observed the smoke- increase in 
density, in consequence of the good folk 
of the city preparing their supper, he 
would call all the family into the house, 
saying: 'It's time now, bairns, to tak' 
the beuks, and gang to our beds, for yon- 
der's Auld Reekie, I see, putting on her 
nicht-capi" (Robert Chambers, rraditions 
of Edinburgh, Edinburgh, 1824, last revised 
edn,, 1868,1969 reprint, p, IS2), 

reiver, n, raider, a robber, 05P, from the 
Highlands or the Border country, 

repoussoir, n, a figure, tree, Jc,, placed at 
one side of the-foreground of a picture, 
in order to guide the viewer's eye towards 
the centre, EFr. rapousser, to push backJ 

Reprobate, see Elect, 
reticule, n. a small bag carried by ladies 
and originally of reticulated form; lit. a 
small net, ELatin rete, 3 

richt, rycht, adv, right, truly, Justly, 
rigs, riggs, n. pl, the cultivated strips. in, a 
field separated one from another by bawks, 
the wide and often deep depressions which 
were left unploughed; "ridge' (Fergusson), 

rock, roke, n, the hand-held distaff; later 
the equivalent part of a spinning-wheel; 
rockin, a convivial gathering in country 
areas at which spinning withroke and reel 
would be accompanied with singing, telling 
tales Jc.; "Rockin, a meeting on a winter 
eveningO (Burns, 1786), 

rood, n, the fourth part of an acre, "Rood, 
stands likewise for the plural roods" 
(Burns, 1787; cf. also his note to"markl,, 
'Mark, marks, this and several other nouns, 
which in English require in s to form the 
plural, are in Scotch like the words 
sheep, deer, the same in both numbers, " 

roset, Y, i, to rosin [a bowl; also n, rosin. 
rotten, see ratten, 
Roudes, n, na term of reproach for an old 
woman" (Herd); "Auld Roudes! filthy fallow 
I shall auld ye", idiomatic, "I'll give you 
'auld", i, #,, "I'll teach you to call me 
old' (Allan's eighth plate for The 6entle 
Shepherd, Figure 122, between pp, 168-69; 
the sense is, of course,, "I'll make sure 
you'll never again call me 'old"), 

rout, v, i, 'make a noise u (Fergusson), 
routh, rowth; n, plenty, 
rowe, v, 1, to wrap, roll;, to roll (as a. g, 
a river), 

rowt, 0, "to roar, especially the lowing 
of bulls and covs"(Herd); "Rowtto bellow' 
(Burns, 1786); "Rowte, to low, to bellow 
Rowtin, lowing" (Burns, 1787), Ct rout, 

rowth, see routh, 
rucks, n, pl, hay-s tacks, Jc,,, "stacks' (Fer- 
gusson); "Ruck, a rick or stack of hay or 
corn" (Herd), 

ruff, jdJ, rough; 'lane hie ruff sang", a 
coarse song; a 'merry' folk-song, 

ruffled, adi, wrinkled (used in this sense 
by Ramsay, Preface, Tea-rable Miscellany), 

rug, v, t, to tug or pull at; "to pull, take 
away by forceu (Herd); past i, ruggit, 

runcle, n, wrinkle, 

S 

sae, adv, and coni, so, 
saebins, conj since, because, Jc; "Saebeins, 
seeing it is, Since" (Herd), ISaebins she 
be.. . 8; 'So what if she is ... I (Patie 
speaks ironically; text, p. 160), 

saf t, adi, sof t, 
sair, adi, sore; sair-dow'd, -dowed, 'sor- 
ely worn by grief' (Chambers), 

sait, n, a'seat; see muckle-sait, 
sang, n, song, 
sarcophagus, n, a stone cof f in, asp , an- 
tique and with carvings ELatin, from GrJ 

sasunach, sassanach, -n, an English-speaker, 
whether of the Lowlands of Scotland or of 
England (see also Scottis); pl. sasunaich, - 
Efiaelic; a Saxon, ] I 

savant, n, a learned man, EFrench, 3 
saw, n, a wise saying; a proverb, 
say, n, 'a maxim, Jc, (see saw), 
scald, n, a scolding; also v, t, to scold, 
rebuke, Jc, 

scaur, Y. t, to scare, frighten, threaten, 
Also n. a fright, and adj, afraid; timid, 

schawys, v, shows Iarch, )-, schawing, show- 
ing (i. e. displaying, giving notice of), 

schip, n, ship, 
Schir, n, Sir (arch, ) a characteristically 
Scottish spelling; cf. schip, 

scoggie, n, an apron, 
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Scottis, adi, and n, Scottish, the Scots 
language; the Inglis of Scotland as dis- 

-tinct from the related language of 
England and also from Erse, the Irish 
Gaelic of -the Highlands and Western 
Isles, which was formerly called Scottis. 

scour, v. i, to scamper (away); "to run with 
great eagerness and swiftness; to scamper" 
(Johnson); -past 1. scour'd, fled; Iran" 
(Fergusson), 

scowry, adi, showery, blustery, &. 0Skowrie, 
rigged, nasty, idle' (Herd); -n, scowr, a 
shower; Ia slight shower, a passing summer 
shower' (Jamieson), 

scraich, n, a shrill sound, asp, harsh or 
discordant; -0, to emit such a sound; 
'Scriegh, to try shrilly' (Burns, 1786); 
"to scream as a hen, partridge, hc. " 
(Burns, 1787). 

sculduddry, n, *a name commonly given to 
whoring,; Rassayt note to his'Elegy on John 
Cowper, Kirk Treasurert Man- anno 1714", 

scumble, v, tAn oil-piinting, to obtain the 
effect of an uneven surface or texture by 
incompletely covering one colour or tone 
with an opaque layer of anothera similar 
effect may be obtained by rubbing the 
canvas at the desired points, 

scunner, v, i, to take a loathing to; also 
to fI inch from something in disgust; -v, 9. 
to cause disgust; also Y. i, 'to shrink 
back through fear. 8arboue (Jamieson); 
Owith at or rarely rith : to feel disgust 
for, to be sickened by, turn in aversion 
from, be bored or repelled by"; I in fig, 
usage, to make (one) bored, uninterested 
or antipathetic, Gen, Sc, Very freq, in 
ppl, adi. scunnert, scunnered, disgusted, 
bored, repelled" (SNO), 

secreat adj. personal, private (archaic), 
seik, v, t. and 0. to seek, 
sespre, adv, always, Eltalian. ] 
seriil, na palace of the Ottoman sultans; 
a harem or otherenclosure ETurkish sarayJ 

shaw, n. a small wood; a grove; "a wood or 
forest' (Herd); 'a small wood in a hollow 
place', *a little wood; to showN (Burns, 
1786): 'to show; a small wood in a hollow 
plice" (Burns, 1787), 

shaw, v, 9. to show, 
sheugh, n, a ditch or furrow; a wide ditch 
for drainage; -v. i. to make a sheugh; 
OSeuch, furrow, ditch' (Herd), 

shinty, n, a field game played with sticks 
and a wooden ball; the stick itself (see 
also cisan). Similar to the Irish hurling, 
and to hockey: OShinty is a game played 
with sticks, crooked at the end and balls 
of wood'; f oatnote in S4 XI Iý p. 770; Par ish 
of Moulin, Perthshire, 1791, 

shoon, n, pl. shoes, 

sic, adi, such: siccan, such a, such an, 
sicker, adi, secure. In "Gilderoy" probably 
used for adv, sickerly, securely, firmly, 

sik, see sic, 
siller, n, literally, silver, but used of 
money in general; also adi, silver, 

simmer, n, summer, 
sindle, adv, seldom, Also seenil, sinle, Jc, 
sindrie adi, sundry, several; divers, 
skaith, n, injury, harm, damage Jc,,, 
to harm, hurt, injure, Johnie Arastrang 
neverdid the slightest hars to any uScots 

-wyfel (Appendix X, first page). 
skarslie, adr, scarcely, hardly; only Just. 
skelp, 0, to run, or travel at a brisk 
pace: "to run. Used when one runs barefoot, 
Also, a small splinter of wood, Ites, to 
flog the hipsi" (Herd). Skelp, to strike, 
to slap; to walk with a smart tripping 
step; a start stroke. Skelpin, slapping, 
walking smartly" (Burns, 1787). 

skirl, n, a high piercing sound; a shriek; 
- r, i, and r. t, to emit such a sound, as, 
#, g, bagpipes or a soprano; cf. scraich, 
"to shriek or cry with a shrill voice* 
(Herd); "a shrill cry" (Burns,. 1786); "to 
shriek, to cry shrilly' (Burns, 1787), 

slal, slaw, adi. slow, 
slee, adi, clever, skilful, witty, cunning, 
or slightly deceitful; 'fly' (Herd, 1776, 
and also Burns, 1787), 

sleek, v, i, to smooth Ce,. qthe hair), -adi, 
smooth -adv, smoothly, -I sleekit, adi, sly; also glassy, smooth, 

slype, v, i, and v, 1. to slide easily; 'to 
fall over as ,a wet farrow from the 
plokah' (Burns, 1787). 

saiddie, n, smithya blacksmitht workplace. 
smoor, smore, v, 4 and v, t, to suf f ocate, to 
drown; "Smoor, to smother" (Herd, 1776, and 
also Burns, 1787), 

snaw, n, and v, i, snow, 
sned, 0, to lop off; to prune (e, g. the 
tops of, turnips), 

sneeshin, n. snuff,, also provisions generally. 
sneg, 0, to cut, to make a nick or in- 
cision: "to cut; as Sneg'd off at the web's 
end' (Herd, presumably citing a wabster's 
expression), 

snood, n. a ribbon binding up the hair; a 
fillet: "the band for tying up a woman's 
hair' (Herd); -v, 1, to bind the-hair with 
a snood, 

snowk, 0, to explore by pushing about 
with the nose or muzzle; cf, Burns, 'The 
Twa Dogs, A Tale': 

Vi social nose vhyles snuff'd an snovcket; 
Whyles aice an, sodevurks they hovcket' 

(whyles, sometimes, from time to time; mode- 
wurks, moles; see also howk, ), 

sock, n. the ploughshare, which turns over 
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the clay as it is cut and opened (cf, also 
coulter, the cutting edge before the sock) 

sonnets, n, pl, songs in general, 
soubriquet, n, a nickname (also sobriquail 
sough, n, the sound of the wind passing or 
rushing through branches; Othe sound of 
wind amongst trees, or of one sleeping" 
(Herd); 'Sugh, the continued rushing noise 
of wind or water* (Burns 1787); *to utter 
in a whining tone' (Jamieson); *a sigh; 
the sound of wind" (Chambers), Cf. also 
Captain Burt, Letters from a 6antleman in 
the North of ScoglandIX, on preaching and 
praying: *the Sough, as it is called (the 
Whine), is unmanly, and much beneath the 
Dignity of their Subject' (he was evi- 
dently not impressed by the performance 
of Scottish ministers), 

south, sowth, v, i. and v. t. to whistle 
or hum softly; I& low whistle" (Fer- 
gusson); "to try over a tune with a 
low whistle' (Burns, 1787), 

sowp, soup, n. and v, 9. to sup; that which 
is suppee, 'Soup, a drop, a quantity of 
liquid' (Herd); "Sowp, a spoonful, a small 
quantity of any thing liquid"(Burns, 17871 

soy, n, 'silk, silken materialO (ChambersX 
spae, v. i. and r, t. to te IIf or tunes; to 
forecast; Oto prophesy, to divine' (Burns, 
1787): spae-man, a fortume-teller ( fan. 
spie-wife): spae-buik, a book of charms, 
magical symbols and the like. 

spatterdashes, n, pl, gaiters (see Fergussods 
ILeith Races', stanza VIII), 

spence, n, the parlour or spare room of a 
cottage, esp. in the country; see also ben. 
OSpence, the place of the house where pro- 
visions are kept' (Herd); *the country 
parlourm (Burns, 1787). 

spier, 0, and v, 9. ask, ask for someone, 
spontoon, n, a weapon consisting of a pole 
with an axe-head and hook fixed to the 
top; a halberd, carried by sergeants in 
the eighteenth and early nineteenth cent- 
uries, used to denote rank and keep order 
and formation rather than as a weapon, 

sprauchle 0. to scramble and clamber; to 
usove or make one's way laboriously or in 
a hasty, clumsy manner, esp. in an upward 
direction" UND). 

spring, n. a piece of music, esp. a dance 
tune; 'a tune on a musical instrument' 
(Herd, presumably distinguishing "spring" 
from a vocal air); "a quick air in music, 
a Scotch reell (Burns, 1787), 

squatter, r. 4"to flutter in water" (Burns 
1786); "to flutter in water as a wild 
duck, U. " (Burns, 1787), 

staccato, a4and adv, (musical) with each 
note played separately, and sounded apart 
from all others; the opposite of IpgjjO, 

with notes flowing together Elt. staccare, 
to separate, 3 

staffage, n, figures and animals added to 
a (painted) landscape in order "to fill a 
space ... or create a little business for 
the eye" (Gainsborough; cf, n. 71 to Chap- 
ter II), 

stairheid, n. the top of a flight of stairs, 
especially communal stairs as in an Edin- 
burgh land, q, v,; on "Stairhead Critics, 
senseless Foolsl)cf. uAuld Reikie, A Poem, ", 
lines 51-58 and also bodies, supra, 

stalwart, aýi "strong and valiant" (Herd), 
stane, n. and adi, stone; also the weight, 
staw, past t. stole; "did steal* (Burns, 17871 
steading, n, a farmhouse and buildings, 
steer, 0, to bother or annoy; "to molest, 
to stir" (Burns, 1787); also n, "Distur- 
bance; commotion" (Jamieson); cf asteer, 

stent, n, stint, lot, share, duty Jc, 
stirk, n, a young bullock; Oa steer or 
bullock" (Herd); "a cow or bullock a year 
old' (Burns, 1787); 'a bullock or heifer 
between one and two years old" Qatiesonk 

stock and horn, n, a wind instrument much 
used by shepherds to attract their sheep 
and thus discourage them from straying; 
"Stock-in-horn, a pipe with a horn used 
by the shepherds, from Stoc a pipe* (Mr. 
William Lockhart of Baronald, who in his 
account of the Parish of Lanark traced a 
number of words to Gaelic originals; SA,, 
Yll, p. 434; "A musical instrument composed 
of the stock, which is the hind thigh 
bone of a sheep, ora piece of'elder, with 
stops in the middle; the horn, the smaller 
end of a cow's horn; and an oaten reed' 
(Jamieson; cf also Burns's description,. 
given in part in Chapter VI, p. 279). 

stoup, n. a tankard, ' jug, drinking vessel 
generally; "Stoup or stowp, a kind of Jug 
or dish with a handle" (Burns, 1787), 

stour, izdust "dust agitated by winds, men 
or horse feet, To stour, to run quickly" 
(Herd); 'Stoure, dust, more particularly 
dust in motion" (Burns 1787, and Currie), 

strath, izthe valley through which a river 
runs; 'a plain on a river side' (Herd); 
thus, e. _a, 

Strathspey, the valley and plain 
of the River Spey; also, 'Strathspey", n, 
a piece of music, in reel time, but with 
a slower gampo and a less regular, a more 
"dotted" rhythm; such springs were orig- 
inally (or at least in eighteenth-century 
music-books) termed "Strathspey Reels" as 
distinct from "Athole Reels". Strathspeys, 
or reel tunes played in this manner, were 
characteristic of the area along the 
plain of the River Spey. The "solo Strath- 
speyO is really a performance-piece for 
fiddle virtuosi like William Marshall or 
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James Scott Skinner, not a dance tune, 
straught, adi, straight, 
suld, v, past tense should, 
sunkets n, pl, feeding: uSunkotssomething" 
(Herd); "Provision, of whatever kind ... in 
61, Herd, sunkols is expl, something, The 
etymon is uncertain" (Jamieson, who also 
gives "Sunket-time, s Meal-time; the time 
of taking a repast'), 

swaird, n, sward; a row of cut grass, corn 
Jc, lying as it fell from the scythe as 
the reaper moves along the field; "the 
surface of the grass' (Herd), 

swats, n, pl, ale, beer; "small ale" (Herdl 
syne, ady "afterwards, then' (Herd); "since, 
ago, then" (Burns, 1786 and 1787); "Lang- 
syne, long ago' (Herd); in the quotation 
from The Sentle Shepherd inscribed below 
Allan's second plate (Figure 116, between 
pp. 168-169), the sense is "ago", "To a 
native of this country it is very ex- 
pressive, and conveys a soothing idea to 
the mind, as recalling the memory of Joys 
that are past" (Jamieson), 'Auld Lang 
Syne", the days long vanished; 'A very 
expressive phrase, referring to days that 
are long past' (Jamieson); 'the old Song 
of the olden times' (Robert Burns to 
6eorge Thomson, September, 1793; letters, 
ed J. De Lancey Ferguson, revised G, Ross 
Roy, 1985, Volume 11, p, 246, no. 586 ), 

-r 

tacksman, n, a tenant-farmer; a leaseholder 
who - asp. in the Highlands - also sublet; 
one who paid rent directly to the land- 
owner, receiving rent in turn from his 
own tenants; 'One who holds a lease", 'In 
the Highlands, a tenant of the higher 
class' (both Jamieson), 

taen, past t, taken (also tane), 
targat, n. "a tassel; an ornament for the 
hat' (Chambers); Johnie Armstrang's were 
obviously jewelled or richly embroidered. 
Cf. Johnson's definition of )'Tassel": "An 
ornamental bunch of silk, or glittering 
substances", 

tartan, n. 'cross stripped stuff of various 
colours, checkered, The Highland plaid, `ý, (Herd); "A well known Highland manU- 
facture' (The Rev. James Wilson, account of 
the Parish of Mid-Calder; V., II, p. 97). 

tassie, n, a cup, a drinking-glass; a gob- 
let; dis, of tass. (French tass, -, 3 

teats, tets, n, pl, slall tufts or locks of 
hair, wool, Jc. -, "a small lock of hair, or 
any little quantity of wool, cotton, Jc, * 
(Herd); "Taet, a small quantity (Burns, 
1786 and, of "Teat", 1787), 

ted, v, t, to spread; to shake out hay that 
it may dry more quickly, Hay dry enough 
to be stacked is said to be teddy; teddy, 
"used of corn: winnowed, ready for carting 
to the stackyard" (Chambers); tedding, 
"spreading after the mower" (Currie), 

tent, v, f, heed; pay attention to; attend, 
Jc; also, tak tent, take heed, beware; "Tent, 
attention, Tenty, cautious' (Herd), 

Tent Preaching, n. a sermon or other re- 
ligious meeting in the open, at which the 
minister preached from a portable, wooden 
pulpit; "Tent af ield pulpit" (Burns, 1787), 

terminus post quem, phr a time after which 
a work must have been executed: terminus 
ante quem non, a time before which a work 
could not have been executed, i, e, the same 
thing. [Latin, ] 

thack, adi, thatched, Also v, I, to thatch, 
thae, pron, and adi, these, those, 
thairms, n, pl, intestines; gut, fiddle- 
strings; "Tharms, small tripes' (Herd); 
"small guts, fiddle-strings" (Burns, 1787), 
hence, to "kittle hair on thairms", to play 
the fiddle (see kittle), 

thegither, adv, together, 
thieveless, adi, listless, shy, reserved, 
"cold, dry, spited, SPOA-en of a person's 
demeanour" (Burns, 1787), 'frigid, for- 
bidding" (Chambers), 

thirl, O. to bind, to subject; to enslave, 
thole, 0, to endure, bear, suffer, 
thow, v, and n, to thaw, a thaw; also fig. 
to "break the ice"; "to remove the rigour 
produced by cold"; -adi, thowless, without 
a stir; Ounactive, silly, lazy, heavy" 
(Herd); "slack, pithless" (Burns, 1786); 
"slack, lazy" (Burns, 1787), 

thrang, adj, crowded, busy; "the term is 
often applied to the time or season of 
busy engagementu (Jamieson), 

thrapple, n, the throat; also v, t,. to strangle 
or throttle, 

thrawart, adi, perverse, stubborn, Jc,; "bad 
tempered" (Fergusson); Ofroward; perverse; 
obstinate' (Jamieson), 

thrawn, adi, stubborn, "awkward"; in phr,, 
"it awn , t, -gabbit, literally "with a twisted 

mouth' (Chambers); surly, quarrelsome; 
*Peevish; ill-tempered, Roxb,; from the 
addition of W to Thrawn, q, expressing 
ill-humour by the distortion of the 
mouth' (Jamieson), 

threap, v, 4 to insist, reiterate, k-, "Threep, 
to aver, alledge, urge, and affirm boldly" 
(Herd) "to maintain by dint of assertion' 
(Burns, 1787), 

till, prop, to; till't, to it. Also tull; 
"tull his shoon", for or on his shoes, 

tint, adi, lost; also past t, of tine, to lose. 
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tocher, tocherguid, n, dowry; Oportion, 
dowry" (Herd); "marriage portionu (Burns, 
1787, and Currie). [Gaelic torhar, l 

toga, n, a Roman citizen's outer cloak, 
toom, tuim, v. 1, and adi, empty; "applied 
to a barrel, purse, house, Sc, 110M, to 
empty' (Herd); Mr, William Lockhart of 
Baronald traced the origin of the word in 
the Gaelic Taomas; footnote in his account 
of the Parish of Lanark, V, V11, p. 434, 

toun, n. and adi, town, 
towsie, adi, shaggy, rough-coated; "Towzie, 
rough, shaggy' (Burns, 1787), 

trashtrie, n. 'trash" (Burns, 1786 and 17871 
tretyt, v, 1, treated (archaic). 
trews, n, pl, close-fitting trousers, often 
of tartan material; "Trewes, hose and 
breeches all of a piece" (Herd), 

trist, see tryst, 
tron[e3, n, a public weighing machine, and 
by extension a market; "public beam for 
weighing merchandizel (Arnot's History of 
Edinburgh, 1780, P. 274). Such a machine, for 

weighing salt, was formerly set up outside 
the Tron Kirk in Edinburgh, hence the name 
for the city's sweeps; Othey were called 
'Tron-men, from the circumstance of their 
being stationed at the Trone, or public 
beam forweighing, which formerly stood in 
front of the Tron Church' (ý Series of 
Original Portraits and Caricature Etch- 
ings by the late John Kay Niniature 
Painter, Edinburgh, with Biographical sket- 
ches and Illustrative dnecdoles, Adam and 
Charles Black, Edinburgh, 1877,11, p, 

trow, v, 9, to trust, to believe; "believe" 
(Fergusson); "to believe" (Burns, 1787). 

truis, n, pl, see trews, 
tryst, n, an agreed meeting; a cattle-fair; 
"appointment' (Herd); "Tryst is a Scotch 
word for an appointed meeting' (James 
Wilson, MA, account of the Parish of 
Falkirk, V, IX, p. 299, footnote), 

tull, see til. 
tulzie, n, a Evigorous3 contest-, a quarrel, 
a fight; "Tooly, to fight, A fight or 
quarrel' (Herd; the typical pronunciation 
of z is indicated by Herd's spelling); "a 
quarrel; to quarrel, to fight' (Burns, 
1787); "a quarrel; a broil; a strugglen, 
"ruilyie is used, rather ludicrously, for 
a battle or skirmish 11averley" (Jamiesonj 

tunag, n. a shawl worn by Highland women, 
twa, n, and adi, two, 
twin, twine, v. t. "to part with, to separate 
from" (Herd); *to part" (Burns, 1787), 

twist, v, t, to adjust the drones in order to obtain the correct pitch before beg- 
inning to play the bagpipes, 

twyne, v. 1, to spin or twist into threads, 

tydingis, a, pl, tidings (archaic); news, 
tyke, n, a dog, often but not necessarily 
one of uncertain pedigree or disposition, 

U 

uke, n, and adi, week; also wook, 

V 

vailyeand, adj, valiant, worthy, 
vauntie, adj, proud; vain, 
venue, n, a meeting-place, asp, for an ex- 
hibition, concert or sporting event, 

virle, n. a ferrule, a band of metal Jr around 
a walking-stick crinstrument: "Virl, a ring 
round a column hc, 1 (Burns, 1787), 

virtO, n, a love of and taste in the fine 
arts, the Antique Jc,; virtuoso, a man of 
virtOia skilled performer (pl, virtuosil"In 
the language of connoiseurs and Dilet- 
tanti, Vertu meansthe study ofantiquities 
and curiosities of nature and artO (Adam 
Ferguson, Principles oftral and Political 
Science, Edinburgh, 1792, Vol, I, p, 302); "In 
Italy it Evirtuel means a taste for anti- 
quities, and curiosities of nature or 
art" (ibid,, Vol. II, p. 137). 

vista, n, a view or prospect, aspone along 
or through an avenue of trees, houses he, 

Vocable, n, a word, 
Volk, n, the folk, people collectively, asp 

those with a common language and culture; 
the Common People, farmers, fishermen, 
artisans; volkslied, folk-song. [6erman, 3 

w 

wab, see wabster, 
wabster, n, weaver; from wab, a web, a com- 
plete piece of cloth as woven in a loom, 

wad, past 1, of will; would; wadna, would 
not, wouldn't, 

waefu' , adi, woeful, sad; causing woe, 
waen, n. a child, 
wae's me for, idiom, phr, "alas! ", he, Ct 
Burns, Glossary to Poems 1787: "Waesucksi 
or wae's me! alasl 0 the pity! ". 

waff, adj, strayed (also v, i,, to wander), 
wale, v, i and Y, i,, to choose, select; -n, 
the pick, the very best of a number of 
choices; -adj, waly, choice, select Jr.; 
excellent; -n, wally (usually in pl, form 
wallies), choice article, lornamentl, "Wale, 
to pick and chuse. The wale, i, ethe best', 
"Wally, chosen, beautiful, large, A bonny 
wally, i, ea fine thingu, "Bonywalys, toys, 
gewgaws' (all three Herd), 

wallet, n, not a pocket-book for bills but 
a small satchel or knapsack, often of 
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canvas or leather; "a bag, in which the 
necessaries of a traveller are put; a 
knapsack" (Johnson), 

wallop, v and n. to beat, run, or dance vigor- 
ously. "To move quickly with much agitation 
of the body or clothes", To gallop", 'Quick 
motion, with agitation of the clothes, 
especially when in a ragged statem, *The 
noise caused by this motion", "A sudden 
and severe blow' (all five Jamieson), 

wallsteads, n, pl, the ruins of a cottage or 
farestead, esp. in the country; the outline 
of buildings long abandoned and covered 
over with moss and grass, 

wase, n, the belly; 'womb' (Herd); 'the 
belly, llasafou' a bellyfull" (Burns, 17871 

war, waur, adj, worse (cosp, of bad), 
warst, adi, worst (superl, of bad), 
wather, wether, n, sale sheep; gelded ram, 
wauk , v. 4 and v, 9. to awake; to keep watch 
over, esp. a sheep-fold; -n, wauking, the 
watch over the sheep-fold, 

wear, v, t, to drive sheep or kye slowly to 
the buchts or to the milking-place, Jc, 

wee, adj, little, Also n, a short time. 
weel, wiel, adj, well; -adv, well, very; 
weel-aff, adj. well-off, prosperous, 

weid, n. clothing, apparel, dress; hence, 
"hamely weid", a simple, natural style, 

wha, pron, who, 
whan, adv, and coni, when, 
wheen, n, a number Eof3; sose; a few, 
whin, n, gorse; "Whins, furze" (Herd), 
whindging, see whinge, 
whinge, V, i. to complain peevishly; to 
whine; 'Whinging, whining, speaking with 
a doleful tone" (Herd), 

whisht, interi. or imper, "hush"; "Whisht, 
husht, hold your peace' (Herd); "Whisht! 
silencel to hold one's whisht, to be 
silentl (Burns, 1787), 

wiel, see weel, 
win, 0. to live in a place; *win or von, 
to reside, dwell" (Herd), 

winna, v, i, will not, 
winsomle3, adi, pleasant, sweet, admired, 
attractive, Jc; OWinsom, gaining, desirable, 
agreeable, complete, large, we say, My 
winsome love' (Herd); 'Winsome, gay, 

hearty, vaunted" (Burns, 1787), 
wiss, Y. i. to wish; past 1, wist, 
wither, coni, whether, 
witht, prop, with, 
woo, n, wool, See Acient and Rodern Scot- 

tish Songs, Glossary: 'Woo or W, wool; as 
in the whim of making five words out of 
four letters, thus, z, a, a, Y,, (i. e. ) Is 
it all one wool? " (Herd), 

wordy, adj, worth, worthy, 
wreaths, n, pl. *Wreaths (of snow), when 
heaps of it are blown together by the 
wind" (Herd), 

wykkytly, adv, wickedly, cruelly. 
wynd, n, a narrow lane, particularly in a 
town; "an alley; a lane" (Jamieson). 

"Y 

yade, n. 'Properly an old mare* (Jamieson); 
also yad and yaud; Obra' basin'd yade", a 
fine old mare with a white stripe on her 
face. 

yard, yaird n, a garden a small enclosure, 
yce, fl, ice, 
yence, adv, once, formerly, 
yird, n, earth; yirdfast, adj, stuck fast 
in the ground, used esp, of great stones 
which remained thus fixed for centuries 
until cleared by communal effort; also 
n, such a stone, 

yett, n, a gate; 'a gate, such as is 
usually at the entrance into a firm 
yard or field' (Currie), 

yill, n, ale; yill-caup, ale-cup (see caup); 
fill-caup Commentators, those among whom 
the consumption of yill awakens fluency 
in debate on 'Logic' and "Scriptural (see 
Burns, "The Holy Fair', stanza MID. 

yokin, nliterallya yoking: "the time that 
a horse is in the yoA-a" (Jamieson); or, of 
work in general, a stint which is not 
broken by a period of rest: mYokin, yoking, 
a bout" (Burns, 1787; cf n. 171 to Chapter 
VID, "To enter on any sort of employment 
with vigour or keenness, S. Ross, 's 
Aelanorall (Jamieson). 

yove, n, eve, a female sheep, 
Yule, n, and adj, Christmas, 
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Abbreviations used in the Notes: 

Some of these abbreviations - s, g, BM and exh, - are also used in the list of Illustrations, 
Abbreviations used in the Glossary are separately noted, 

BM British Museum, 

Currie The Works of Robert Surns,, with k kcouni of his Life, and 4 Criticism on 
his Writinys, ro which are prafiA'ed, some Observations on the Character and 
Condition of Me Scottish Peasantry led. James Currie], 4 vols, Liverpool, 1800 
(references are to the sixth edition, London, 1809), 

exh, exhibited, 

Herd Ancient and Ifodern Scottish Sonýos hforoic Ballads Etc, Collaried from 11amory, 
7radition, and Ancient Authors The Second Edition In Two Volumes, Edinburgh, 
1776, Although described as a second editionthis is in fact a new and much 
enlarged publication incorporating all but one of the pieces in Herd's ear- 
lier collection, rho Ancient and Xodern Scots SoiLgs, Raroic Ballads, air,, 
Now first Collected into-one Body From the various ffiscallanias whareiffthay 
formerly lay dispersed Containing likewise 4 great Numberof Original Songs, 
from iYanuscripts naverbefore publishai., ( Edinburgh, 1769, The edition published 
in 1791 by Lawrie and Symington omits Herd's Preface and most of his notes; 

- Hans Hecht, Songs from David Hard's for bibliographical details, see Dr. 
Ifanuscripts, Edinburgh, 1904, pp. 65-9, 

HMC Historic Manuscripts Commission, 

HMSO Her Majesty's Stationery Office, 

Illustrations Illusirationsof the Lyric Poetry and Music of Scotland 9), William Stenhouse 
in The Scots Nusical ilussum (see SAlf) 

Jamieson Vv#oIq.; icaI Dictionary of the Scottish Laquage, 2 vols,, compiled by Dr, 
John Jamieson, Edinburgh, 1808; Supplement, 2 vols,, Edinburgh, 1825, An 
abridged edition was prepared by John Johnstone and published in Edinburgh, 
1846 (references are to the revised edition, prepared by John Longmuir, and 
published by William P, Nimmo, Edinburgh and London, 1877), 

jivol Journal of the Alarburg and Courlauld Institutes, 

Letters 7ha? letters of Robert Burns Edited from the original manuscripts by J, 'O# lancey Ferguson, 2 vols V Clarendon Press, 1931; 2nd edn,, edited by G. Ross Roy, 
2 vols, )Clarendon Press, 1985. The serial numbers of the first edition are re- 
tained inthe second, with additions to the canon)and those letters relocated 
in the sequence, being designated thus; 485. A, (this example both corrected 
from the original and relocated), References are made to both editions, and 
to the names of recipients and dates of letters where possible, The Burns 
Federation edn, of 7he Complete Letters of Robert Burns, edited -by James A, 
Mackay, Alloway Publishing, 1987, includes a "Chronological List of Letters" 
(pp. 792-809) in which the serial numbers of the Clarendon Press Letters, 1985, 
are noted. The page numbers given in this List are sometimes slightly agley. 
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ffemoirs IfEMOIRS of the late 041,70 tILLM, Painter in Edinburgh.., com1ponly ralled the 
Scots Nogarthprinted inanedition of Me 6entle Shepherd prepared by Robert 
Brown of Newhall House and published in Edinburgh, 2 vols,, 1808, The #0moirs 
were partly takendown from Allan's widow*Shirley and his half-brotherJames, 

The tforry Ifuses of Caledonia, Edinburgh, 1959 Und edition, Edinburgh, 1964), 
ed, James Barke, Sydney Goodsir Smith and Professor John De Lancey Ferguson, 

NGS National Galleries of Scotland, 

NLS National Library of Scotland, 

published, 

RA Royal Academy, 

Royal 4cadeowy The Royal 4cadewy of ýris, ý Coqpleie Dictionary of Contributors and their 
(Vork fropi its foundation in 1769 to 1.90, f, By 41gernon 6raves, London, 1905, 

RSA Royal Scottish Academy, 

S4 The Statistical 4ccount of Scotland, 1791-1799; a reissue in twenty volumes 
by EP Publishing Ltd, Wakefield; The Scolar Press, Yorkshire, 

Sale I A'Caialogue of the Valuable Pictures, Drawings, Sketches, Prints and Books of 
Prints, the Property of the late fir David Allan, History-Painter, Edinburgh 
Most of the Pictures and Drawings being from that iqenious artist Is own 
Pencil.., and possessing all that originality, character, and interesting sim- 
pliciiy of composi i ion which distinguished his Productions, Ahich will be sold 
by Auction 8), fir Martin at his Rooms, South-Bridge, Edinburgh, on Monday, 
February 6 17.97 And Six'Followiny Days, at rwelve o' clock, ro be viewed 
Four Days preceding the Sale, by those having Catalogues, which are to be 
had of Nr Martin, Price Sitpancs, Edinburgh, Printed by John Moir Paterson's 
Cour 1 1797, 

Sale II A Catalogue of Drawings, Sketches, and a feo. prints, the? property of the 
late fir, David Allan, History Painter, Edinburgh,, Ifost of the? Pieces being 
from that ingenious artist's okoPencil ', - comprising many of the best Draw- 
ings purchased at the former Salt? forfirs Allan, in the view of her teaching 
Drawing, but which, in consequence of herhaviq lately oone abroad, will be 
sold by Auction by fir tfartin at his Nooms, South Briýt 1 * Edinburgh, on Mon- . 

7e 
day, January 2211 17.18 at 12 o' clock Noon; - and at 6 in the Evening of the 
rwo following Days To be viewed for two Days preceding the Day of Sale, and 
Catali; yuas to be had of fir Martin, Edinburgh Printed by . 1, Ifoir, Paterson 's 
Cour 1 17.98, 

SC ý Select Collection of Original Scotish 4irs for the Voice Ced, George Thom- 
son3, in 5 volumes, Edinburgh and London, 1793-1816 (the folio edition; the 
title-page of the fifth volumeinwhich the title is given as ý Select Coll- 
ection of Original Scottish girs, bc,, is reproduced as Figure 251, facing 
page 284 supra), Riference-is also made to Thomson's octavo edition, Select 
Ifelodies of Scotland and of Ireland J Wales ... in Six Volumes, 1822-25; 
these editions are distinguished in the notes by date (for bibliographical 
details see Cecil Hopkinson and C, B, Oldman, "Thomson's. Collections of Nat- 
ional Song", article in Transactions of the Edinburgh Bibliographical Society, 
Vol. I1 (1938-45), Edinburgh, 1946, 
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S1f# The Scots Ifusical Ifuseum, 6 vols,, Edinburgh, 1787-1803. - Edited mainly by 
James Johnson, Robert Burns and Stephen Clarke, Reprinted in facsimile from 
the four volume edition of 1853 (Blackwood and Sons; printed from Johnson's 
original pewter plates) by Folklore Associates, as Me Scots Ifusical Nuseum 
Originally Published by James Johnson Wilt Illustrations orgha Lyric Poetry 
and Ifusic of Scotland By 41illiam Stenhouse, 2 vols , Pennsylvania, 1962, with 
a Foreword by Henry George Farmer (references are to this edition), 

SNPG Scottish National Portrait Gallery, 

Societies The Society d4plists of6real Britain 17SO-17.91 A,? Fret? Society 014plists 
1761-1783 4 Comoleip Dictionary of Contributors and their Porks from the 
foundation of . 1he Societies to 17.91 by Algernon 8raves, London 1907, 

STS The Scottish Text Society, 

Try The Tea-Table Niscallany,, A Collection of Choice Songs, Scots and English, 
By 411an Ramsay, 4 vols,, Edinburgh, 1723-37, Various editions, 

WSD The florks of gobert 8urns, edited -by William Scott. Douglas, 6 vols,, Edin- 
burgh, 1877-79, Reissued 1891, 
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Notes to Chapter I 

Xaking a pxýogr-ess iu the Ax-ts. 
Quoted from Sir Joshua Reynolds, Discourses 
oo Pi, I, lines 98-9, 

I, Letter to Lady Frances Erskine, April 
23rd, 1773 (sent from Rome). Quoted - from John 
Crawford's iYesorials of Alloa, pp. 197-98 - by 
the Reverend Thomas Crouther Gordon, in Cavid 
Man of 4110a 17"-1751 The Scottish 
llogarth, Alva, 1951, pp. 23-4; Allan 'hopeld) 
by degrees to let all [his] friends have some 
of 1his3 pictures', 
2. MOOIRS of the late 04VIO 9LUN, Painter 

in Edinburgh., cossonly called the Scots 
hogarth, in Robert Brown's edition of rho 
6ontle Shepherd, Edinburgh 1808, pp. 623-24: 
"I made it like him; and I only did it for 
fun, ", Allan Cunningham's elaboration reads, 
"I could nae help it, ' said little David; 
'he looked sae queer: I made it like his, and 
a' for fun, " (The Lives of the Nost Evinang 
British Painters, Sculptors, and 9rchifects, 
6 vols,, London, 1833, Vol, VI, p, 24; also rho 
Lives of the Nost Esinant British Painters by 
911an Cunningham, Revised edition, 4nnotated 
and continued to the Present rise by Nrs. 
Charles Heaton, 3 vols,, London, 1879, Vol. II, 
P. 360). 
3. Allan's birthday was 131h February 1744; 

he entered the Academy in 1755, on the 23rd 
of that month (PeAloirs, 1808) P. 625: 
Cunningham - Lives, 1833, Vol. VI, p. 25, and 1879 
Vol. II, p, 361 - gives 22nd) See T. C. Gordon, op. 
cil, pp, 5 and 9 for Cathcart and the Academy, 

4. See Appendices 11,111 and V, and 
letters to Hopetoun (p. 21 ), Grant (p. 121 ) and 
Buchan (pp, 204 1 205), infra, For Erskine, 
Cathcart and Abercrombie, see Ifevoirs, 1808, 
p, 625, and Gordon, op, cit, p, 9. 

i The Memoirs of 1808 were taken down 
partly from James Allan and David's widow 
Shipley, n4a Welsh, See also Gordon, op. cit, 
pp. S-6, and 2-7 on Alloa itself. Tobias 
Soollett, rhe Expedition of hfuophry Clini-op, 
(1771), letter of Aug, 28 from Matt. Bramble to 
Or, Lewis, mentions tobacco being sent from 
Glasgow to Alloa for shipment, John Francis 
Erskine contributed to the account of Alloa 

in the Statistical 4ccount of Scotland; see 
84, Vol. IX, pp. 657-707. 
6. Letter of March C 1794 3; rho Letters of 

Robert 8urns, ed. John De Lancey Ferguson, 
Clarendon Press, 1931 (2nd edn., revised by & 
Ross Roy, 1985), Yol. I, pp. 236-38 (2nd edm, 
pp. 284-86), no, 620, 
7. Ifemoirs, 1808, p-624. 
8. Or it least a sketch in oils of the same 

subject: Sale I, p. 8, lot 61: its dimensions, 
16 in. by 13, correspond to those of the 
painting now in the Hunterian Gallery, 
9. See D, Murray, Robert and 4ndrow Foulis 

and the Visgow Press, 1913, pp. 66-7, and 
letter from Robert Foulis to the Hon. Charles 
Yorke, 1758, quoted Murray, op. cit, p. 70. 
10, Murray, op, cit, pp. 68-9, Buchan was born 

in 1742, Robert Brydall, 4pt in Scotland its 
origin and progress, 1889, p, 129, suggests that 
Buchan learned engraving at the Foulis Acad- 
emy, His having met Allan there is likely; 
they were in contact soon after Allan's 
return to Scotland (Appendix 111), 
11, William Smellie, 'A Dissertation an the 

Means of Supporting and Promoting Public 
Spirit, wrote November, 1760": quoted, from 
Smellie's Literary and Chaparteristical 
Lives, pp. 386-97, by 0.0. McElroy, in 
Scotland's 4go of l4provement 4 Survey of 
Eighteenth-Century Literary Clubs and Soc- 
ieties, Washington State University Press, 1969, 
p. 66. The Select Society was founded in 1754, 
A good account of the Select Society and its 
several subsidiary societies is in McElroy,. 
op. cit, pp. 48-67, Equally indispensable is 
his rho literary clubs and societies of 
eighteenth century Scotland and their 
influence on the literary productions of the 
period from 1700 to 1800, PhD. thesis, 
Edinburgh University, 1952, 
12, Brydall, op. citpp, 143-44. See infrip. 24. 
13,4nnual Register, Decesbe; 1768, Quoted 

in 'An Ambitious Man The career and the 
achievement of Sir Joshua Reynolds' by 
Nicholas Penny, in Reynolds, Catalogue of 
Royal Academy exhibition, 1986, p, 30, n. 100, 

14, Quoted Murray, op. cit., p, 57, In 1743 
Robert went to France in order to engage an 
engraver; in 1745 the Foulis Press pub- 
lished Conversation sup la connaissince do la 
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peinture, by de Piles, See also Brydall, op. 
cit., pp. 122-23, and Gordon, op. cifp, II. 
15, Quoted Murray, op, citpp. 67-8, from MS. 

source; 'Aubin' may be a misreading of 
'Avline' the spelling Foulis used in a letter 
to Count Bentinck, 1752 (Murray, op, citp. 62), 

16. Brydall, op. cit., p. 124, gives Aveline, 
Payien and Torrie, with their occupations; 
Murray adds Dubois, and describes I 'Wo 
Italians 'of the name of Torrie' as "experts 
for moulding and modelling and casting 
figures in plaster of Paris' (p. 73), An 
unfinished, proof of Ayeline's engraving after 
Ramsay's portrait of Archibald, Duke of 
Argyll (then in the 'Town Hall, Glasgow') is 
in a volume of prints from the Foulis Academy 
in the Rare Books Department of the Mitchell 
Library, Glasgow (D 311485 ), 
17,553 paintings in all. See Gordon, op. cif., 

for the representation of some artists, 
presumably following the analysis by Gabriel 
Neil in Murray, op, cit, p. 72, In 1776 Robert 
Foulis prepared 4 Catalogue of Pictures, com- 
posed and painted chiefly by the most admired 
oasters of the Roman, Florentine, Parman, 
Soloynese, Venetian, Flemish and French schools, 
The br9thers' aim had been to give as wide 
and representative a survey as possible (as 
is noted in David and Francina Irwin, Scoltish 
Painters at Rome and 4broad IS20- 1500, 
London, 1975, p, 85; account of the Foulls 
Academy is pp. 85-90), Mitchell's print of 
'Daniel in the Lions' Den' is listed in 
Foulis' Caijloguep, xvi-, Murray, op. ci4 p. 74 
implies that Payien made the painting seen in 
one of. Allan's engravings (Fig. 2, facing p. 7), 
The original Rubens is now in the National 
Gallery of Art, Washington, 
18,4 Proposal for encouraging by subscrip- 

tion, in academy for Painting and Sculpture 
now instituted at 61asgov, Glasgow [n, dJ. 
19. Quoted Murray, op, cif., p. 67, 
20, CE n. 18 supra, A Proposal ... 21, Robert Foulis, Catalogue, 1776, Vol, 1, 

pp, vi and xiii, Military uses included 
reconnaissance sketches, 
22. ibid., p, xvii, 
23, Murray, op, cit,, p. 68, quoting from 

Olasyor Journal, August 1755, 
24, See infra, pp 177-78 and 334, and Fig- 

ures 131-33, 
25, Cf, Reynolds, Discourses, IV, esp. IL 17-45. 
26, Foulis sale catalogue of 1758, the 

Mitchell Library, Glasgow, 
27, Tassie (1735-1799) 'executed some 

excellent work, particularly busts of Livy 
and Cicero', while at the Academy (Murray, op, 
cit, p. 87, but whether modelled or carved is 
not specified), Since no mention is made of an 
instructor in glyptic Sculpture being engaged, 
the figure shown carving in Allan's print may 
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be Tassie; For the Italian(s) Torrie and work 
in plaster, cf. rL 16 suara, 
28. Robert Foulis, Catalogue, 1776, Vol. I. 
29, Ibid. 
30'. Gordon, OP, ca" p, 14, 
31, Basil C. Skinner, Scots in Italy in the 

Eighteenth Century, Edinburgh 1966, p. 25, 
lists William Cochran, James Maxwell, John 
Paxton and Archibald McLaughlin; the last 
named was sent to Rome 'partly in order to 
copy Raphael's School of Athens' (Foulis Cat- 
alogue, 1776, Vol. 111, p. 145). It is not clear 
exactly when Allan went to Italy, Cunningham 
gives the date of his departure is 'sumser of 
17641 (there is no indication in the 1808 
, losoirs), the Rev. Gordon - probably bearing 
in mind the Masonic summons card which was 
prepared by Allan in 1764 ( British Museum, 
Print Room, BM 1868-3-28-606 )- advances it 
to "late autumn', but Basil Skinner mentions 
both an inscription on the verso of a 
'Cottage interior' at Mochrus - 'painted by 
David Allan before he was sent to study at 
Rome by means of his worthy patron, Lord 
Cathcart, 17671 - and Andrew Lumisden's 
expectation of the 'arrival of Mr, Allan' in 
August of the same year (rho Indefatigable Nr 
Allan, catalogue of Scottish Arts Council 
exhibition, 1973, pp. 4 and 6), Allan wrote to 
Lord Cathcart from Livorno, August 24 th. 1767 
(Hist, MSS, Comm, 2nd Report, Appendix, p, 26), The 
only mention of Allan in Hayward's Roman 
notebook is 'Mr, David Allan, painter from 
Scotland 1773" and oust refer to the Concorso 
of that year (Lindsay Stainton, article in 
Journal of the Palpole SocietyXLIX, 1983), 
32. Thomas Jones, 22nd July 1782; Journal of 
the Valpole Society, XXXII, 1948, p. 113, Cathcart 
remitted money to Allan via "Mes's Drummond 
Bankers Charing Cross London', who forwarded 
it to"Mt David Allan Painter at Rome au Caff6 
Anglais a Rome' (Hopetoun MSSNRA 888 46 801) 

33, Hamilton (1723-98) studied under 
Masucci in Rome in the 1740s, and was 
resident there from 1756, He visited Scotland 
in 1789; see Allan's letter to the Earl of 
Buchan, transcribed in full p. 204 intra, 
34. Letter from John Aiksan of the Ross to 

John Forbes, 29 August 1767, transcribed by 
Basil Skinner and quoted by Duncan Macmillan 
in Painting in Scotland rho Oolden Age, 
Oxford, 1986, p. 33, Allan's description of the 
Accideaia is quoted from a letter to Lady 
Frances Erskine; cf. n, 1, supra, 
35, Sketchbook D5088, Print Room, National 

Gallery of Scotland, and another sketchbook, 
private collection, passin, Tomb of Virgil at 
Pozzuoli$ watercolour, N6S Print Roos, 
'Temple of Peace' &c,, Sale 1: p. 14, lot 136; 
p. 12, lot 89; p. 13, lot 126, Macenas' villa was 
an the Esquiline Hill in Rome, but cf Brydall 
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op. cil., p. 159, on More's 'View of the Campania 
from Tivoli with Macenas's Villa and the 
Cascatella" (1783), In Sale I also appeared 
an oil painting of 'The Tomb of Virgil at 
Mantua"; Mantua was Virgil's birthplace (p. 9, 
lot 70), 

36, Cf, Reynolds, Discoursis, 1, line 205, 
Allan seems to have bought prints on behalf 
of Lords Kinnoull and Alva (cf. n. 109). Allan's 
own prints: Volumes: Sale I, p. 1, lots 1,2,14. 
'Veduti di Roma, by Piranese (sic] 2 vol, 
iaperial", Sale 1, p. 1, lot 7 (Also. owned 'Coll- 
ection of Vases Candlesticks and Bass-reliefs 
engraved from the Antique by Piranesi, in all 
29 prints', Sale I, p 2, lot 37). Prints 

, after 
paintings, all from Sale I: Titian ("Christ 
and his Disciples at Emmaus'), p. 41 lot 72, 
Correggio ("Virgin and Child'), p. 4, lot 79, 
Domenichino OSt. Jerome receiving the sicra- 
ment"), p. 4, lot 67. Reni Mes Couseuses', 
"Madona" C sic] , 'Magdalene', "Cupid' and 
'Maria Anna Cenci'), p. 3, 

_Iot 
52, p. 4, lots 73, 

76-8, p. 5, lot 107, Cortona ("Ananias cured of 
his blindness'), p. 3, lot 49, Carracci (with 
prints af ter Raphael and other artists), p. I, 
lot 9, Sacchi (an unspecified number of 'sub- 
jects'), p, 3, lot 50, Carlo Marat [sic], ('Holy 
Family' and 'The Vestal'), p, 4, lot 74, p. 5, 
lot 130. Allan also owned a print by "Jac, Frey' 
after 'Noah's Sacrifice' by Poussin, p. 3, 
lot 54, and a "Holy Family' by Poilly after 
the French classicist Mignard, p. 4, lot 75, 
37. The quotation is. from Reynolds, op. cif,, 

V, 126. All other references are to Sale 1, 
Volumes: "Raphael's Bible', p. 1, lot 8; "Logge 
di Rafaele nel Vaticano', p. 2, lot 36; twelve 
prints, "The, marriage of Cupid and Psyche', p, 1, 
lot 9. Loose prints included 'The School of 
Athens" and 'The Transfiguration', p. 3, lots 42 
and 47, The tracing after Michelangelo was 
one of a pair, p. ]O, Iot 29 and that following, 
There is no definite proof that all these 
prints were bought in Italy, but it is likely 
that most were, A further nineteen prints 
after Raphael have, however, been excluded 
from the number given, since these were 
'heads from Rafaele's Cartoons", and thus 
presumably of English origin (Sale 1, p. 3, 
lot 55, engraver not named), 

38, Cf. Oiscourses 
,-1,47-8# and 1,584, 

Allan's former rooms were described by North- 
cote when he took the& over in 1777 ( W. T. 
Whitley, griists and their friends in England, 
Vol. II, pp. 307-8, quoted in T. C, Gordon, OaYid 
9113n of 9110a, 1951, P. 19 ). 
39, Reynolds, op. cit, 1,115 and VII, 679-80, 
40, ' Drawings-, Sale-I, p-12, lot 91; 1, p. 10, 

lot 28, either the Borghese Gladiator/Warrior 
or the Dying Gladiator/Gaul, Faun, NGS 05088 
(sketchbook, f. 50 Recto), Busts, reliefs, al- tars, cameos and architectural details in this 
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book and another (private collection), 
passis, 
41, Relief of Orpheus, Eurydice and Hermes, 

now Naples Museum 6729, Allan's drawing (NGS 
05088, f 46 Verso) shows the crack which runs 
across the top right corner of the relief, 
and records 

- 
the Greek inscriptions, which do 

not appear in the Villa Albani version, Allan 
did'not understand Greek, as his pencil note 
proves: 'The hair of P. & Helen wave of 

, 
fl, He 

. 
wrote the names HPMHZ, 

, 
EYLIKH, and lViPIO at 

the back of the sketchbook (f. 651 Recto)l and 
obtained a translation, 

42, Sale 1, p. 17, 'MISCELLANEOUS ARTICLES", 
lot I (model); lot 20 (box). The seal (Fig. 5) 
was used by Allan in a letter of 1782 to Lord 
Hopetoun, and may be 'A Seal [of lapis lazuli 
set in gold]', part of lot 19, Also appearing 
in lot 19 was a 'Gold Ring, Roman Soldier 
mounting his Horse', perhaps the seal used in 
several letters to Sir James Brant, which 
sore probably shows Odysseus climbing into 
the wooden horse, Allan owned at least four 
of Tassie's portrait medallions; Sir William 
Hamilton, James Byres, "the late Countess of 
Hopetoun" and "the Late Mr. Faulis of Glasgow",, 
Sale I, p 17, lots 24,23,25 and 22, 

43, The quotation is from Reynolds, Cis- 
courses, 1,47-8. On collecting in general, 
cf. James Barry, letter sent to Edmund Burke 
from Rome (undated - early 1766): 'the 
English have much money to lay out in VertO 
and have, perhaps, a greater passion for the 
ancients than they have, generally speaking, 
judgement to distinguish among them 

.. 
there 

are instances of some good things being sent 
over, but the multitude of bad ones 

, 
make us 

the amazement and ridicule of French, eer- 
mans, and all other indifferent people' (in 
rhe *rks of Awas Barry Esq, Ilistorical 
Painter, London, 1809,2 Vols, Vol. l, p. 71), 

44. Sale I, pp. 6-7 passis, many not 
identified, Drawings after Raphael: Sale 1, 
P. 10, lots 17 and 27, "a Figure" and -"a 6roupe 

_Eof 
three figuresY from 'Raphael's 

picture of the Burning of Rome", which'also 
appear in Sale 11, p. 4, lots 42-3; Sale I, p. 10, 
lot 20, "Figure of Raphael, from the School 
of Athens'; P. 13, lot 93, 'St Bonaventura, 
after Raphael's picture of the dispute on the 
Sacrament', Allan also painted "Two Heads 
after Raphael" (from 'The School of Athens'), 
Sale 

_I, 
p. 6, lot I I, now in a private coll- 

ection, He drew 'six sketches of 
, 
Vestals, 

same size with the original it Rose, by 
Guido', and 

, 
"The Persian SibylN after 

Guercino (Sale 1, pp, 14 and 16, lots 160 
and 202), He also copied the 'St, Francis' at 
Hopetoun House; Sale 1, p. 7, lot 21 (in oils), 
and Sale II, p. 3, lot 11 (in chalks), 
45. All references are to Sale I, Titian 
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('Child and Dog"), p. 7, lot 19, Correggio 
('Marriage of St Catherine'), p. 7, lot 24, now 
in a private collection, Caravaggio ('The 
Gamblers and Fortune Tellers"), a pair, p, 71 
lots 17 and 18, Guercino, p. 7, lot 27, and cf, 
p. 16, lot 202 (n, 44 supra), Barocc ip7 lot 20, 
46, Sale 1, p. 7, lots 30 & 16, To the drawings 

mentioned above (n. 40) say be added 'Juno, an 
original Drawing from the Antique, frated, 18in 
by 12'. Sale I, p. 16, lot 197, which could have 
been of a statue, relief or wall-painting, 
47. Hamilton; Sale 1, p. 7, lot 22, Guercino 

('St Cecilia, an original Drawing, in red 
chalk") 1, p. 16, lot 196, Piranesi Mhe Villa 
Medici at Rome, from Memory') 1, p. 11, lot 44, 
"A Caricature by Antonio Bernini, a disciple 
of Carracci', Sale II, p, 4, lot 51, 'Battonil, 1, 
p. 12, lots 76 and 77, Borgognone, l, p, 12, lot 75, 
DOrer, I, p. 11, lot 60. Allan also owned a print 
of 'The Shepherds, by Albert Durer', 11, p-8, 
lot 59, In Sale I appear almost thirty draw- 
ings by a number of 'great Masters', none of 
whom, unfortunately, is identified, Lot 160, 
p. 14 (n. 44 supra) is ambiguous; the drawings 
themselves may have been attributed to Guido, 

48. Cf, Sale I: 'Schola Italici Picture, 
being the Select Collection published by 
Gavin Hamilton Esq; 40 prints fine inpress" 
The book was published in 1773, 

49, With Christie's (London), May 1947; 
reproduced in The Dictionary of British 1811, 
Century Painters in oils and crayons, Sir 
Ellis K, Waterhouse, Woodbridge, 1981, p. 26, 

50, See Macmillan, Painting in Scotland, 
Oxford 1986, p. 42, and p. 43 on Hamilton's 
'open studio' and generosity, The series was 
originally planned as six small pictures for 
Lord Shelburne, The quotation is from a 
letter sent to Shelburne on 13 th March 1777, 
quoted in catalogue of a sale at Lansdowne 
House, Christie's, London 1930, p. 98 (David 
Irwin, English Neoclassical Opt, Studies in 
Inspiration and lasie , London and Greenwich, 
Connecticut, 1966, p. 98; Macmillan, op. cit, 
p, 42), Macmillan notes 'similar schemes' by 
Alexander Runciman, Fuseli and Barry 'all 
apparently originating at the same time', See 
infra, P. 39 ff, 
51. Sketchbook in N6S, 0 5088, ff. 27Y-36Y. 

Allan refers to a 'Feast of the Gods as 
executed Eforl S, L, Dundas it Ednrl (f, 30R)l 
and to "the grecian hill it Kedleston the 
seat of the right Honnerable the lord 
scardale' (f. 35V, Allan's spelling), head- 
ing this leaf "plate" and approving the 
stucco work by 'mossirs rosse. James Byres 
prepared architectural designs for Dundas; 
see Basil Skinner, Scots in Italy in the 
eighteenth century, Edinburgh, 1966, p. 16, See 
also p. 38 infra, 
52. One of these subjects- that of Hercules 
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and Omphale (f 29V) - appears as an ink 
sketch on f. 26R, Three subjects mentioned on 
f. 30Y were also recorded as finished works: 
'Mutius Sceayola burning his hand on the 
Alter before Porsenna King of Ethe daleteal 
Clusiut in Etruria; ', , the four Quarters 
of the world'; 'Mark Antony &. Cleopatra', The 
first of these, 'The fortitude of Mutius 
Scavolat framed, 6ft 7in by 4ft 6in', was 
sold in 1797 (Sale 1, p. 9, lot 81) and is now 
in a private collection, Also painted in oils 
were 'Four quarters of the World, (separate) 
allegorically represented, in oval, each 3ft 
by 2, " (Sale 1, p, 7, lot 28; a driving in red 
chalk# NGS D 44SO, may be related to these 
pictures), A small oil painting of Mark 
Antony and Cleopatra is in another private 
collection, and is certainly not that which 
was exhibited at the Royal Academy in 1771 
(see Appendix VII); a drawing of that 
melancholy subject is in the Dunisarle Album, 
on loan to the NGS, 
S3, Part of a scheme for a 'Drawing Root', 

NGS D5088, f. 33R; the spelling is Allan's 
own, but subjects have been separated for 
clarity. Other Homeric subjects noted by 
Allan include three scenes involving Achilles 
U 32V; for a 'Dining Room'), three more 
involving the gods and goddesses of the 
Trojan War (f. 33R; for a "Picture Room'), and 
'the funeral games instituted by Achilles, in 
in honour of patrocles' U 35R, transcribed 
verbati, v; the games 'as Described in homer's 
Iliad" are listed, with several additional 
but related subjects), 
$4, See n. 33 supra, Andrew Lumisden - whose 

surname is often spelt Lumsden, the Scots 
pronunciation being the same in either 
case - was Secretary to Prince Charles Edward 
in the exiled Stuart court, Hamilton had 
studied under Agostino hasucci, who painted a 
number of portraits for this court, in the 
1740s. - Allan wrote of James Byres - whose 
surname is often spelt Byers - to Sir William 
Hamilton in 1780 (Appendix 11) and to the 
Earl of Buchan in 1783 (NLS MS 590 no 1728), 
For Byres' interest in geology, and an inter- 
esting speculation an one motive for Allan's 
costume studies (see pp. 13-14 infra), see 
Mactillin, op. ritpp. 68 and 140, It was Byres 
who owned Allan's 'Origin of Painting' (see 
pp, 17-19 infra), and one of the medallions in 
Allan's possession was 7assie's 'Head of Mr 
Byres of Rome' (Sale 1, p. 17, lot 23; the 
next lot was a 'Head of Sir William Hamilton, 
Naples, by do. 9, 
55. Allan mentions Grant in his letterýof 

August 9th 1783 to Buchan (see n. S4), - For. 
some of the Scots then in Rome - 'they were 
quite a crowd" - see Macmillan, op. citp. 42, 
where they are also described as il 'casual 
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academy', See also Basil Skinner, Scots in 
Italy in the 181h Century, Edinburgh, 1966, 
passim, Allan drew his drafts from Lord Cath- 
cart (n. 32) 'au Caffi Anglais a Rome', which 
he also drew in watercolours (versions in NGS 
and Aberdeen Art Gallery), Andrew Wilson 
(1780-1848), pupil of Nasmyth and friend of 
Wilkie, wrote that 'in Rome, Allan was much 
thought of, and considered a historical 
painter of great promise'; Wilson may also 
hive studied under Allan (footnote to Cunn- 
inghat's lives of the Nost Eminent 8ritish 
Painters, Revised 61ition, annotated and 
continued to the present IiAva by ffrs, Charles 
lleaion, 3 vols,, London, 18791 Vol. II, pp. 362-63). 
S6. Allan sent a painting of 'The Prodigal 

Sonm to the Royal Academy in 1773, as did 
Alexander Runciman in 1774 (Brydall, ýPi in 
Scotland, Edinburgh, 1889, p. 163). This subject 
had been etched by John Runciman; see Mac- 
millan, op. cit, Figure 32, Alexander Runciman's 
"Origin of Painting' (1773) and David Allan's 
famous version (177S), ire among the earliest 
paintings of the story; although Runciman 
left Italy in 1771, his drawing of this sub- 
ject may date from- the previous year; see 
Macmillan, op, cit., pp. 51-2. 
S7, See Macmillan, op. cit., p, 49; 'In Rome the 

Runcimans were living under the sate roof as 
Anne Forbes and her mother, where James Nevay 
was a regular visitor', The Abbi Grant wrote 
to the Earl ofHopetoun that both Hamilton and 
Nevay gave Forbes "their best instruction'- 
NRA (Scotland) i88 46 bundle 593, See also 
Chapter 111, p. 123 and Figure 87, 
68, Reynolds, Oiscourses on Art, 11,104 ft 

Allan's surviving landscapes are generally 
backgrounds, or backdrops, for figures-, 
59, Sale 1, p. 4, lot 71: 'Lot of nine sub- 

jects, engraved from designs by Mengs in the 
Vatican'l. Mengi had "a gallery with the finest 
collection of cists from the antique that 
[Northcote had3 ever seen, where anybody 
[had] full liberty to draw at all hours who 
[was] only just once introduced to him"; 
quoted in W. T. Whitley, 9ptists and their 
Friends in England 1700-17.95, London and 
Bostan, 1928, p. 310, 

.- 60. See Brian Fothergill, Sir William 
haoilton Epvoy Extraordinary, London; 1969, 
pp. 427-42, where the catalogue of Hamilton's 
possessions records half I dozen such 
pictures by Fabris, including (Cast 10) 'Two 
Bambacciate Companions, one a Night-Piece 
with many Lazaroni sitting by a fire; I the 
other a popular Feast at Monte Vergine, and 
two by Allan (Case 12) 'Two Bambacciati (sic] 
Companions, One representing a Painter of the 
Rue Catalina with his wife and Child, h the 
other Two Zampagnari playing before the Vir- 
gin'. A painting of the former subject, oil on 
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copper, of approximately the size noted, 
belongs to the NGS; a smaller version was 
sold in Edinburgh by Phillips in April 1988, 
and is in a private collection, The latter 
subject is clearly related to Figure 9, 
61. The first two pictures are in the N68 

sketchbook, 05088, f f. S2 and 62, The 
'Schiavon of Venice' is so entitled in an 
album of vatercolour drawings, dated 1776, in 
Aberdeen Art Gallery (with Christie's 1986; 
N? 43, title in Allan's hand), but another 
version (NGS D4497g) is inscribed, also in 
Allan's hand, 'Bochinese Man', To complicate 
matters further, N? 17 in the 1776 album (cf 
N6S 04497k) is entitled 'Bochinese Venice', 
this figure, with a heavy, fringed cloak, 
appearing in one of Allan's drawings of the 
Roman Carnival (see Macmillan, op. cit., Fig, 46, 
p. 65. At any rate, the drawing referred to on 
p. 11 supra has in the background a gondola, 
62. Sale 1, p. I, lot 13, Michael Levey, in 

Painting in IVIII Century Venice, London, 1959, 
points out Amigoni as a precursor of Zompini 
(p. 118), Other precedents for Allan's 6enre 
scenes are indicated in Chapter VII, p. 3Z7 
and Figs, Z79-83 intra, 
63, The portrait was presented to the RSA 

in 1866 by a Mrs, Grieg, whose husband had 
bought it from Allan's daughter Barbara (Rey, 
T. C. Gordon, David 911an of Alloa, Alva, 1951, 
p. 27; Gordon seems to have misinterpreted the 
words Opinting, from a statue' in the 1808 
Maooirs), On the Concorsiof the Accademia di 
San Luca, see Skinner, Scots in Italy, p. 28. 
64, The quotation is from 'Childe Harold's 

Pilgrimage', Canto IV, stanza cxIvii, where 
Byron refers to the Pantheon, Batoni did use 
the ruins of Rome, most notably the Colosseum, 
in the backgrounds of his portraits, 

65, Allan's portaits are discussed more 
fully in Chapter III, pp. 112-2S infra, 

66. First and second states in BM, The 
second is entitled in Allan's hand; he also 
etched this spelling, 
67. Cf. Reynolds, Discourses, II, lines 274 

and 289, Allan's pictures of Minorcan char- 
acters indicate that he did sail from Britain 
to Italy on at least one occasion (like Alex- 
inder Runciian; Skinner, Scots in Italy p. 33) 
rather than taking the more usual route, a 
journey through France followed by a voyage 
to Genoa or Livorno or a crossing bf the 
Alpine passes, Cf. also his encounter with a 
Turkish vessel, reported in a letter of 
August 1767 to Lord Cathcart (summarised in 
Historic MSS. Coosission, 2nd Report, Appendix, 
p. 26), Seven books of Neapolitan and Italian 
Noriginal Sketches and Studies' appeared in 
S419 II, p. 5, lots 57-63, two of them being 
dated (1770 and 1776), Finished vatercolour 
collections of costume studies were sold in 
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the previous year: Sale 1, P. iS, lots 180-81 
and IeS, None of these is the 1776 album in 
Aberdeen, A large collection of similar dravý- 
ings is in the Yale Center, New Haven, 
68, 'Evening Amusements at Rome', 1769, and 

'Evening Amusements it Naples", 1770, both 
Glasgow Art Gallery and Museum, Figures in 
each of these are related to sketches in NGS 
05088; #, g, f. 8V and f. 60, R, & V; f. 6OR is, 
like several of the sketches in this coll- 
ection, numbered '47', and has, like them, 
been added to the original sketchbook, The 
number is probably that of a lot at some 
auction, but does not refer to those of 1797 
and 1798, 

69, A sign in the foreground of Allan's 
drawing indicates that races will be held on 
Ruglen Green on 22nd October (Saint Luke's 
Day is October 18th), See David Murison, The 
Scottish rear, Edinburgh, 1982, p, 144, quoting 
the New Statistical Account, 1836 (for Ruth- 
erglen), 'Ruglan' is the spelling in Blaeu's 
map of Glasgow, 1654; see Daiches, 61asqor, 
London, 1977, p. 34, 

70, Among the Dutch &17ra scenes at the 
Foulis Academy were 'Dutch Country Merri- 
ments' by Teniers U prints), 'A. Fair' by 
Breughel, "Two merry meetings of Boors', and 
'Some Dutch and Flemish Boors drinking in a 
Tavern", by Teniers: 1776 Cataloque, Vol. 111, 
pp. 41,91,107, and 108, Cirse was a pupil of 
Allan's, who is said to have employed him to 
copy his drawings before touching them up 
himself (Irwin, Scottish Painters at Rome and 
ýbrojd, London, 1975, p. 190, -n. 12, "Infor- 
mation from Kenneth Sanderson's MS Notebook, 
National Gallery of Scotlind'. Ca, rse's style 
is certainly very close to Allan's; his "A 
Brawl in the Alehouse' dates froe'around 1808, 
Wilkie's 'Pitlessie Fair' is dited 1804, 
71. Sale I, p. 15, lots 180-81, and 185, See 

also p, 21 infra, 
72. 'Blessing the Beasts [at] Rome", 1776 

album, N? 49; 'Al Rome' was added later, in 
Allan's hand but with darker ink (he seldom 
crossed "t'), Xorra and Pallone, ibidNct, * 61 
and 52, 
73. Insciiption, in Allan's hand, to N? 61 

in 1776 album, James Barry was intrigued by 
the similarity of contemporary Italian hair- 
styles and sandals to those described in the 
Classics; Works, Londoný 1809, Vol. 1, p. 109, 

74. Versions in Aberdeen and in NGS, Cf. 
Sale 1, p. 14, lot 168: 'A large Book, con- 
taining 36 Eastern Dresses, 27 Figures in 
Roman Ecclesiastical Habits, 60 Figures, each 
with a different Musical Instrument', One of 
the sketches in N68 D5088 is of a "Canonne de 
Notre Dame Pariso playing a serpent U 42Y)l 
but there is no other link, even one so tenuous, with this 'large Booka, Similarly, a 
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drawing 'in black and white chalks, of an 
Antique Cup found in Greece', rather than 
being additional evidence of a voyage to the 
eastern Mediterranean, merely confirms 
Allan's interests, 
75, On the other hand, see Allan's letter 

of December, 1782, to the Earl and Countess of 
Hopetoun (transcribed in full p. 21 infra), in 
which he writes of 'upwards of fifty' (that 
is, approximately the number still known), 
His habit of 'shuffling' drawings was not 
confined to those of Italian subjects or to 
costume studies; see - in addition to the 
Roman Carnival series (pp, 14-17), and the 
repetitions of figures in his views of 
Edinburgh - Figs. 82 and 115, between pp, 121-22 
and 168-69 respectively, Figs. 6,12 and 231 
(facing pp, 9,12, and 274), and also Figs. 182 
and 212, between pp, 245-46 and facing p. 254 
respectively, 
76, On Edinburgh Water Carriers, see Cock- 

burn, #a? sorials of his rime, Edinburgh, 1856, 
pp, 353-55, and Chambers, rraditions of Edin- 
burgh, Edinburgh, 1824 (last revised edn. 1868, 
reprinted 1967), p. 4. 
77, Ten of the original drawings are in the 

Royal Library at Windsor, one more in a 
privat 

,e 
collection, and a figure-group which 

Allan cut from a version of "The Arrival of a 
Traveller' is in the Mitchell Library, 
Glasgow (Cowie Call., SR. 241, No. 308864, f. 2R, 
inscribed 11nocence betrayed 0A invt', in 
Allan's hand; he also made an engraving of 
this group), 'Contented Capuchin' is N? 57 in 
the 1776 album (listed as 61), 'Michelito' is 
N? 44 (also spelt 'Micholetto', by Allan), 
and "Woman of Nettuna' is N? 19 (Nettuno is a 
coastal town some fifty miles south of Rome), 
The quotation is from the letterpress plate 
published with Sindby's four aquatints, and, 
as'in all the subsequent quotations from this 
source, is transcribed Yerbatim of literaff&, 

78. Perhaps the feature of the text most 
noteworthy to a contemporary would have been 
Allan's attitude to the Roman Catholic 
Church, Leaving aside the Gordon Riots, Lord 
Cockburn recorded in his Journal how 'the 
toleration of the Catholics by the people is 
one of the striking changes of our time, 
Since I was barn their only chapel here [in 
Edinburgh] was destroyed by the sob (1780); 
and the secret feeling of most true Pro- 
testants for long after was that that was 
rather a virtuous excess', (entry for 15th 
Mirch 1835'. compare for example Allan's 
description of 'The Opening of the Carnival', 
Figure 18, facing p. '15), 
79, Cf, Reynolds, Discourses, IY, 288 ff 
80, The Rey T. C. Gordon correctly points out 

that 'the grit and sordid debaucheries of 
Hagarth's prints' were alien to Allan's taste, 
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but does not allow hie any real moral purpose 
( Cavid ýllan of 4loa, 1951 , p. 26), Cf. also 
Macmillan, Painting in Scotland, 1986, p. 65: 
"the good humour of social festivity is 
represented with lively character isation, but 
little obvious satire'. See also Chapter VII, 
P. 336 intra, 
81, This design was not printed, The detail 

is surely a jibe at the French Academy rather 
than any comment on the theorists themselves, 
82. lives, 1833, Vol, VI, p, 32 (1879, revised 

edn, Vol. 11, pp. 365-66), Throughout his treat- 
ment of this series, Cunningham omits events, 
changes the order in which others ire des- 
cribed, and uses Allan' words only sometimes, 
His account of the reaction of the English 
'horse-boy' - 'the latter, of course, is 
laughing' - quite misses the irony of Allan's 
own text; cf. Reynolds, op, cit, VII, 644-54, 
and also Addison, Spectator No. 50, Friday, 
April 27 th, 1711 (Everyman edn,, London and 
New York, 1907,1957 reprint, Yol, 1, pp. 150-53). 
83, The quotation is from Fuseli's Fourth 

RA Lecture, in The Lit# and Pritings of hfenly 
Fusali ., the forser written, and the latter 
edited by John Knovles, 3 vols, Landon, 1831, 
Vol, II, p. 190; the question of such 'assis- 
tincel is considered in Chapter II, pp. 34-6 
and pp, 72-83 infra, 
84, See Appendix VII, 'Works exhibited by 

David Allan'. Colnaghi bought 'Eleven capital 
drawings by D. Allan, Views in Rome during the 
Carnival with many Humorous figures', at the 
second Paul Sandby sale, 17 th March 1812, Ten 
were bought by the Prince Regent a few days 
liter, and are still in the Royal Library, 
Windsor (A. P. Oppd, English Cravings .,. at 
11indsor Castle, London, 19SO; he points out 
that reversal in architecture and, e, g,, in 
the way guitars are played or swards are 
carried shows that Allan always had printing 
in mind, An eleventh drawing is in a private 
collection, 
85. For Allan's friendship with Sandby, see 

his letter of 1782 to the Earl and Countess 
of Hopetoun (p. 21) and also Chapters III and 
VII, pp. 126 and 325 respectively, Two of 
Sandby's four prints were published on Ist 
January 1781; Allan's letter of December 1780 
to Sir William Hamilton indicates that some 
at least were prepared by then, he having 
seen that Sandby had "executed them charm- 
ingly in aquatinta prints' (Appendix ID, That 
Allan wrote $they take vel , 

I' may refer to 
their appearance in that tedium; that he only 
remembered having drawn eight views is 
mysterious, See also Dr. Peter Wright's 'bio- 
graphical sketch', Appendix VIII. 

86. On the Concorsi Salestra, which 
supplemented the Concorsi Clementini, see 
Sk inner, Scots in Italy, Edinburgh, 1966, p. 28, 
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87. Skinner, The Indefatigable Nr 911an, 
Edinburgh, 1973, p, 6. Allan presented his 
medal (National Museum of Antiquities) to the 
Scottish Society of Antiquaries, in 1783. A 
similarity between Allan's painting of the 
'Parting', Hamilton's version of the subject, 
and a muril in the Oosus gurea is noted in 
Irwin, Scottish Painters at ft## and 9broad, 
London, 1975, p. 115, and Macmillan writes that 
the 'specification of the subject for the 
competition is preserved in the irchive of 
the academy, It reads like a detailed des- 
cription of Hamilton's picture' (Painting in 
Scotland, Oxford, 1986, p. 33). Such Sim- 
ilarities are to be expected, Written and 
painted descriptions of the scene are based 
on the ancient text, 
88, Allan owned a number of Cunego's prints 

after Hamilton-, 'Pair, Allegro and Penseroso'; 
'Innocence'; 'Five Subjects from the Iliad'; 
'Pair, Hebe and Juno'; 'Death of Lucretia' 
(Sale 1, pp 3 and 5, , lots 45-6,53,127-28; 
short titles), Hamilton's 'Parting' was never 
engraved, Allan's "Origin' was printed by at 
least three engravers, Cunego's version is 
inscribed 'Oa, Allan pinxý 177S Dom, Cunego 
Sculpl Roma 1776 1 The Origin of Painting I 
In the possession of Jag Byres Rose. I Pub- 
lish'd as the Act directs by 0, Allan Feby 
1777', Allan owned this plate himself, as 
well is a *fine impress" from it; Sale 1, 
pp, 3 and 16, lots 56 and 1, Salvatore 
Tresca's mezzotint 0, nd) was made in Paris. 
In 1797 (Sale I, p. 3, lot 58) were sold five 
copies of the version by Volpato, who also 
engraved "Confession' after Allan (BM, nd), 
The Rev. T. C. Gordon, op. cifp. 2S, states that 
Allan painted copies for his friends, one 
which was made for 'James Denholm of the 
Foulis Academy' being owned by a Mrs. Parker 
of Glasgow (1951). 
89. Lives, 1833, VoI, VI, p. 27 (1879, revised 

edn,, Val. II, p, 362), Cunningham's spelling, 
The judgment of the Accadesia was first corr- 
ectly reported in Skinner's rhe Indefatigable 
JYr 911an, 1973, p. 6, 

90. See R, Rosenblum, rransformations in 
Late Eigh teen th -Can fury gri, Princeton, 1967, 
and the rather pessimistically entitled 'The 
Origin of Painting: a Problem in the Icon- 
ogriphy of Romantic Classicism,, gri 
Sulletin, VoL XXXIX, 1957, p. 279, Runcitan 
treated the theme more decoratively than 
Allan did, and Wright of Derby in his version 
adapted the famous Antique bas-relief of 
Endysion for the (sleeping) youth, 
91, Lives, loc, cit. 
92. Ibid. 
93, Cunningham, loc ci4 calls it an "old 

poetic dream', Cf. publications such as 
Francis Hutcheson's Inquiry into the Original 
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of our Ideas of Seauty and Virtue, Burke's 
Philosophical Inquiry into the Origin of our 
Ideas of the Sublime and Reautiful, Adam 
Ferguson's An Essay on the History of Civil 
Society, and Lord Monboddo's Of the Origin 
and Progress of Language, 

94, Reynolds, Viscourses, 111,247-65, CC 
Barry, letter to Dr. Sleigh: 'that unaffected 
air of the antients [sit], which alone con- 
stitutes true taste" Uo4s, London, 1809, 
Val, 1, P, 15). 
95. AntiquitOs Etrusques, published 1766-67 

(see I R, F, Thompson, 'David Allan and the 
Hamilton portraits", Connoisseur, Vol, CLIXIII, 
pp. 250-53,1970). See also Allan's sketch 
from Bafedi's 4ntichild di Zrcolano, Fig. 6, 
facing P. 10 supra, Flaxian's outline 
illustrations to Homer were first published 
in 1793 ; Cunningham must surely hive known 
them, the more so because of his connection 
with Chantrey, 

96, Letter from Lord Cathcart to Lord 
Kinnoull, 22nd February 1776 (SRA 888 46 801). 
97, See Sale 1, p. 13, lot 109, 'Sviss Farm' 

(a drawing), Finished watercol6ur drawings in 
the 1776 ilbum, or sketches in N6S 05088, 
include figures from all these places: album, 
Ncýe 20f 21,23t 24, and 25, N? 22 is of three 
couriers, and is probably connected with the 
same trip, No. 21 is of the Pont Neuf in 
Paris$ and a version is also in the NBS,. 
Print Room, D4497. Both versions are derived 
from NGS sketchbook 05088, ff. 40,41 and 42, 
In all, seven related drawings are in this 
book: f. 40 RI V# f. 41, f. 42 R&V, C 56 and 
f. 58, The Rev. T. C. Gordon (Payid Allan of 
91loa, 1951, p. 28), seems to have seen it, but 
the date of 1770 he mentions is either a 
misreading of 1776, or indicates a missing 
drawing; the book as it stands is a compil- 
ation of at least two books, Allan's costume 
studies include several of Minorcans, so his 
visit(s) home and his return(s) to Italy 
clearly entailed another sea voyage, like 
that described in a letter of Aug 1767 to 
Lord Cathcart, Hist. MSS. Coma, 2nd Report 
Appendix p 26. He seems not to have been back 
home by 1772 (let 

, 
ter to Lady Frances Erskine 

,, in Gordon, op. cit. pp. 23-4), His RA exhibits 
for 1775 were sent from Edinburgh, but could 
have been left with patrons; 1774 is a poss- 
ible date for a visit, there ire portraits 
dated 1772,1773 and 1774 (as well as others 
from 1768 and 1769), but fortunately the 
question of his visit(s) home, tore difficult 
of resolution thin that of his arrival in 
Italy, is less important, Finally, Salvatore 
Tresci's engraving of "The Origin of 
Painting' was dedicated to * S. Eccellenza il 
Sigr 

, 
hirchese di Circello de Principi del 

Colle, fientil uomo di Ciaera di Sua haesti il 

437 

Ri delle Sicilie'i from Mel de Cluny, rue 
des Mathurins, Paris, The painting itself 
dates from 1775, 

98. Sale 1, p. 13, lot 124, 'Dutch Fort', 
NGS D5088, f. 56R, a milkmaid of 'Boulogne 
France', A note by David Laing stating that 
Allan 'remained some time in Holland, where 
his genius languished and his health de- 
clined" is quoted in Gordon, op. cjt,, p. 28, 

99, Crozat (publBologna) Sale I, p, 2, lot 30. 
Cousin (publ. Paris, 1750) Sale 11, p. 6, lot 100, 
Sale 1, p, 2, lot 26 (spelt 'designer'); Vasiri 
and Bellori, Sale I, p. 2, lots 29 and 31, both 
in Italian; Orsini, Sale IIp, 6, lot 95, 

100. Hogarth, Sale 1, p. 21 lot 32; Gilpin, 
Sale II, p, 6, lot 92; Leonardo, Sale 11, p. 6, 
lot 98, pub]. London, 1721, sold for 8/-, 

- 101, Tissie was then living at 20 Leicester 
Fields, By 1778 Allan had moved to 4 Lei- 
cester Fields, as the Rev. Gordon points out 
(from Graves's lists of exhibitors) in Parid 
Allan of 41loa.. 1951, p. 28, Paxton exhibited 
from London addresses until 1776; he died in* 
Bombay in 1780 (Brydall, Art in Scotland, 
Edinburgh, 1889, p. 129), Gordon's statement 
that Allan 'left Italy for London in 17771 is 
too definite see n. 96 - and Cunningham's 
uncharacteristically cautious account - 'all 
we know is, that in 1764 he left the Academy 
of Glasgow; and that in 1777 he was in 
London' - is nearer the mark (Lives, VI, p. 27; 
revised edn,, 1879, Vol. Il,, p. 363). Allan's 
letter of December, U80, to Sir William Ham- 
ilton implies that he returned to Scotland in 
the spring of 1779, haying spent two years in 
London (1777-78). If he were only counting 
full years, he may have arrived in 1776, if 
not so early as April, when Foulis was in 
London; see Brydall, op. citp, 127, where it 
is recorded that Foulis received the "wart 
sympathy" of Dr. William Hunter,, first pro- 
fessor of anatomy at the Royal Academy, 
102. Sale catalogue for Friday, 611 December 

and following day, M, DCC, LXXVI (1776), 
103, ibM, "Tassey' bought 'a head, and 

three more', p. 6, 'lot 11 (portraits, or poss- 
ibly saints), Foulis owned some 'drawings and 
pictures' by Allan from his time in Glasgow, 
and these paintings of the Battle of Otter- 
burn may have been among them (see p. 6, n. 22 
supra), Fig. 20 is of such later date, but - if 
Allan's pictures were of the Scottish ballad 
rather than the English - it may repeat one 
of his compositions, 

104. Lots 47, S31 57 and 59, The minner in 
which Lot 53 is listed - 'St. Peter, IS3, and 
two sore, 127 and 538, by Guido' - is typical 
of the catalogue. These pictures realised 7/6. 
105, Letter of December, 1780 (Appendix 11), 
106, Engraved by Caldwall and published 

June lst, 1778. The edition contains a frontis- 



Notesjto pp, 20-23. 

piece, engraved by Caldwall from Thomson's 
memorial in Westminster Abbey, and two illus- 
trations by Caldwall after "Hamilton', all 
three of these prints having been published 
April Ist, 1778, That of 'Musidora" is really 
of the Venus de Medicis, as Thomson's lines 
require (see Chapter II, p-56 infra. ). From 
an edition in the British Library, with the 
shelf-2ark 1608 4271; some volumes containing 
these illustrations omit the artists' and 
engraver's names, 

107, Letter to -Sir William Hamilton, 
December 1780 (Appendix II), Allan's frequent 
references to his health seem more sig- 
nificant than a conventional wish like 'doo 
volents" he was asthmatic, perhaps the cause 
of that natural turn for retirement it [his] 
study' of which he wrote tothe Earl of Buchan 
(Appendix 111). The condition may also have 
hid some effect an the tone of his -art; 
Watteau is similarly gentle, if lore 
melancholic, 

108, Ibid, 'firoupes' was Allan's usual 
spelling, but the original letter is not 
available for consultation, 

'109, lbid, When in Rome, Allan had 
corresponded with John, the second Earl, 
about the purchase of prints for lords 
Kinnoull and Alva (SRA 888 46 801), and it 
would have been he who extended the invit- 
ation, although Allan mentions the whole 
family, James Hope, the third Earl, succeeded 
to the title. in the following year, 

110, See Chapter V11, p. 322 ff. infra. An 
account of payment from Lord Hopi to Phillipe 
Mercier 'for teaching the Miss Hopes drawing' 
in 1779-80 is preserved-in the Hopetoun 
Archive; NRA (S) 888, Bundle 660, 

III, Hopetoun Archive, Marquess of Lin- 
lithgow NRA (S) 888,468/i. Addressed by Allan 
to "The Right Honblg. I The Earl of Hopetoun I 
Dover Street I London', and endorsed in 
another hand 'Mr D. Allan I Dec! I=, with 
'painter' added in pencil, The wax seal of 
this letter was imprinted with a 'bacchante' 
design, identical to that in Fig. 5, facing 
page 9, supra, 
112, Letter to Buchan, December 1780, first 

sentence of second paragraph (transcribed in 
full as Appendix 111). The first phrase must 
hive caused Buchan some difficulty, even if 
he realised that 'wishis" was a slip for 
Swishes", and interpreted 'the invention 
groupe' as a reference to Historical Cospos- 
ition, The general sense is plain, even if 
the expression is hasty, The version of this 
letter in the Rey, Gordon's Pavid Allan of 
Alloa, Alva 1951, pp. 34-6, is very corrupt, 
113, Ibid, 
114. On calculating "the level of real 

wages% see T. C. Smout, A Nistor), of the Scot- 

438 

tish People 1560-1830, London, 1969, pp. 316 ff., 
Ind also H. G. Graham, the Social life of 
Scotland in the Eighteenth Century, 1899, 
fourth edition, 1937, p. 446, In 1788 Allan 
married Shirley Welsh; see Gordon, op. cil., p. 44 
and p. 73n, The notice appeared in 7h# Scots 

, lagazine, 1788, p. 569, 
115, The letter is transcribed in full is 

Appendix Y, The comment in Irwin, Scottish 
painiers aI llome and 9broad, London, 197S, p, 79, 
that 'Allan's scorn was unmerited', misses 
the point entirely, Allan did not scorn 
Brown's skill in his field it all, but judged 
his own Invention superior to that of any 
portraitist, however excellent. - 

116, Appendix V, Erskine's son John 
studied driving under Allan (Gordon, op. cit, 
p, 44, citing a letter of Allan's daughter 
Barbara). 
1171 The quotation is from Lord Cockburn's 

Ifemorials, Edinburgh, 1856, Chapter 11, p, 87, 

-The various appointments held by Oundas 
(1742-1811), and their durations, are given 
in OAS, Vol. 16, The 'Oundas Despotism' is 
noted in, any worthwhile account of the 
period, and examples of his influence being 
sought even. in minor details of patronage are 
cited in John, Patrick, Scotland the age of 
achievement, London, 1972, p. 121, and Bruce 
Lenmin, Enlightenment, Industrialisa lion and 
Integration: Scotland 1746-1832, New History 
of Scotland, VoLVI, London, 1981, p. 100, 

118. Quoted in Francina Irwin, 'Scottish 
Eighteenth-Century Chintz and its Design', 
Surlinglon #agarina, Vol. CYII, p. 457, 

119, Letter in Hopetoun irchive, KRA 
(Scotland) 888; quoted in Skinner, , The 
Indefatigable NP. 911an, p 11, 
120. Peter Wright, M. D., 'Answer to Query 

respecting Allan the Fainter' Scots #agazine, 
Vol. LXVI, December, 1804, pp. 912-13; transcribed 
in full is Appendix VIII, The original query, 
by *A. S. ' of Edinburgh, had appeared in the 
Scots 11agazine forOctoberof that year. Wright 
believed that 'a very tolerable biographical 
sketch of our departed friend eight be made 
out, and transmitted to posterity"; for con- 
venience, his account is generally referred 
to in the text as the 'biographical sketch', 

121, The quotation is from the Edinburgh 
9dvertiser, 161-h January, U98, and refers to 
Sale It-, extract pasted into the volute in 
the NLS. 

122, All references are to Sale It. 
Delacour and Runcimin: p, 10, lot 11, drawings 
of f lowers in red chalk, Pavillon: page 7, 
lots 7,10 and 11; page 10, lot 3 (generally 
drawings of fruit and flowers in red chalk), 
Allan's drawings: 'One large Drawing of a 
Scots Fir, &c. from Nature', p, 10, lot 19; 
'Two I drawings 3, in red chalk, viz, a Pine 
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Apple and Tulip", p. 7, lot 9 (two otherdrawings 
of pineapples by Allan appeared as lots 17 
and 14, pp. 7 and 10 respectively), Drawings 
of 'Scats Thistle and Grapes' formed lot 22j 
p. 7. It is interesting that Runciman should 
have "developed in later life a naturalistic 
style of draughtsmanship for which there is 
no precedent in his earlier work'; Macmillan, 
Painting in Scotland The 6olden Aga, 1986, 
p. 60, where he also considers 'the demands 
of pattern drawing' for the Trustees' Academy 
to be the reason for this change, 
123, Skinner, Indefatigable fir gllanp. 11. 
124, Items listed by page and lot only are 

from Sale II. For example: table-cloth design, 
p, e, lot 36; five designs for 'Gauze Manufac- 
turers', p. 11, lot 32; two drawings for 
"Callicoe Printers', p, 10, lot 22; 'A Design 
for a Carpet, in the Etruscan stile, in China 
ink', p. 8, lot 35, (original spelling); three 
designs for upholsterers, p. 10, lot 28; 'Two 
Designs of Ceilings in Indian Ink, Arabesque 
Stile', p. 11, lot 37; 'Two designs, in colour, 
viz. a Cieling and Etruscan Border', p. 11, 
lot 46, (original spelling); 'Three designs 
of Chimney Pieces, by Allan, in Indian Ink', 
p. 5, lot 86 (sold for 5/-). More than a dozen 
of Allan's drawings for panels, fire-screens, 
'borders' and 'sides of rooms' are also 
listed (p. 5, lots 83-5, each of three 
designs; p, 11, lot 40, 'Two designs in col- 
ours, for Pinnels"; p. 11, lots 33 and 42, 
three large designs for fire-screens); sey-- 
eral of these are probably in the NGS; see 
for example D438, No furniture designs other 
than those for fire-screens, for "Furniture 
Prints', or for the ornaments noted in the 
text (p, 24, n. 132) are recorded, but Allan 
certainly had some interest in this field, He 
owned both a Universal system of Household 
Furniture, by Inca and Nayhow, I YoL fol, and 
The 6entleman and CabinetnvaA-ar's Director, I 
VOL folý presumably that published by 
Chippendale in 1754 (Sale I, p. 2, lots 19 
and 18 respectively), 
125, See note 51 supra, 
126, Sale II, p. 6, lot 86, They were knocked 

down for I]/- to a Mr Walker, whose purchases 
are noted in the copy in the NLS; he did notj 
however, buy lot 68 on the same day, "Three 
prints of Ornaments, from Dioclesian's Baths, 
published by Adams' (original spellings), 

127.1 09ga ... nal Paticano, and Antichitd, 
Sale 1, p-2, lot 36 and p. 1, lot 11, The 'Six 
leaves, containing a number of sketches 
andautlires from the Antique, by Allan' which 
appeared at Sale II, p. 3, lot 16, foraed but a fraction of his work of this kind: among half 
a dozen lots at the same Sale, lot 53, a 'Volume of sketches from Herculaneum, being 
figure and groupes' - perhaps the 'Volume of 
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outlines of -. Figures , and Groupes, from 
Herculaneum,, Sale 1, p. 15, lot 175 - may be 
that now in a private collection (with 
Christie's, London, July 1987). 

128. Minutes, NG-1/1/27, January 1791, On., 
the Trustees' Academy, see Brydall, Art in 
Scotland, Edinburgh, 1889, pp. 142-46; Gordon, 
Vivid Allan of Alloa, Alva, 1951, pp. 42-3; 
Skinner, The Indefatigable Nr Allan, Edin- 
burgh, 1973, p. 10; Irvin, Scottish Painters at 
Home andAbroad, London, 1975, pp, 90-3, 
129, Sale 11, pp. 9 and I I, lots 68 and 49, 

twelve copies and sixteen copies, The plates 
themselves (a pair) had been sold in 1797; 
Sale 1, p. 16, lot 4, 
130, Quoted by Stanley Cursiter in Scottish 

Art to the Close of the Nineteenth Century, 
London, 1949, p. 49; see also Brydall, op. cit, 
p. 134, The meeting hour for these private 
classes was from two to three o'clock on 
Mondays, Yednesdays and Thursdays, and the 
fee one guinea per month, Allan's collection 
of plaster casts is listed in Sale 1, p. 17, 
lots 1-21,, and included - together with 
'Basso I Alto-Relievos' and some feet, hands, 
ornaments and masks - 'The dying Gladiator', 
"Ariadne', 'Alexander the ereat' and the 
Venus de Medicis, The well-known story of 
Runciman's having set Alexander Nasmyth to 
draw a (reduced) cast of the Liocoin when 
this was placed upside-down proves that the 
Academy was not devoid of casts, confirming 
at the same time that it could not hive had 
many (Brydall, op. cit,, p. 146, citing the auto- 
biography of James Nasmyth, The drawing 'so 
pleased his caster that he had it framed. It 
hung up in the class-room for a long time, 
with a memorandum attached detailing the 
circumstance, N). 
131, An album of drawings and engravings by. 

Scott - some of them after Allan - is in the 
N6S, Print Room, D4711, Scott drew from draw- 
ings, prints, casts and, inevitably (see p. 23, 
n. 122), fruit, Allan's own training is des- 
cribed pp. 6-7 suora, There is no evidence for 
a life-draving class in Edinburgh until the 
early nineteenth century; Brydall, op, cit, 
p. 326; Irwint Scottish Painters at Hose and 
Abroad, p. 96, 
132, Sale 1, p, 16, lot 201 Nin by 4"). 
133, Of the series considered, there is no 

evidence that Allan's major Historical cycle 
was conceived any earlier than 1789, although 
Givin Hamilton had been working on his own 
painting of Mary Stuart's abdication while 
Allan was in Italy, The likely date for 
Allan's having begun his later series of song 
illustrations - that is, excluding the early 
pictures of 'the stories of Percy and Douglas 
on Chevy Chace' - is discussed in Chapter VI. 
He had thought of a set of plates for The 6#1? - 
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tle Shepherd by 1783 (Chapter IV), and of 
"groups of the manners in Scotland' earlier 
still (Chapters III and VII), 

134, Letters, ed. J. De Lancey Ferguson, 
Clarendon Press, 1931, Vol. 11, pp. 236-38 
(words quoted from p. 238), no. 620; second edn. 
revised S. Ross Roy, 198S, Vol. 11, pp.. 284-86 
(p. 286), no. 620; Roy comments, 'The Foulis 
edition is probably the most beautiful ever 
produced', Burns's letter was sent to Alex- 
ander Cunningham on 22nd March E17943; he 
later sent a copy of Allan's edition to Burns 
(see n. to Chapter IV, on p infra, 
135. This epistle is transcribed in full as 

Appendix IV, f rom a copy of The 6entle Shep- 
herd in the Mitchell Library, Glasgow, For 
clarity, all quotations from it in the text 
are given in upright characters, although the 
original, emphases apart, is in italics, 

136, These drawings, now in the Dunimarle 
album (on loan to the NGS) were sold in 1797; 
Sale 1, p. 13, lot 101, Of Allan's liter 
Scottish works, this pair is closest to his 
pictures of the Roman Carnival, 

137, Collection of 9ncient Poems, 
Translated No the 6alic- ", - of Ullin, 
Ossian,, Orrin V By John Smith, Minister at 
Kilbrandon Argyleshire 1780" (the title page, 
and the contents, partly printed and partly 
in manuscript). Pages were specially bound in 
for Allan's illustrations, and for a number 
of views by OJAN, possibly James Allan, the 
artist's half-brother; Cowie Collection, the 
Mitchell Library, Glasgow, SR 243 308888 (in 
addition to Plate XI, one of Allan's drawings 
is reproduced in Chapter VI, Figure 179, 
between pp 243-44), The original drawings for 
Iforison's Edition of the Poess of Ossian, the 
Son of Fingal, Transialed by Awes #ac- 
pherson, Esq,, carefully corrected, and 
greatly ipproyed, with a salt rsirl of 
Elegant Engravings, from Original Drawings, 
by Stothard and Allan, Perth M, DCC, XCY,, were 
presumably lost in the printer's; at least 
two engravers - Stevenson and ? yet - were 
employed on the two volumes of this edition, 

139, Title page by 'J, Macdonald', Print 
Room, NGS, but it is doubtful if Allan ever 
actually issued this collection; "Eight 
Ecapperplates] of different subjects from 
Scottish Songs, des, igned and etched by Allan, 
(never published)" were sold in 1797; Sale 1, 
p. 16, lot 3. The publishing history of these 
etchings is discussed in Chapter Yl, pp-238-39 
(see also Appendix IR A twenty-sixth etching 
signed and dated by Allan but rather smaller 
than the others and without an oval frame was 
published in 1795 (see Chapter VI, p. 238, n, 14). 
Allan's interest in songs and ballads 
probably dated from his years at the Foulis 
Academy; see p, 20 supra, and also rho Percy 
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Letters; Correspondence of ,., Lord Railes, 
ed. A. Falconer, 1954,. p. 64, mentioning a set 
of ballid illustrations in the Academy. 

139. George Thomson to Robert Burns, 
September 1792; quoted from rho Porks of, 
Robert Furns; with an Account of his Life, 
and a Criticism on his Vritings, to which are 
prefixed, some Observations on the Character 
and Condition of the Scottish Poisanirl, 4 
vols,, 1800 (the Sixth Edition, London 1809), 
Vol IV, p. 1 (edited by James Currie), 

140. lbid,, p 2, Thomson's description of 
the kind of words he sought is quoted from 
his Preface to Volume Three of 4 Select Coll- 
oction of Original Scottish Airs for the 
Poirel Edinburgh, 1802 (Preface dated 
December, 1801), 

141, Burns to Thomsonj 16t-h September, 1792 
tot for$, 1931, Vol. 11, p. 123, no. 507; 

revised edn, 1985, Vol. 11, p. 149), Burns was 
indignant when Thomson sent him a 'pecuniary 
parcel" in July, 1793, with the first 'set" of 
the Select Collection; Letters, Vol. 11, p. 181 
no, 569; revised edn,, Vol, 11, p. 220. 
142, On Thomson's various presents, see JC, 

Hadden, 6aorgo Thooson rho Friend of Surns, 
London, 1898, p. 147, That sent to Jean Burns 
was 'a Scoto-Indian shawl' Uio. of Paisley 
pattern). Thomson's statement that he 'got 
the ingenious artist David Allan to paint for 
EBurns] con amore the interesting scene of 
family worship from The Cotter's Saturday 
Night' seems to have been made in 184S (Thom- 
son died in 1851, aged ninety-four), and it 
must be treated with caution, In a letter of 
April 17 th 1794, Thomson wrote that Allan had 
'just beýun a sketch from your Cotter's 
Saturday Night, . and if it pleases himself in 
the design, he will probably etch or engrave 
it' ( rho Yorks of Robert Surns, ed. Currie, 
Vol, IV, p. 149); cf. also pp. 230-31 and 236), 
The statement in Irwin, Scottish Painters at 
hove and 4broad, p. 424, n. 15, that the 
painting was in oils, is, presumably based upon 
T. C. Gordon's account of such a painting in a 
private collection, but is incorrect Uayid 
Allan of 41loa, p. 63), The picture which was 
sent to Burns was in-vatercolours, the medium 
which Allan would most probably have chosen 
at this time, and several drawings of this 
kindl all derived from the poem, are located, 
one in Glasgow Art Gallery and Museum, the 
others in private collections, One piece of 
near-contemporary evidence say be adduced, 
this perhaps, confirming that the picture, 
which Thomson referred to in May 1795 is a 
'drawing" (Currie, IV, p. 236), was completed 
in the austere tints which Allan favoured in 
these years, the ' sosbro` colouring upon 
which Thomson commented (Currie, IV, p, 149, 
and cf also Wright's opinion, Appendix VIII); 



Notes to pp. 26-27 

Dorothy Wordsworth may have mistaken it for a 
print; see n. 6 to Chapter VI (P-476intra), 

143. Letter of May 1795; Letters, Vol. II, 
pp. 300-01, no, 670 (revised edn., II, p. 356), 
The relevant passage from this letter is 
transcribed (from Roy's revision of the text 
in Ferguson's edition) under a reproduction 
of Scott's engraving after Allan's picture, 
Figure296, facing P, 349 infra, 

144, Drawings from Tisso and Ariosto (6er- 
usaleaso Liberaia and Orlando Furioso) are in 
the Ounimarle collection (on loan to the NGS) 
and a small, unusually frivolous painting 
(oil an copper) of Henry IV and Gabrielle 
D'Estr6es, from Voltaire's Contes, is in a 
private collection, Twenty of Allan's drawings 
from Shakespeare were sold in 1797; Sale 1, 
p, 11, lot 66 ('Sketches, Falstaff, 1c, from 
Henry IV, pair'), and p. 15, lots 172-74, 
eighteen more 'Sketches, from Shakespeare", 
each lot being of six. So too were three oil 
paintings, one perhaps a copy of Penny's 'The 
Smith swallowing the Taylor's news, from 
Shakespeare, a sketch' (p. 6, lot 7). A 'Scene 
from Shakespeare's Henry IV 24in by 161 by 
Allan himself was sold on the same day as one 
of 'Juliet and Nurse, Act 11 Scene V .,. by R. 
Sairke, R. A. London" (p. 9, lots 71 and 85), 
Smirke's painting was engraved by J. Parker 
for Boydell's nine volute edition of' Shake- 
speare's plays; see rho Boydall Shakespeare 
Prints , Arno Press, New York, 1979, the third 
part (entitled "a collection of the 100 
prints from The Dramatic Works" of Shake- 
speare, Edited by George Steevens 1802', the 
twenty-third page of plates, no. 1; the words 
quoted in Sale I match, the action perfectly), 
Despite this tenuous link with the Boydell 
Gallery, the style of Allan's surviving draw- 
ings from Shakespeare suggests that they are 
of the early U80s; only before 1786, when he 
became Master of the Trustees' Academy and 
also began his work on rho 6entle Shepherd, 
would Allan have hid much time for any other 
project, John Graham, a later Master of * the 
Academy, was in London when Boydell comm- 
issioned him to paint a scene from Othello; 
engraved by W. Leney (see rho 8oydoll Shake- 
speare Prints, no, XLVII), 
145.9 Poscriplive Catalogue 

... grranged 
and Oescribed by R, E Raspe, London, 1791, 
146, "Sketches of the Murder of Sir James 

Johnston, and Beheading of Lord Maxwell", 
Sale 1, p. 12, lot 87; the drawings (Dunimarle 
album, on loan to the NGS) ire in the style 
of Allan's drawings for his cycle from the 
life of Mary Stuart (Chapter V), 

147, Letter to Buchan, September 1789, 
transcribed in full in Chapter V, p. 204 infra 
(original spelling), 
148, Ibid. 
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149, lbid, Allan owned a Collection of the 
Presses of different Nations, ancient and 
modern, particularly old English Presses, at- 
tar the designs of holbain, Vandyke, Jc, I 
Yol, quar, ", Sale 1, p. 1, lot 4, Details of 
his other 

; 
esearch, literary, pictorial and 

practical, are related in Chapter V, prin- 
cipally pp. 194-96,204-07,211-13 and 222, 
with Figures 160-61, facing pp 206 and 206, 

ISO, Nagoirs of the late Oayid ýllaa, 
Painter in Edinburgh,, commonly called the 
Scots hogarth, in The Oenfla Shepherd, Edin- 
burgh, 1808, the edition published for Robert 
Brown of Newhall House, Vol, II, pp. 622-29. 
Cunningham made use of this account in lives 
of ... 

Eminent 8rigish Painters, 1833, Vol. VI, 
not always with acknowledgment but sometimes 
with 'silent (and misleading) changes; see 
Introduction, p, xlvfi supra, 
151, Letter to Sir William Hamilton, given 

as Appendix II, 
152, A stained drawing in Perth Museum and 

Art Gallery is entitled, in Allan's hand and 
spelling, 'Near Moffat Agust.. 3795'; Figure 25 
is a study for it and for a version in water- 
colours, Glasgow Art Gallery and Museum, The 
pencil inscription crudely added to this pic- 
ture, "D, ALLAN del 1790', presumably prompted 
by the word 'Paris' which Allan picked out as 
a headline in rho Edinburgh gdyertizar, has 
as little authority as the overly optimistic 
one on the Yarso of that in Perth ("Central 
figure possibly Burns/David Allan'), 
153. See Chapter VII, p, 348 and Figure M 

infra, The composition is, of course, a 
variation upon that of The Highland 0ance 
(Plate I); see also Chapter 111, pp. 126-27 
and Figures 93-4 infra, 

154, Cf. Macmillaq Painting in Scotland rhe 
6oloan ýje, Oxford, 1986, p. 73, but the sugg- 
estion of a pair of dancers from Barry's 
Adelphi cycle as sources for the principal 
figures in Allan's "A Penny Yedding' (despite 
the differences which Macmillan acknowledges 
and then, apparently, discounts) is strained; 
Allan had been drawing similar figures in 
Italy almost ten years before Barry began his 
cycle (see a, g, Figures 12 and 231), 

155. See rho Yorks of Robert Surns, ed, 
Jame ,s Currie (sixth edn,, London, 1809), Vol. 1, 
pp, 12-16 and 313-20, 
iS6, See Captain Edward Topham, Letters from 

Edinburgh written in the years 177ý and 1775, 
London, 1776, esp. Letters IX, XII, and XLY NOn 
the Scotch Music': a telling observation of 
Topham's is quoted in Chapter VI, p. 289 infra, 
157, Burns described 'the Common People' is 

"Nature's Judges Eof songs]" in his Preface 
to Vol. II of the SX# (see Chapter YI, p, 290), 

158, That is, poems and songs such as 
"Muirland Yillie", 'The Country Wedding', 'The 
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Blythsome Bridal' (Herd's Ancient and Nodern 
Scottish Songs, h1aroic Sallads, Dc,, Edin- 
burgh, 1776, Val. II, pp. ' 73,88 and 24), 'The 
Bridal o't' by Alexander Ross, and the Rev. 
John Skinner's "Tullochgorum' M# 111,1790, 
pp. 278 and 298, Nos. 269 and 289), 

Notes to Chapter II 

The higher Arts of Design. 
(Title quoted from Sir Joshua Reynoldi, 
Oiscourses on 4pt, London, 1797 (ed. Robert R, 
Wark, New Haven and London, 1974), 1, line 14, 

I. Letter to the Duke of Richmond, 29th 
August 1773; in The Forks of James Barry Esq, 
Historical Painter, 2 vols., London, 1809, Vol. 1, 
p. 241, Barry refers specifically to the de- 
corative scheme for St. Paul's Cathedral, 
2. Reynolds, Viscourses on 9f 11 VII, lines 35 

and 524-8, 
3. Jean Hagstrum, rho Sister gris the rrad- 

ition of Literary Pirforialiss and English 
Poetry from Oryden to 6ray, University of 
Chicago Press, 1958, pp. 59-61 and notes; 
Hagstrum shows that Classical authority and 
"Renaissance cultural history" were of more 
weight than 'the position of a colon' in this 
'dogmatic intensification of critical theory". 
See also Ut Pictura Poesis,, the Ilumanistic 
Theory of Painting, 1967, Rensselaer W, Lee 
passim (for the passage from 4ps Poetica, see 
P. S, n. 15), 
4. rho Spectator No, 417; Richardson, Er- 

planatory Notes and Remarks on #illon's 
Paradise Lost, 1734 (eg, pp. 24,35,46,78,81,157 
and 183. Also P. 319, writing of Book VII 
line 306, which tells of the 'course of a 
gentle river.. . You cannot Read it Otherwise 
than Slowly, and so as to give your Mind a 
Picture of the thing Described'); Burke, 9 
Philosophical Enquiry into the Origin of our 
Ideas of the Subliao and Beautiful, (2nd 
edn,, 1759), Part 11, Section III, p. 100, When 
seeking a literary example, Burke as often as 
not selects Milton, See also Joseph Addison, 
Spectator, Nos 416 and 417. 
S. Richardson's gn Essay on the rhoory of 

Painting, 1725, p. 10; Dryden's "To Sir 6odf rey 
Kneller", Yorks, University of California, 1974, 
Vol. VI, pp. 461-66, line 127; Reynolds, op. cil, 
e. g. XIII, lines 262-93; XV passimlesp, 25s ff.; 
and cf, also XIV, 203-5 (on Gainsborough); 
Walpole, 9necdoles of Painting, IV, pp. ] 46-7. 
6. Reynolds, op. cit, XV, lines 215-8 and n, (Reynolds' spelling of Parmigianino), 
7. rbidlines 346 and 350-2. 
8, Introduction to 4n 4ccount of a Series 

Of Pictures in the 6reat Room of the 4delphi, 
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London, 1783, in YoPA-s, London, 1809, Vol. 11, p. 318. 
Cf. Barry's own Lecture 11, ibid., p. 410, and 
Reynolds, op. cit, VII, 532 ff., citing Cicero, 

9. Richardson, Theory of Painting, p, 74. 
While Rhetoric, strictly speaking, is con- 
cerned with oratory, it is but a small step 
to apply its terms to writing, 
10, Reynolds, op, cit, 11,24-8 and 241-3, Cf. 

Steele, railer 219 (August 1710) 'painting is 
eloquence and poetry in mechanism,, 
11. Defence of Poesy, 253-6, and 546 ff, 
12. Dedication of his translation of Ineis, 

Poess, ed, James Kinsley, 1958, Vol. III, p. 1003. 
13, Henry Fuseli, Aphorism 55, The life and 

Writings of h1enry Fusali, ed. John Knowles, 3 
vols,, London, 1831, Vol, III, p, 80. Cf. Richardson, 
Theory of Painfinyp. 172; "Common Nature is 
no more fit for a Picture than plain Narr- 
ation is for a Poem# 

. 14. Henry Fielding, Preface to Joseph 
gndrews, (1742); New American Library of 
World Literature, New York, 1961, p, vii, 
15. Ibid,, pp. vii-viii. 
16. Quoted by Austin Dobson in William 

Royarth, London 1991, p. 42, Cf. the 'Auto- 
biographical Notes' in The gnalysis of Veauty, 
Clarendon Press, 1955 (ed. Joseph Burke), p. 215, 
and see also Chapter IY, p. 154 infrafor David 
Allan's modification'of this belief. 

17. gets and ftuments is better known is 
'Faxe's Martyrs", in eight volumes, In Scot- 
land, Christina Ker was a favourite prose 
"Character', 

18. In fairness to Reynolds, ' it must be 
said that the Ninth Discourse does mention 
the r8le of the Arts in forestalling the 
Ogreatest deprivation' of manners, Never- 
theless, to hold a present vice up to 
ridicule is more directly corrective than to 
conduct the thoughts through successive 
stages of excellence, , 
19. Reynolds, opcit,, IX, lines 67-70, 
20, E0, RA 1796, ten paintings (not four, 

as stated in E. K, Waterhouse, The Dictionary of 
8ritish 18th Century Painters in oils and 
crayons, Woodbridge, 1981, where two ire re- 
produced). Like a set of four prints (1782) by 
6oldar after Collet (1765), they seem to be a 
minor variation on Hogarth's type of 'modern 
moral subject" (see R, L. S. Cowley, Marriage a 
la Mode, a review of hfogarth's narrative gri, 
Manchester University Press, 1983, pp. 174-7S, 
Fig. 43, a, b, ch d), In 1773 Elias Martin ex- 
hibited "The tender mother educating her 
daughter, from her birth to her marriage, six 
prints in imitation of red chalk', Allan's own 
three prints from Hector MacNeill's Scot- 
land's Skaith; or, the 11istory of Will and 
lean, simply repeat the import of the poem, 
though they do make the contrast between the 
sober and the dissolute more immediate, 
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21 .Cf. The Ana lysis oý Beauty, XY1,1 0fAtti- 
tude', and XVII "Of Action'. 
22, 'A Character, Panegyric and Description 

of the Legion Club', (1736), lines 219-230, in 
The Poems of Jonathan Swift, Clarendon Press, 
Oxford, 1958, Vol. 111, pp, 829-39; also in 
Poetical Forks, London, 1967, pp. 601-8. 
23, Richardson, rhoory of Painting, p. 74, 

Cf. Shaftesbury, Characteristicks of #on, 
Manners, Opinions, Times, W, 111, pp. 374-8, 
where he describes Triumphs where 'all manner 
of tagnif icence' had actually been displayed 
(cited by E. Croft-Murray, Decorative Painting 
in England 1537-18S7,2 vols,, Country Life, 
Feltham, 1962-70, Vol. 1, p 28). 
24. See for example Reynolds Discourses on 

Art, XIII, lines 134-9; Barry, An Inquiry 
into the Real and Imaginary Obstructions to 
the Acquisition of the Arts in England, 
London MS, Chapter X, -in Works, 1809, Vol, II, 
pp. 252-53. See also The Political Theory of 
Painting from Reynolds to Hazlitt 'The Body 
of the Public'.. Yile-University Press, New 
Haven and London, 1986, pp. 65-8, where John 
Birrell shows how an exclusively malereider- 
ship was 'continually assumed" by writers on 
art at this time (p. 66), 
25. Burke, Philosophical Inquiry, Part 11, 

Section IV Und Edn,, 1759, p. 104), 
26. Critical Essays, 1818, 'On Style'. 
27. See Alexandre Beliame, W of letters 

and the English Public in the Eighteenth 
Century W60-1744, Dryden, Addison, Pope, 
first published 1881, revised 1897; English 
edition, London, 1948 (translated by E, G, Lor- 
iser), p, 114 n, and pp. 366-57, There were at 
this time more than one hundred and thirty 
booksellers in London alone, There had been 
earlier illustrated -editions, In his survey 
of 'Illustrations of Shakespeare's Plays in 
the seventeenth and eighteenth centuries, 
(Journal of the Parburg and Courtauld In- 
stitutes, Vol. X (1947), pp. 83-108, T, S. R, Boase 
mentions an English translation of Orlando 
Furioso from 1591, with forty-six plates 
adapted from a Venetian edition of 1584, As 
he also points out, this was 'a coterie book' 
and is therefore quite different from one in- 
tended for a "common miscellaneous public', 
28. See Lawrence Gowing, Burlington Naga- 

zine, XCV, January 1953, and also infraPP, 40-41, 
29. Reynolds, op. cii, IY, first paragraph, See 

also Firington's Oiaries, V, P. 150, quoted in 
F W. Hilles The Literary Career of Sir Joshua 
Rt? ynoldf, Cimb ridge, 1936, p. 112, 
30. From Algernon Graves, rhe Society of 

Artists of 6real Britain 1760-17YI Th. * Free 
Society of Artists 1761-178s, A complete 
Oicii0narY of Contributors and their works 
from the foundation of the Societies to 17gil 
London, 1907, P. S2 (cited as Societies in sub- 
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sequent notes), See also West's exhibitsý at 
the Society of Artists 1764 and 1766, and 
Ryley's at the Royal Academy in 1778, 

31. - Kent completed a 'Feast of the Gods' 
left unfinished by Ricci, While the Renaiss- 
ance and Baroque decorative tradition as a 
whole should be kept-in mind, examples like 
the Banqueting House or the Hampton Court 
Cartoons would have been of particular im- 
portance to British artists, The Narie do 
/fediciscycle drew the attention of the Scot- 
tish artist John Alexander before 1720; see 
Chapter V, pp. 201-02 intra, 
32, Lecture IV, in Yorks, Vol, 1, p. 467, Ct 

Fuseli's attack on 
* 
'the laborious pedantry of 

emblems ,., by which arbitrary and con- 
ventional signs have been substituted for 
character and expression' (Lecture IV, p. 12). 
33. Edgar Wind, IThe Revolution of History 

Painting", Journal of the Warburg Institute, 
Vol. 11 (1938), pp. 116-127; Charles Mitchell, 
"Benjamin Vest's 'Death of General Wolfe' and 
the Popular History Piece', Journal of, the 
Warburg and Courfauld Institutes, Vol, VII, 
(1944), pp. 20-33, esp. p. 25; Sir Ellis K, 
Waterhouse, Painting in Oritain 1530-1790, 
London, 1955, p. 93 (reference to Wind), David 
Irwin, English Neoclassical Art, Studies in 
Inspiration and Taste, London, 1966, pp. 147-Si . 34, The dilemma of inaccurate or unworthy 
representation surfaces again with the crit- 
ical controversy surrounding West's painting 
of General Wolfe; see infra, p. 58, ff, 
35, Mitchell, op, rit, p, 26, also mentions a 

cycle commemorating the deeds of William of 
Orange, in Ireland , 36, For Lebrun, and the Gobelins tapestry 
by Van der heulen, see Art 8ullatin, Volume 
KLI, (1959)lp. 237, 
37, Sketchbook, NGS Print Room 05088). Cf, 

suora p. 10. The three quotations following 
are from ff. 32Y, 31R and 31V respectively, 
transcribed yorbatio at literatin, Allan 
could have seen personifications such as 
those he mentions in Batoni's work at Ahe 
Palazzo Colonna in Rome, but the Foulis coll- 
ection included pieces such as 'Twelve prints - 
Ornaments emblamatical of the arts and 
sciences .. by de Laune"; Catalogue, 1776, p. 37, 
original spelling, Other allegorical prints 
appear on p, 25, 
38, Lecture IV, in Works, Vol. I, p. 468, - 
39. lienry ruseliTate Gallery, 1975, pp. 72-3. 

The plays were king Lear, rho Tempest, Nac- 
both and, curiously, riv#lfth Night; the plans 
which survive may be only a fragment of his 
original ambition, On Runciman and Hamilton, 
see Duncan Macmillan, Painting in Scotland 
the Colden Age, Oxford, 1986, p-42. 
40, T. S, R. Boase, JWC1,1 (1947), general 

survey oFillustrations to Shakespeare's works, 
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and another similar account of 'Macklin and 
Bowyer' in JY01, XXVI (1963), pp. 148-177. It 
was the historical subject-matter drawn from 
sources such as Hume's History of Enyland 
which was to triumph; see Sir Ray Strong, And 
when did you last see your father? The 
Victorian Painter and British History, Hamp- 
shire, 1978, passis, 
41. John Galt, The Life, Studies and Yorks 

of Benjanin flast, London/ 1820, Vol, 11, p. 72; 
Fuseli's opinion appeared in the Analytical 
fieview, XVI, 1793, p. 52, quoted Eudo C. Mason, rhe 
Mind of henry Fuseli ,, Selections from his 
Writings with an Introductory Study, Lon- 
don, 1951, p. 139, 
42, This usage persisted until at least the 

middle of the nineteenth century, by then 
meaning a collection of prints whether or no 
these or the original paintings were actually 
gathered together in one place of exhibition; 
for example, The Filkie 6allery, A Selection 
of the best pictures of the late Sir David 
kilkie, RA,, London and New York In. d. 3. 
43, See primarily Barry's Yorks, Vol, 11, for 

relevant letters and Account; W, L, Pressly, 
The Life and Art of James 8arryNew Haven and 
London, 1981, p, 86 ff,, Joseph Burke, English 
Art 1714-1800, Clarendon Pressý1976, pp, 248-50, 
E. Croft-Murray, Decorative Painting in Eny- 
land 1537-1837, Country Life Publishing, 
Feltham, 1962-70, Vol. I, p. 68-9, 

44, Letter to Sir 6, Saville Bt,, 19th 
April 1777; Yorks, Vol, II, p, 254, Barry later 
altered the scheme outlined in this letter, 

45. Letter of January 1790, in Works, 11, 
p, 467, Pressly (op. cit, p, 121) is correct in 
stating that Barry never considered the work 
complete; his incessant and restless adjust- 
ments to its paintings, and to prints after 
these, provide sufficient evidence, In his 
Account of the series (Porks, Vol, 11, P. 315) 
he mentions the need for another year's work. 

46. Letter to the Duke of Richmond, 29t' 
August, 1773, Yorks, Vol, 1, p. 241 (cf, supra, 
p. 29, n, 1), Barry's remarks on the 'Jubilee 
of hackney'd German music' are given in 
Pressly, op, cit, p. 120, with some "verdicts' 
on the cycle being quoted p, 119: see also D, 
Irwin, English Neoclassical Art, London 1966, 
pp, 41 and 43, where the approval of Lawrence, 
Blake, Southey and the Earl of Buchan is 
mentioned, as well as that of Dr. Johnson, On 
Copley, see W. T. Uhitley, Artists and their 
friends in England 1700-175Y, London, 1928, 
VOI. 1, pp. 355-63, and Presslyop. tilpp. 120-1, 

47, See Lawrence Gowing, Burlington maga- 
zine, XCV, January 1963, 'Falstaff in the Buck 
basket" is reproduced by Boase, X, 
Fig. 24, facing page 89, 

48, 'Historical" was evidently used in a 
sense analogous to that in "History paintingO. 
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only one scene was f rot the 'Histories', 
'Henry V with Mountjoy'; the others were from 
The Tempost, King Lear and Hamlet, the Play 
Scene from the last being painted by Hayman, 
49. Graves, Societies, p, 302, quoting from 

John Pye's Patronage of British Art. On the 
Foundling Hospital, see R. Nicholls and F. Wray, 
rho History of the Foundling hlospifal, 1935. 
50, See Chapter l, pp. 7-8 and Figure 2 suppa. 
51. See St rong, op. ci iy pp, 17,18,25/ 26, f or 

paintings by West, Edwards and Smirke. Westall 
exhibited two such scenes, in 1790 and 1791, 
Episodes from the lives of Edward III and the 
Black Prince were among those historical sub- 
jects most frequently chosen by artists of 
the time, to judge from the catalogues of ex- 
hibitions , 52, Graves, Socialies, p. 305, quoting Pye, 
See also Whitley, op, cit, Vol, 1, Chapters MY, 
For a briefer account of this history, see 
Joseph Burke, op, cit,, p. 233 or, more recently, 
Reynolds, catalogue of exhibition, Royal 
Academy of Arts, London, 1986, p 30, 
S3. Quoted by John Hayes, 6ainsborough, 1980, 

Tate Gallery, p. 37, 
54, Quoted by Joseph Farington, diary entry 

for 24' July, 1805; David Irwin, English 
Neoclassical Art, London 1966, p, 133, 

55, Letter to the Earl of Buchan, 3rd 
December, '1780, transcribed in full as 
Appendix 111, Spelling and repetition as in 
original text, 

S6, Letter to St, lases's PostJune 1737, 
quoted in Dobson, op, tit, p, 69, Cf, James Barry, 
An Inquiry into the Real and Imaginary Ob- 
structions to the Acquisition of the Opts in 
England, (1775), Chapter VI, in PoPA-s, Vol. 11, 
p. 217; 'all the refuse and filth of Europe is 
emptied into this country', 
57, Richardson, rhoory of Painting, 172; p. 14. 
58, Lecture IV,. p. 25, Barry's comments on 

portraiture in his Account of a Series of 
Pictures, or rather, his comments on those 
who attained 'rank and consequence' by con- 
centrating on face-painting, are even more 
vituperative, 
59, Quoted by E-K, Waterhouse in Painting in 

Britain 1530-1790, London, 1955, p. 158, 
60. Letter, satirical rather than literal, 

to the St, James's Chronicle, 1761, quoted by 
Whitley, op, tit,, Vol. 1, pp. 173-74. The 
'Tailpiece' shows an ape, foppishly dressed, 
inspecting With an eyeglass long-dead potted 
plants - "Exoticks' - which he nevertheless 
tends and Waters, 
61, Letter to Burke, undated 0 early 1766) 

in Yorks, Vol. I, pp. 71-2; an early indication 
of what was to appear in Barry's Inquirr, cf. 
n. 56 suora. 
62, Cf, Reynolds, Viscourses, IV, 46 ff. 
63. Ibid,, lines 18 and 34-8; 'subject' and 
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'story, are there used synonymously, 
64, Edgar Wind, 'The Revolution of History 

Painting', Journal of the Yarburg Institute, 
Vol, 11, pp. 120-21; his argument at this 
point deals with topographical &? nra as well 
as Conversation Pieces, but its sense has not 
been changed here, 

65. Figures compiled from Algernon Graves, 
Societies and rho Royal gradany of gris ý 
Complete Dictionary of Contributors and their 
work fros its foundation in 1765 to 190d, 
London/ 1905 (cited as Royal 9cadasy in sub- 
sequent notes). Statistics can be misused to 
imply virtually anything, Thus, it would 
appear from these figures that each artist 
who exhibited narrative paintings sent, on 
average, four such works, As Reynolds might 
have said, though this might strictly be true 
in arithmetic, it bears no relation to real- 
ity (cf. Discourses, IV, 278). It will readily 
be seen from Graves' lists, and in some cases 
confirmed by Waterhouse's Dictionary, that 
some artists only ever exhibited one work, 
while others only exhibited one work probably 
of 'some narrative contentl, On the other 
hand, the contributions of West and Kauffmann 
(see footnote 't') must restore the balance a 
little, The favourite Classical sources were 
Homer and Ovid, the latter being better re- 
presented than Irwin's brief survey (English 
Neoclassical 9P1,1966, p. 78) iiplies. As in the 
case of the Iliad and the Odyssey, 'hardly a 
year goes by' without something from Ovid as 
well, Events from history were much less often 
chosen, though the rings of authors consulted 
is impressive, Finally, it is virtually cer- 
tain that some of the pictures whose titles 
suggest that they were based on the Classics 
were actually derived from sources such as 
Dryden and Handel, 
66. Waterhouse, Painting in 8ritain, p. 158. 

It was only in the 1790s that 6enre scenes, 
and paintings from modern literature, began 
to supplant Historical (is. Classical and 
Biblical) Compositions, Waterhouse's defin- 
ition of 'history' is of course retrospective 
and 'of a very different kind from anything 
Reynolds recommended", including as it does 
subjects from modern literature and contem- 
porary events, When all these quite disparate 
sources are considered together, the "heyday' 
of this kind of painting was indeed the later 
1780s and the 1790s; ibid. , P. 161, His 
assessment of the effect of the French Revol- 
ution on the supply (to Britain) ofOld Master 
paintings (Dictionary, p. 14) is interesting, 
but takes little account of dates, 
67. Richardson, rhaory of Painting, 1725, p. 93, 

NOf Expression$, He is writing specifically 
of how characters ought to be seen to be 
'affected"by, forexasple, the raising oFLazarus) 
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but the statement holds true in a more gen- 
eral context, and will still be grammatically 
correct however the word 'be' is understood. 

68, RA exhibit 1783; comment in Graves, 
Royal Academy, Cosway's wife Maria also ex- 
hibited a few Classical figures; her 'Medusa" 
is presumably not a "fancy portrait'. 
69, Reynolds, Oiscourses, XIV, 280-91, 
70, Entry in Waterhouse, Oictionary, 
71. Details from Graves' lists; Sandby, 1761, 

Society of Artists, "An Historical Lindskip, 
representing the Velch Bard in the opening of 
Mr Bray's celebrated ode' (cf. Whitley op. cit, 
Vol. I, p, 169, and also Thomas Jones's exhibit 
at the Society of Artists 1774, a 'oetzo- 
tinto' after this being exhibited there the 
following year, by John Raphael Smith); 
Cozens, 1761, Free Society, 'An historical 
landscape, representing the retirement of 
Timaleon'; Hodges exhibited three landscapes 
with stories, those of 11mogen and Pisanio' 
(from Cynbeline), of "Hagar and Ishmael" and 
of "the destruction of the bards' (probably 
also inspired by Gray's "Ode'), in 1788,1790 
and 1791 respectively and always at the Royal 
Academy, to which in 1794 he sent 'The Abbey, 
Taken from the Romance of the Forest'; Stuart 
included among his exhibits the story of 
Ulysses and Nausicaa Vbeing a sketch for a 
larger picture') and 'The Choice of Her- 
culesof 1766 and 1768 respectively (Free 
Society); Leigh, 1762, Free Society, "A view in 
the Mediterranean, with the story of the Good 
Samaritan' (also, 1765, Free Society, 'A 
romantic view, with a rainbow, wherein is 
introduced, the story of Perseus and 
Andromeda'); Bond, 1766, Free Society, 'A 
landscape with Sampson and the Lyon' 
(original spelling), fiiinsbarough's views on 
the matter might well be remembered; 'do you 
really think that a regular composition in 
the Landskip way should ever be filled with 
History, or any figures but such as fill a 
place Q won't say stop a gap) or create a 
little business for the eye to be drawn from 
the trees in order to. return to them with 
more glee, '. (Letter to William Jackson, 1767, 
in Artists on Art.. compiled by Goldwater and 
Treves, London, 194S, 1981 reprint, p, 190), The 
title of Nattes' painting refers to Paradise 
Lost, Book 1, lines 302-4, and is given in 
the original spelling, Historical paintings 
featuring animals also appear occasionally, 
examples including Sawrey Gilpin's 'Darius 
obtaining the Persian empire by his horse 
neighing" (RA, 1769) and his scenes of 
Gulliver and the Houyhnhnas, from 1768,1771 
and 1772, John Graham's paintings, of Daniel, 
and of Una from Spenser's FaRria Mene, 
justify Waterhouse's description of his 
Hi. storical pictures, 'at first with lions in 
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them" (entry in Dictionary), 
72, By Opie; exhibited RA, 1799, 
73, Cf. Reynolds, Discourses, IV, 439-41, 
74,, WHamilton's painting exh, RA, 1791, 

Telemachus and Calypso were by far the most 
frequently seen of any characters from the 
Odysser, a dozen such paintings account for 
about half of all those derived from this 
source, or from Fenelon's Telemache, 

75, Versions by Kauffmann, 1786, Prince 
Hoare, 1784 (giving Valerius Maximus as his 
source), a Miss M, Stewart, 1792, and West, 1780, 
(a design for a fan), For a portrait "in the 
character of" Cornelia, see Reynolds, Royal 
Academy Citalogue, 1986, no. 88 (p. 260). 

76, Portraits "in the character(s) of' 
Biblical figures are much less common than 
those adapting the Classics; the two examples 
quoted were painted by George Carter and 
Richard Cosway respectively, 
77. 'Seneca' Jc, by Samuel Shelley, 

exhibited RA, 1796, 
78, 'Hector' Jc, by Countze, exh, RA, 1796, 

"Scipio" Jc, by, among others, Reynolds, 1789, 
and West, Society of Artists, 1766, and Miss K 
Stewart in 1795; David Allan painted two 
versions (1774, NGS; another in a private 
collection), but did not exhibit either, 
'Agrippina" Jr, &A RA, by Gavin Hamilton, 1772, - 
Alexander Runciman, 1780, and at Society of 
Artists by Benjamin West, 1768, and James 
Nevay, 1773, 'PatroclusN Jr, #, %-h, RA, Thomas 
Stathard, 1780; the return of Priam with the 
body of Hector was shown at the RA by John 
Trumbull in 1786, and at the Free Society by 
a Miss Hoare in 1762, 
79. At RA by Barralet, 1772, Bunck, 1774; at 

the Free Society by Phillips, 1772 ('Alexander 
and Diogenes a historical drawing'), and by 
Parker, 1773 ("Diogenes ... seeing a 
countryman drink out of his hand, throws away 
his cup", 
80. See J. Burke, English Arlpp. 284-84 and 

plate 81a, and Downman's entry in Waterhouse, 
The Dictionary of Pritish 18th Cent&rry 
Painters, the identities of the players, and 
indeed the source of the text illustrated, 
are different in each, 

81, 'Andromache' k was exhibited at the 
Society of Artists, 1770, by Andrew Lens, and 
was probably a miniature, Walpole's comment 
from Graves, Societies, Bartolozzi and West 
designs both exh, RA, 1780; c f, also n, 75 supra, 

82, Exhibited RA, 1771, by Hunes. For this 
spelling of "flays", however, see Richardson, 
rhooty of Painting, p. 94 Nhen Apollo f leas 
Narsyas.. "). Cipriani also exhibited a 
"Marsias and Apollo', RA, 1772, More direct 
moral-pointing may be found in Metz's exhibit 
of 1785p 'A Spartan youth convicted of 
intemperance before the Ephorii and ordered 
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to a spare diet', the 'title suggesting a 
Greuze-like 6enre piece in ancient dress, 

83, Exhibited RA by J. Sherwin, 1777, with 
"Glover's Leonidas Book 1, line 321" as source, 
Now unlocated; how he treated the subject in 
practice cannot therefore be judged, but the 
various approaches of some contemporary 
painters can be imagined, 
84, Discourses, 111,23-7. 
85. Poetical is not to be understood as 

synonymous with Historical: Barry, for 
instance, described three of his six scenes 
in the Adelphi (infra, p, 67 ff. ) as 'poetical', 
the others as Ohistoricall, The beauty of 
Fuseli's term lies partly in its novelty; 
familiarity breeds confusion in the use of 
"History", 'Historical subject-matter' and 
"history', particularly when contemporary 
events enter the field, 
86, Reynolds, Discourses, IV, 29, 
87, Only five of the six were engraved, For 

an account of their being commissioned and 
painted, see David and Francina Irwin, Scot- 
tish Painters at No&# and 4broad 1700-1500, 
London, 1975, pp. 101-03, and also Duncan Mac- 
millan, Painting in Scotland, pp. 32-40; the 
comparison with Hogarth's W RaA-#'s Progress 
(p. 38) is strained, 
Be. See Reynolds, RA catalogue, 1986, no. 140 

(reproduced in colourp. 151), 
89. Letter to Prince Potemkin, Reynolds' 

spelling, ibid,, p. 312, 
90, The painting is considered in greater 

deta iI infra, p, 100 ff, 
91. For an account of the hers and its 

inscription, see W. L. Pressly, The Life and gri 
of James Barry, New Haven and London, 1981, 
pp, 35-6 and note; the quotation is from p. 36, 
92, "Histories' is, of course, used in its 

modern sense (cf, n, 48 supra). See W. Moelwyn 
Merchant, Shakespeare and the gr1ist, Lon- 
don, 1959, and T S, R. Boase, 'Illustrations of 
Shakespeare's Plays in the seventeenth and 
eighteenth centuries', ' X!, Vol, 1 (1947), 
pp, 83-108, The Boydell Gallery is considered 
infra, pp. 64-7. 

93, Figures from Graves' lists; for the 
intentions and failure of The Poets Gallery, 
sbe Boase, "Macklin and Bowyer', J11C1, XXVI, 
(1963), pp. 148-177, which has a survey of the 
paintings still known and the engravings 
which were published, Book illustration is an 
important genre in any account of narrative 
pictures of this time, and is considered as 
part of the context of Allan's illustrations 
to Scottish songs, Chapter VI. See also Cath- 
erine Bordon, British paintings of subjects 
f rox the? Elýqlish Novel 1710-1870, Garland 
Publishing, New York and Londor., 1988, 

94. The three paintings cited were all 
exhibited at the Royal Academyby Braine (1793), 
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Dayes, 0798), and Howard, (1795). Paxton's scenes 
from Samson Agonistes were both exhibited at 
the Society -of Artists. For 'devotional piety' 
in contemporary Scotland, see Robert Heron's 
A Namoir of the Life of the Late Robert Burns, 
Edinburgh 1797, in Hans Hecht, Robert Burns 
the man and his vorko 2nd. edn. 19360 
translated by Jane Lymburn, Alloway- Pub- 
lishing 1981, pp. 257-82 (p. 261); extract in 
Donald A. Low (ed, ), Robert Burns rhe Critical 
Heritage, pp, 117-127 (p. 117); also T. C. Smout, 
A History of rho Scottish People 1560-1830, 
London, 1969, pp. 306-7. 

95, Hogarth's "Satan, Sin and Death' dates 
from around 1735-40, On Fuseli's Milton 
Gallery, see Henry Fuseli, Tate Gallery, 1975, 
pp, 87-106, and Irvin, English #aoclassical 
Art, London 1966, p. 131 ff.; on Barry's plans, 
Pressly, rhe Life and Art of James Barry, New 
Haven and London, 1981, p. 151 ff. 

96. Reynolds, Oiscourses, VII, . 539-40; for a 
notorious contemporary example, see- pp. 58-62 
infra, 

97, lbid, 538-9 and 520-1, all forcing part 
of the same argument, 

98. James Thomson, rhe Seasons, 'Summer', 
lines 1217-18, Allan's oil painting, 'Celadon 
and Amelia in the Thunderstorm, 2ft 6in by 
2ft", appeared in Sale I, page 9, -lot 75, 
Downean's version, exh, RA 1797, Williams' is 
illustrated in Waterhouse's Oiclionary. 
Williams favoured taking 'hints' for land- 
scapes from literature; two different 
paintings, 1768 (Society of Artists) and 1770 
(R4) were both derived from SpecfaloP425, 

99. Thomson, op, cil,, 'Sumser, lines 1345-49. 
A perfect, if obvious example of the shared 
cultural knowledge noted p. 29 supra, William 
Hamilton's illustration to this passage in 
Murray's edition of rhe Seasons (1779) is 
virtually a scene of an Antique statue in a 
landscape, Opie's liter painting is not, 

100, As in p, 54, n. 92 supra, "Histories' 
denotes the plays dealing with the Wars of 
the Roses Jc, The topic of paintings dealing 
with British history is considered more fully 
in Chapter Y, as part of the context of 
Allan's series from the life of Mary Stuart, 

101. Such as West's painting 'The Death of 
General Yolfe'; see infra, p. 58 ff. 
102, D. and J. Serres, quoted by D, Cordingley 

in #ring Paintings in England 1700-IYOO, 
London, 1974, p. 11, ' 
103. Ibid., p. 12, The story of Apelles and 

the shoemaker comes to mind (see Reynolds, 
Oiscourses, XIII, 146 and n, - from Pliny's 
Historia naturalis), 
104, By Waterhouse, Oictionary, p, 158. 
105. Spectator 418. Cf. Edaund Burke, Philo- 

sophical Enquiry, 1759, Sections XIY and IV, 
106, Lucretius, oe Pepum Yaturall, lines 1-7, - 
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Reynolds, op, cil,, VII, 539-40. The depiction 
of distant danger and the suffering of others 
is an important and unpleasant feature of 
later so-called 'history painting'; see 
pp. 95-9 infra, 
107, Wheatley's picture is reproduced in J, 

Burke, fnglish ýrt, plate 92s; Burke also calls 
attention to Penny's 'Widow Costard's tow and 
goods, distrained for taxes, redeemed by the 
generosity of Johny Pearsain'. See Charles 
Mitchell, 'Benjamin West's 'Death of General 
Volfe' and the Popular History Piece', IYU, 
Vol. YII (1944), p-33, n, 2, for a reference in 
Angelo's Reminiscences to the success of a 
print after Penny's 'Marquis of Granby', a 
painting which Barry admired UlorA-s, 1, p. 19). 
John Barrell, in rho Dark Side of the Land- 
scape rho rural poor in English painting 
1730-1840, Cambridge, 1980, p. 20, suggests a 
couple of causes for the great increase in 
the 'number of rural 9-Onre-pictures exhibited 
at the Academy' at this time; 'firstly, the 
death of Reynolds, who was 'less friendly to 
the 'familiar' style of painting we ire 
discussing thin was his successor Benjamin 
Vest", and secondly, "the visible threat of 
war with France', with a consequent emphasis 
upon and celebration of the virtues of a 
stalwart British peasantry at home, A 'bold 
peasantry, their country's pride' indeed; for 
a third, more prosaic reason for the pro- 
liferation of such pictures, the greatly 
increased number of 6enre painters then 
practising, see p. 56 suara, 
108. Singleton's painting e. yh. RA, 1798. 
109., G. Carter's version reproduced in 

Waterhouse's Dictionary, Both firignion and 
Ramberg exhibited their versions RA, 1784. 
Zoffany's reproduced in Hugh Honour, #eo- 
classicism, Harmondsworth, 1968, p-117. 
110. Wind points out the interest of both 

Hogarth and Thornhill in depicting 'state 
criminals land3. .. ordinary murderlerW; 
'The Revolution of History Painting', Journal- 
of the 11arburg InsUtuts, 11 (1938), pp. 116-127, 
Ill. The locus classicusAs Wind, op. citbut 

this had been preceded by rho Pictorial Life 
of 6oneral Wolfe, 1924, by A. E, Wolfe-Aylward, 
and 'The Pictures of the' Death of Major- 
General Wolfe', Journal of the Society of 
groy Historical Research, YI, 1927, ppý 30-6, 
by J. Clarence Webster, More and earlier ex- 
amples of the same and related subjects are 
given in Mitchell's article of a few years 
after Wind's, 'Benjamin West's 'Death of 
General Wolfe' and the Popular History 
Piece', IYU, VII (1944), pp. 20-33. Wind foll- 
owed this with another, shorter, article, 
JYCI, X; David Irwin contributed an article to 
ýrt Bulletin XLI in 1959", 'James Barry, and 
the Death of Valfe in 17S9'. See also Whitley, 
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4ptists and theirfriands in England 1700-175Y, 
London and Boston, 1928, II, pp. 281-82; Water- 
house, Painting in Oritain 1530-17yo, Lon- 
don, 1955, pp. 159-60,20S, 206 n. 3, and 223; 
and David Piper, rh a, 6enius of , 

Rrilish 
Painting, P. 195, Joseph Bur. ke gives 
contemporary views of Romney's version (1763) 
in English 4pt 1714-1800, Oxford, 1976, p. 245, 
112, See p. 62 and n. 132 infra, 
113, Galt, Life, Studies and Yorks of 

Raniasin Past, Vol. 11, p. 46 ff: Reynolds, Vis- 
cours. as, IV, 29-31 and 41-2, See also X, 367-389, 
on dress in sculpture, 
114, Reynolds, op, cit,, IV, 464-6. 
115. See p. 35, notes 24 and 25 suara, and 

also Reynolds, op. citXV, 346-418, 
116. Reynolds, op. cii, V, 419-23 (quoted) but 

the 'caution' begins at line 399, 
117, Wind, op, cit,, p, 117, 
118. Mitchell, op, cit" refers to the 

paintings at Vauxhall, Naval painting is also 
an important precedent for the sensational 
aspect of West's painting, It should also be 
remembered that Vest was interested in the 
use of antiquarian research in depicting 
scenes from the past (n. 41 supra), and that 
this discipline may have been adapted by his 
in this modern instance, 

, 
The whole question 

of modern dress seems to have engaged Wind's 
attention as much as it did Yest's, and as 
such as it is said to have done Reynolds', 
119, On Wootton, see John iVooton Iffil-17U 

Landscape and sporting art in early 60orgian 
England, Arline Meyer, Kenwood, 1984, The 
painting of Oettingen is in the National Army 
Museum, Reynolds' equestrian portrait of Lord 
Ligonier (1760-Tate Gallery) is in this 
tradition, but may be more profitably 
compared to works by Velazquez, or to 
Rembrandt's portrait of Frederick Rickel 
(National Gallery, London), See also Chapter V, 
p, 209 and Figure 165 infra, 
120. Reynolds, Oiscourses, IV, 18-27, He is, of 

course, referring to Igreat events of Greek 
and Roman fable and history, Und] cap- 
ital subjects of scripture', 
121. Helmut von Erffa and Allen Staley, The 

Paintings of 8aniamin Yost, Yale, 1986, p. 212. 
The name 'Necha, Chief of the Cherokees', is 
given in J. Burke, English gri UU-1800, 
Clarendon Press, Oxford, 1976, p, 246, 

122. Translated by Roger Fry, in Char- 
aciaristics of French 4ri, 1932, quoted by 
Wind, OP. cit,, P, 117 and note, 

123, Racine's Second Preface to 8ajazel, 
first performed 1672; Xuvras de 4 Racine, 
ed. Paul Mesnard, 7 vols,, Paris 1865 (Vol. 2, 
pp-476-78,, the phrase quoted is from p. 477), 
This emphasis is considered in greater depth 
infra, pp, 97-9, esp. p, 98, and in Chapter 111, 
pp, 130-34, esp. p. 133,, 
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124. See p. 44 supra for the exceptions 
allowed by Fusell, 
125, Reynolds, op. cit,, V, 370-2. 
126, West's reasoning is given in Silt, loc, 

cit; the view an 'setting' is from Wind, op, 
cit, pp. 120-21 -, cf. n. 64 suora, 

127, The quotation is from Richardson's 
Theory of Paintiny, 'Of Invention', p. 41; for 
Barry's approach, see 

'Pressly, 
op. cit, p, 61, 

with a passage from Barry's 'Commonplace 
Book', in a private collection, 

128, Sir Roy Strong, And ehan did you last 
see your father? Hampshire, 1978, p. 26, , 
129, For an account of Trumbull's "The Sor- 

tie from Gibraltar', see Whitley, op, citVol, 11, 
pp. 109-111. Bourgeoise exhibited two pictures 
of encounters between sans culottes and Brit- 
ish Light Dragoons, the first in 1794 and the 
second in 1803, although It may date from 
before this, The later picture, to judge from 
a print, is a spirited piece reminiscent of 
the work of Baron Gros (e, g, his painting of 
the Battle of the Pyramids), though one less 
chaotically crowded with figures, The course 
of the French Revolution also prompted 
William Hamilton's 'Marie Antionette leaving 
prison', a sentimental picture reproduced in 
T. 8, R, Boase, 'Macklin and Bowyer', X!, XXVI, 
Plate 20a, This small group of scenes com- 
pares very uneasily with around two hundred 
paintings based on the works of Shakespeare 
which were exhibited in the same period. If 
Boydell's venture (infra, pp, 64-7) is In- 
cluded, the number of 'Shakespearean' 
paintings leaps to some four hundred, 

130. Exhibited RA, 1800: 'General Fraser 
mortally wounded by the shot of a rifleman 
near Hudson's river, 7, October, 1777; in the 
groupe an the right hand are Lady H, Acland, 
Mad, Reidesell, with some English and German 
officers, who had the command of the camp'. 

131, Engraving in Scottish United Services 
Museum, 

132. See Mildred Archer, India and Oritish 
Portraiture 1770-I&IS, OUP, 1979, pp. 300-10, for 
a full account, and a reproduction in colour, 

133, " Whitley, op. cit,, Vol, 1, pp. 355-62, 
and I Burke, op, cit,, p, 2SO. Sit Villiam 
Chambers called the exhibition 'a raree-shov' 
(Whitley, op, cit,, p 356). 
134, For Copley, de Loutherbourg, Wright of 

Derby, Trumbull at al, see Whitley op, cit., 
Vol. 11, p. 100, p. 109 f f., pp. 137-40, and I Burke, 
op. cit,, pp. 255-57, Copley's picture was shown 
in a tent, The popularity of seascapes in 
such panoramas may not have been entirely due 
to a public desire for elemental drama and 
spectacle, In covering with paint such great 
surfaces, often curved, a rapid and fluid 
technique would soon have recommended itself, 
135, Burke, Philosophical Enquiry, Part II, 
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Section 11, p. 97, The sentence which follows 
is crucial: 'Indeed terror is in all cases 
whatsoever, either more openly or latently 
the ruling principle of the sublime, " 
136, Cf. Copley on an Irish ceremony, quoted 

Whitley, op. cit., Yol. I, p. 363, On the intended, 
apparent, and actual meanings which may -be conveyed by pictures, see especially, - pp. 76-7 
and p,. 99 ff; Chapter III, p. 130 ff; Chapter 
V, p. 230 ff; Chapter VI, pp. 264-67, and Chap- 
ter VII, pp, 335-44 and pp, 347-48 infra, 
137. See J. Burke, inglish ýrt, p-256-7, 
138, See T. S. R. Boase, 'Illustrations of 

Shakespeare's Plays in the seventeenth and 
eighteenth centuries', J01., X, for a survey 
of the Boydell scheme from in 

, 
ception to final 

lottery, and Boase "Macklin and Bowyer' X1, 
XXVI, P. , 148 ff, for a general survey of the 
plans-of Macklin and Bowyer, Fuseli's Milton 
Gallery seems to have had its origin in an 
illustrative scheme; see Irwin, EnglishNeo- 
classical ýrg, 1966, p. 132. 
139, John Boydell, preface to a descriptive 

catalogue (1789); quoted by Josiah Boydell (a 
nephew) in his Preface to Collection of. 
Prinis, fro# pictures painted for the purpose 
of illustrating 

. 
the Dramatic Works of 

SHUESPEW by the 4plists of Sreat-8ritain, 
London, 1805 (Arno Press reprint, 1979)., 

140, Only one of Fuseli's paintings from 
Ificbeth was for Boydell, that of Macbeth 
meeting the weird sisters for the first, time, 
He painted five, "fairy pictures' for the 
Galleries, two of these for Boydell, the 
other three for Woodmason; see Henry Fusali, 
Tate Gallery, 1975, pp. 61-3. The plates and. the 
text are strangely, disordered at this point, 
141, lbidno. 45, pp. 70-1 ; dated' 1771. Cf. p. 39 

supra, his plan for a scheme of decoration, 
Fuseli first exhibited Shakespearean subjects 
in 1774 NA) and 1775 (Society of Artists). 
On his veneration of Shakespeare, and his 
phenomenal ability to memorise and declaim 
passages of poetry, see E. Mason, rhe Nind of 
I/enry Fusali,, Seleclions from his Vritings 
with in Introductory study, London, 1951, p. 69, 
quoting Farington's Oiaryfor 1809, 

142, Hogarth's NFalstaff recruiting" dates 
from 1728; Hiyman's, c. 1760-65; Grime's 'Fal- 
staff recruiting ... (a stained drawing)", 
L,, Yh. RA 1771, J. Ourno's version for Boydell 
(Vol. 11, Plate IX) was engraved by T. Ryder, 
143, Reynolds, op. cit., Yl, 446 ff; 111,425-32; 

cf. also Up455-78, 
144. Ibid., VI, 448-50. 
145, Letter of 12 th September 1792, given 

in W. G. Constable, John Flaxoan, 1927, pp. 35-6, 
146, Wright, in a scene from rhe Tenpast 

(Vol. I,, Plate V); Hamilton, in a scene from 
Ifuch 9do about Nothing (Vol. I, Plate' XVII), 
and see also his Plate XXX in this volume; 
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Fuseli, Vol. II, Plate XII, All references are 
to Boydell's Collection of Prints, 1806 (Arno 
Press reprint, 1979), 

147, Both Stothard and the Reverend Peters 
borrowed the king from the Holbein portrait; 
Vol. II, Plates XXV and XXVIII respectively; 
Stothard's use of the Dionysos motif also 
occurs in Plate XXV, Howard may have derived 
the Saul, at second hand, from Poussin's 
"Sabines' (the 1637 version), 

148, Boydell's Catalogue, 1805, quoted by 
Boase, "Illustrations of Shakespeare's Plays 
in the seventeenth and eighteenth centuries', 
JUU., X. P. 106, 
149, Lecture IV, 'Invention"; in Life and 

Writings, ed, Knowles, Vol. II, pp. 22S-6, Cf. 
also Aphorism S8, ibid., Vol. 111, p. 81; and 
Edmund Burke, Philosophical Enquiry, Part 11, 
Section 111, 'Obscurity", passio, 
150, Hazlitt, quoted Boase, X1, X, p. 102, 
151. See Whitley, oa cit, Vol, 1, p. 3S3, 

Vol, 11, p. 352-3; J. Burke, op. cit, p. 383-85. 
For an account of Barry's existence at this 
time, see Works, Vol, I, p, 251 ff. For other 
contemporaneous accounts, see Blake's 

marginalia 
, 

to Reynolds' Discourses, edited by 
R. R. Wark (Yale, 1959, reprinted 1975), 

pp, 284,286 and 289, esp. 285; 'Barry told me 

-that while he Did that Work, he Lived on 
Bread & Apples". Also Benjamin Robert Haydon, 
Mobiography and Diaries, London, 1853, Vol. 1, 

p.. 90, on the 'apathy, brutality and insin- 
cerity, of the Patrons' (Pressly, Life and gri 
of James 8arrycites al" Farington's Diary 
for February 25th, 180S), 

152, Fryer's biography of Barry, in Forks, 
Vol. I, p. 25i, Barry's own 9ccount of a Series 
of Pictures in the 6rqat Room of the 9delphi 
is given ibid., Vol, II, p. 301 ff. See Pressly, 
Life and grt, esp, pp, 86-122 (Chapter IV) for 
the conception, progress and reception of the 
series, a stimulating discussion of Barry's 
views, and notes on the actual financial con- 
tributiOn Of the Society Of Arts, J-Burke has 
a brief account, op. cit., pp. 248-50, and D. Irwin 
'another, op, cit,, pp. 41-3, 

153. Fryer, op, cit., Vol, 1, pp. 251-2, and 
Pressly, ovcit,, p-131, 
154, Barry, ýn 9crount of a Series of Pict- 

ures " in the 6reat Room of the Society of 
gris, Nanufactures, and Commerce, at the 
4dalphi, London, 1783, in Works, Vol. 11, p. 323, 
(also quoted in Pressly, op, cii,, p. go), 
15S. Lecture I, Yorks.. Vol. 1, p. 366, 
156, Barry, 9ccount, in VorksVol. 11, p. 327, 
157, Ibid., Vol. II, pp. 389-90, 
158. Ibid., Vol. II, p. 361, 
Isq, Barry, Lecture 11, Yorks, Vol. 1 p. 380., 
160, 'Letter to the Dilettante Society% in 

Yorks, VOI. 11, P, 500, 
161.4ccount, in Yorks, Vol 11, pp 369-70, 
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162. lbid,, P-430. - 
163. Milton, Paradise Lost, Book IV, line 553. 

Barry Uccount, in Works, Vol, 11, p. '370) 
specifically refers to Paradise iosg IV, 549, 
as the source for his 'Angelic fiuards'. 
164,9ccount, in Works, Vol. 11, p. 430, 
165, Pressly, op. cit, p. 118, Sut cf. Reynolds, 

Oiscourses, XV, 362-4: "The sublime in Painting, 
as in Poetry, so overpowers, and takes such a 
possession of the whole mind, that no room is 
left for attention to minute criticism, ' 
166, Bi rry, 9ccoun 1, in Yorks, Vo 1.11, p. 312, 
167, Barry, 9crount, in Works, Vol. II, p. 406. 
168, Reynolds, op, cit,, IV, line 18, 
169. Anthony A, Cooper, Earl of Shaftesbury, 

"Advice to an Author", Charactoristicks of 
Ifan, Ranners, Opinions, Tises, 1713,1, p. 129, 
paraphrasing Horace, grs Pootica, lines 343-44, 
Shaftesbury is but one source among many; for 
the second phrase, #. g,, Johnson's Preface to 
his -edition of Shakespeare: 'The end' of 
I riting is to instruct; the end of poetry is 
to instruct by pleasing, ' (Yale edition of 
Johnson's Yorks, Volume VII, p. 67). 
170, Barry, Lecture IV, PorksVol. 1, p. 454. 
171, theory of Painting, p. 10; the first 

quotation is from Reynolds, op. citIY, 111-12, 
172, Reynolds, ibid,, lines 112-15, 
173,6entleman's Nagazine, -1766, pp. 354-55 

quoted in Mary Webster, Francis Pheallay, 
London, 1970, p. 61. Cf. Richardson, rhoory of 
Painting, 1725, p. 4: 'Painting has another 
Advantage over Yards, and that is, it Pours 
Ideas into our Minds, Words only Drop- 'em, 
The whole Scene opens at one Viev, whereas 
the other way lifts up the Curtain by little, 
and little', 

174, Lives of the Most iiineng Poots, 3 vols, 
London, 1854, Vol. III, p. 238 (fifth paragraph 
from the end), 

175, Reynolds, -- op, cit,, VII, 294-95. , Cf. 
Idler 45-, 'It is not very easy to f ind an 
action or event that can be efficaciously 
represented by 'a painter, He must have an 
action not successive but instantaneous; for 
the time of a picture is a single moment. ' 
Having referred to an episode from the Iliad, 
the author continues, 'this cannot be 
painted, because no peculiarity of attitude 
or disposition can so supply the place of 
language as to impress the sentiment' (Yale 
edition of Johnson's Yorks, Vol, 11, p. 141). 

176, Infrap. 89 ff, Series, both of History 
paintings and of 'modern moral subjects', are 
also considered, pp. 91-4 infra and Chapter V. 

177. W. B. Yeats, 'Leda and the Swan, from rho 
rover, 1928. Collected Poems, Macmillan, 2nd 
Edition, reprinted 1969, p. 241. 

178. Lecture IV, -in Yorks, VoI. I, pp. IS4-SS. 
Cf. Fuseli, Aphorisms 63 and 96, in rho Life 
and gritings of Henry Fuseli, Esq,, lfg, RA, l 
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Keeper, and *Professor of Painting to the 
Royal Academy in London ,., the former 
written, , and the litter edited by John 
Anowles FR3,3 vols,, London, 1831, (Vol. III, 
pp. 82 and 94), Fuseli's theories are- in- 
dicated infra, p. 80 ff. 
179, Richardson, op, cit,, p. 11. 
180, Ibid,, p, 41, Cf. Aristotle's Poetics, 

IX, 1-3. Richardson goes on to consider 
examples of this NLiberty of heightning a 
Storyl in pp, 42-6 (original spelling), 

181. St. James's Chronicle, quoted by W. T. 
Oitley, Artists and their friends in 
England, 1700-1800,1928, Vol, 1, p. 180, 
182, Discourses, 111,20-1, XIII, 91 ff, 
183. ' Aphorisms 30 and 199, in Life and 

grifings, 1831 (Vol, III, pp. 72 and 137, the 
latter with an allusion to Michelangelo, 
Titian and Baccio Bandinelli); cf. Reynolds, 
op, cit,, VI, 361, 'he that follows must 
necessarily be behind, ' 

184, See for example the remarkable dis- 
cussions of one of' Raphael's tapestry 
cartoons, and of the Raising of Lazarus, in 
Richardson, op, cit,, pp, 42-3 and 93-4, 

185, OiscoursosVIII 583-85, The following 
quotation is of lines 602-08. Cf. Edmund Burke, 
Philosophical EnquiryPart V, Section Vp. 330, 
on Homer's description of t. he 'fatal beauty' 
of Helen-, also Fuseli, Aphorism Al (corollary) 
and Charles Lamb on the attempt to paint sub- 
jects from Shakespeare, and thus 'to be tied 
down to an authentic face of Juliet' (cited 
by T. S. R. Boase, W1, X, p. 104). 
186, Lecture 11, in Yorks, Vol. 1, p. 410, 
187, As briefly noted by Pressly, in Life 

and Art of James Barry, p. 134, Hogarth had 
already written that 'ocular demonstration 
carries more conviction to the mind of a 
sensible man, than ill the world could find 
in a thousand volumes'; quoted by R. L. S. 
Cowley in Narriage J Ij Ifoda a review of 
hoyarth's Narrative 01, Manchester University 
Press, 1983, p. 120 (cf the 'Autobiographical 
Notes' in rho Analysis of Beauty, ed. J. Burke, 
Clarendon Press, 1955, p. 215). 
188, Discourses, IX, 75-8. 
189. Ibid., XIII, 135, 
190. , Ibid,, 32-5. Cf. IV, esp-82-90. 
191, Ibid. , 44-5 (quoted. Reynolds L argument 

begins at line 32; that the 'great end of art 
is to, strike the imagination' is proposed in 
Discourse IV, line 82). 
192. Ibid,, 111,78, The argument summarised 

in the following paragraph (page 79) is prim- 
irily from Discourse XIII, 32-90, 
193, Ibid,, XV, 340-55; cf. p. 30 supra, 
194, Lecture IV, p. 9. Johnson's criticism 

of Shakespeare comes to mind: his 'first 
defect -is that to which may be imputed most 
of the evil in books or in ýen, He sacrifices 
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virtue to convenience, and is so much more 
careful to please than to instruct, that he 
seems to write without any moral purpose' 
(Yale edn. of rho Yorks of Samuel Johnson, New 
Haven and London, 1958, Vol. VII, p. 71). 
195. Aphorism 18 and Corollary, in Life and 

Writings, ed, Knowles, 1831, Val. III, pp. 66-7. 
196, Barry, Lecture IV, in Works, Val, I 

pp, 454-55; see initially Fuseli, Aphorisms 63 
and 96, in Life and Writings, Vol. III, pp. 82 
and 94 (see also p. 75 supra), 

197. Aphorism 48, Corollary, in Life and 
Writings, Vol. III, p, 78; the argument is more 
fully stated in Lecture III, ibid,, Vol, II, 
pp. 137-38 ("to invent is to find ,.. in- 
vention ,., discovers, selects, combines the 
possible, the probable, the known, in a mode 
that strikes with an air of truth and nov- 
elty, at once'), Reynolds had written that 
subjects were 'commonly' supplied by poet or 
historian (Discourse IV, line 18), 
198, Aphorism 48, loc. cit. 
199, Lecture III, in Life and Writings, 

Vol. 11, p. 141; the words quoted appear as a 
question, to which Fuseli then responds with 
several more rhetorical questions. Cf. Reynolds, 
Discourse 11, lines 83-7. 
200, Aphorism 239, Corollary, in life and 

Writings, III, p. 149;. considered more fully in 
his fourth Royal Academy lecture, ibid,, Vol- 
ume 11, pp, 189-235. 
201. Barry, Lecture IV, in Works, I p. 458, 
202, Aphorism 239, Corollary, loc. cit. 
203. Fuseli, Lecture IV, from which the 

following quotation is also made-, Life and 
Writings, II, p. 190, 
204, Aphorism 239, Corollary, The 'Legacy' 

is also cited in Fuseli's, fourth lecture, 
205, Lecture V, in Life and YritingsVol. IL 

pp. 239-271, The quotation is from p. 264; the 
discussion of these three paintings occupies 
pp. 264-67, 
206. In Lecture V, Life and Writings, Val. II, 

pp. 246-47, Fuseli refers to the Hampton Court 
Cartoons; see John Pope-Hennessy, rho Raphael 
Cartoons (London 1950), for their locations at 
different times, John Bartell discusses 
Fuseli's account of this cartoon, with par- 
ticular emphasis upon its composition and 
import, in rho Political rheory of Painting 
From Reynolds To Hazlitt, New Haven and 
London, 1986, pp, 299-301. A print is repro- 
duced on p, 300, 
207. Theory of Painting, 172S, p, 11. 
208, Cowley, 11arriaga i la Xode, 1983, p. 162. 
209, The 4nalysis of Seauty, London, 1753, XVI, 

'Of Attitude' and XVII, "Of Action', passim; cf. 
also XI, N Of Proportion' and XV, 'Of the Face" 
(ed. Joseph Burke, 1955, Clarendon Press; 
pp, 145-62,82-106, and 134-45), 
210. SupraP. 53 and n. 89. 

451 

211, See also Strong, And when did you list 
see your Father? Hampshire, 1978, p. 19, on the 
significance of Magna Carta, as represented 
by artists, 

212, See Chapter V, p. 213 and Figure 168 
infra, Copley's painting was exhibited at 
Spring Gardens in 1795; Jules David Prown, 
John Singleton Copley, 2 vols., Harvard 
University Press, 1966, pp. 343-45, See also 
Strong, op, cii,, p, 28 , and Edgar Wind, 'The 
Revolution of History Painting', Journal of 
the Warburg Institute, Vol. II, p. 125, on 
Copley's politics. 

213, Inquiry (1775), Chapter X, in Works, 
Vol, II, pp. 246-47, See Pressly, Life and 4ri, 
pp. 67-8/ on Barry's view of portraiture in 
general, and pp. 73-6 on this painting; Pressly 
concentrates on the psychological aspect, and 
does not suggest any precise meaning, 
214. Pressly, op. cii,, p. 75. 
215, On Burke's advice, see esp. Pressly, op, 

cit,, p. 15, 'Out of step" Jc,, though trad- 
itional, has been 'transplanted' from Joseph 
Burke's English 4ri 1714-1800, p. 247. In- 
cidentally, the double portrait is rather 
more than the 'academic joke' suggested by 
Irwin in English Neoclassical 01, p. 40, 
216, Pressly, op, cig,, p. 75. - 
217. Hugh Honour, Neoclassicism, p. 31, Cf. 

Macmillan, Painting in Scotland rho 6oldon 
4go, Oxford, 1986, ý 41 on Hamilton's drawing 
style; see also Chapter 111, pp, 135-37 infra. 

218. Shaftesbury, Charactoristicks, Vol, 
pp. 143-44n., cited Macmillan, op, cit., p. 36, n. 22. 
219. from Joseph Burke, English gri, p, 242, 

quoting Ellis Waterhouse, Proceedings of the 
8ritish 9cadety, XL, pp. 67-8, himself quoting 
Carl Justi from 1898, 

220, Cf. Reynolds, Oiscourses, V, 35-7, and 
VIII, lines 568 to end, esp. 568-91 and 619 ff 
See also Chapter V, p. 215 infra, 
221. Reynolds, op, cit,, 1,50-2. Many examples 

of such literary references could be adduced, 
from the short passages heading articles in 
the Spectator to Johnson's 'Vanity of Human 
Wishes'. Burns made a joke of "the periodical 
Writers' and their texts 'quoted from some 
Classic of undoubted authority', in a letter 
of August, 1787, to Robert Ainslie (Loiters, 2 
vols,, ed. John de Lancey Ferguson, Clarendon 
Press, 1931, Vol. I, p. 119, no. 130; 2nd edn., 
revised G. Ross Ray 1985, Yal. 1, p. 149), 
222, For an exhaustive analysis of Ifarrijga 

1 la Mode, see Cowley op. cii,. On Hogarth's 
work as a whole, see Ronald Paulson, hfogarth, 
his life, art and times, 3 vols., Yale01971. 
223, Shaftesbury's treatise was first pub- 

lished in 1712. 
224, Mr. Justice Welsh, quoted Nicholls and 

Wray, Nistory of the Foundling hFospital, p. 2SS, 
225. See Reynolds, op. cit, VII, 688-701, and 
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footnote p. 138 'in Wark's' edition, 1959, Yale 
reprint 197S; also E. Wind "Borrowed Attitudes 
in Reynolds and Hogarth', J. W, C1,11 (1939), 
pp. 182-8s, See pp, 99-100 infra for a super- 
ficiii use of such reference, 
226. rho Rakes Progress and the Election 

series are in Sir John -Soine's Museum, 
Parallels between Hogarth and Fielding have 
frequently been drawn - not least by Fielding 
himself - and a passage from Joseph Andrews 
comes to mind: 'I declare here once for ill I 
describe not ten, but manners; not an 
individual, but a species Are not the 
characters then taken from life7 To which I 
answer in the affirmative ... The lawyer is 
not only alive, but hath been so these four 
thousand years' (Book Three, Chapter 1; New 
Aaerican Library, 1961, p. 162), 

227, Aphorism 63, in Life and Writings, 
Vol, 111, p. 82, Ct a passage f rom Idler 45, 
quoted in n, 175'suppa, ,i 
228. Chapter 1, p. 16 sup*ra. Allin does not 

explain what a 'Newmarketian" was doing so 
fir from home; if drawn from the life, the 
character was presumably some ailopo' or his 
valet in oasquorade, 
229. 'The Autobiographical Notes', If 103, 

in The Analysis of 8eauty, ed. Joseph Burke, 
Clarendon Press 1955, p. 209, Also quoted by 
Austin Dobson, William hfoyarth, London, 1891, 
pp, 42-3, 

230, Account of a Series of Pictures, in 
Works, Vol. II) p. 385; "ocular demonstration' is 
Hogarth's expression 0,187 supra), 
231. See pp, 72 ff. supra, 
232, Lecture IV, pp. 1-2. 
233, 'The Autobiographical Notes', If 52b], 

in, rho Analysis of Seauty, ed. JBurke, Clar- 
endon Press, 1955, p 229; the elision of lel 
is not indicated in the original, 
234. John Brittan FSA, rho Union of Arch- 

itacture, Sculpture and Painting, 1827, p. 53 
(The House and Museum of John Soane), 
235, Hogarth's notice in London Oaily Post 

and Advertiser, April 1743, quoted in R. *L. S. 
Cowley, Ifirriago a la 11oda, p, 7; he points 
out that 'author' at this time signified 'any 
kind of first beginner' (p, 1). 
236. London Evening Post, January 1745; see 

Cowley, op, cit" P. 9. 
237, The quotation is from Barry's Account 

Of a Sories of Pictures ,. at the 4delphi, 
London, 1783, in Forks, 1809, Vol. 11, p, 312; 
the passage from which it is tak-en is given 
more fully on p, 71 supra, 
238 , Jack Lindsay, qogarth, 1977, -p. 75. 
239, Reynolds, Discourses, VII, 294-95. 
240, Fuseli, Lecture IV, in Life and 

Fritings, Vol. II, ýP. 198. 
241. Cf. Reynoldsoiscourse 111,87-9 ('Could 

we teach taste or genius by rules, they would 
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be no longer' taste and genius*), and also 
Richard Payne-Knight, ýnalytical Enquiry into 
the Principles of Taste, London, 1805, ; 240 
(II, 11,115): "though rules and theories may 
prevent those who have no just feeling or 
natural taste from 'judging totally wrong, 
they in an equal degree prevent those who 
have from judging entirely ri'ht', 9, 

242. Aphorist 48, Corollary; Life and 
Fritings, Vol. III, p, 78 (also Lectures III 
and IV, ibid, ) Vol. 11, pp. 133-235, passis), 

243. Engraved by J. R. Smith, 1781: a 
painting Of the seated 

, 
Count is 

, 
in the Soane 

Museum, Tosary, rho Poetical Circle, New 
Zealand, 1979, p. 65 (no. 38) suggests that 
Braccioferro may 

'have 
been based upon 

Eccelino. da Romano, d, 1259, 
244, Fuseli, Lecture IV, in Life and 

Vritings, Vol. 11, p. 194, 
245. Sir Ellis K, Waterhouse, Painting, in 

gritain IS30-17YO, London 1955, p. 160, 
246. For several versions of this picture, 

see 'Prown, John Singleton Copley, 
.2 vols,, 

Harvard University Press 1966, p. 47 ff; also 
Cumoings and Staley, Romantic 4ri in Rritain, 
Philadelphia, 1968, p. ý, Q ff. 

247, Burke, Philosophical' Enquiry, 1759, 
Part 1, Section VII (opening paragraph), 
248, Jbid,, Part 1, Sections XIV and XVIII, 
249, ]bid,, Part 11 Section X, The Section 

is entitled 'Magnitude in BUILDING", but the 
context shows that Burke intended the judg- 
ment quoted to be of general relevance and 
application, 

250, Barry, 4n Inquiry into the Real and 
Imaginary Obstructions to the 4cquisition of 
the 4rts in England, London 1775, in Vorft, 
London, 1809, Vol. 11, p, 261, 

251, Reynolds, Discourses, 1111,3SS (cf, 
also IV, 110-12: 'A Painter ... has but one 
sentence to utter') 

252, Waterhouse Wrote that Watson was 'no 
national figure but rather the kind of person 
made familiar to-day by some of the Sunday 
newspapers' (Painting in Spitain, p. 203). 
Copley's painting has, incredibly, been mis- 
construed as a "historical composition' which 
would 'establish his name as a painter of 
historical subjects' (Romantic 4ri in 
Spitain, p. 91, essay by 'F, C, I; cf. also Edgar 
Wind's opinion that a Conversation Piece 
could pass 'unnoticeably from portraiture to 
'history painting", quoted p, 47 supra, from 
"The Revolution of History Painting', Journal 
of the Yarburg Institute, 11,, 1938-39, pp, 120-21. 
253. Ifacbeth, Act I, scene Y, quoted from 

memory by Reynolds, Discourse XIII, 224, 
254, Cf. Fuseli, Lecture IV: 'The exhibition 

of character in the conflict of passions with 
the rights, the rules, the prejudices of 
society, ts the legitimate sphere of dramatic 
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invention ... whatever makes events, and time 
and place, the ministers of character and 
pathos, let fiction or reality compose the 
tissue, is its legitimate claim" Jc, (in Life 
and Writings, Vol. II, pp. 195-96). 
256, Discourse IV, 394-99 (cf. p. 105 infra), 
256, Reynolds, Discourse X111,134-35, 
257, Of. Reynolds, ibid, 299-306: the 'lower 

kind of Comedy, or Farce, like the inferior 
style of Painting, the more naturally it is 
represented, the better; but the higher app- 
ears to me to, aim no more at imitation, so 
far as it belongs to any thing like de- 
ception, or to expect that the spectators 
should think that the events there repre- 
sented are really passing before them, than 
Riffielle in his Cartoons# or Poussin in his 
Sacraments, expected it to be believed, even 
for a moment, that what they exhibited were 
real figures, ' 

258, The picture, signed and dated 1794, 
and in a private collection, is reproduced in 
0. M. Mayer, ýngalica rauffmann R4 1741-1807, 
and in 0. Shave-Tiylor, hnial Company, 
Nottingham University, 1987, 

259. Cf. Barry's painting of 'Ulysses and 
his companions escaping from the cave of 
Polypheme', where there can only be one kind 
of meaning, the escape, from a mighty but him- 
pered enemy by calmness and clear thinking. 
In 6enial Company (p. 21), that a, quotation 
from Kauffmann's memorandum book - 'the 
Artist ,,, says good-bye to Music who is 
trying to seduce with her chars' - can be 
reconciled with the opinion that the painter 
'made good manners and fine sensibility -the dominant theme of the allegory" is incom- 
prehensible, 
260, The painting (Naples), formerly in the 

Firnese Palace in Rome, was described at 
length by Bellori in his Pit#, See Theodor 
Mommsen, 'Petrarch and the Story of the 
Choice of Hercules', J941)XV1,0953), 178-92, 

261, - Inquiry,, 1775, Chapter X; in Works, 
-Vol. 11, p. 246-47. 

262. The first opinion was that of a Ot 
Morgan, writing in 1774 (quoted in Whitley, 
9plists, and their Friends in England, 1928, 
Vol. I, pp. 371-72, Winckleminn is quoted in 
Mayer, op, ci4 R 20. 

263. Glasgow Art Gallery and Museum, The 
painting - signed and dated 1772 - has been 
introduced as a Poetical work, p. 53 supra, 
264, John Dryden, translation of Virgil's 

1neid, Book I, lines 396-99: Yorks, ed. James 
Kinsley, Clarendon Press, 1958, Vol. III)p. 1074, 
265, Allan's stylistic experiments are con- 

sidered in Chapters III, IV and VI, especially 
pp. 135-37,161-63,244,256 and 2., ff intra, 
266, The picture was engraved by Cunego, by 

Volpato, and by Salvatore Tresci; p. 18, n, 86. 
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267, Burke, Philosophical Enquir7, Part 11, 
Section Yll, Vastness$ (17S9 edn., p. 127), 

268, An anonymous review of 'The Progress 
of Human Culture', sent to Barry and quoted 
in Works, Yol. 1, pp. 263-64, , 
269, Reynolds, Discourses, 111,267-68; on 

'the Ancients as instructors' and the 'real 
simplicity of nature', cl ibid, lines 256-91, 
270, Barry, Lecture 11, second paragraph, 
271. Barry, Lecture 1; Works, Vol, 1, p. 358, 

Although Barry's manner as a lecturer was, 
surprisingly, said to be 'awkward, cold, and 
unimpressive", his reading aloud of this 
passage would at least have made it immed- 
iately clear that 'perfect' is used is a verb 
(Pisquin, Ifsaoirs of the Royal Academicians, 
London 1796, quoted by William L. Pressly, rho 
Life and Art o, f James Sappy, New Haven and 
London, 1981, p. 134), 
272, Reynolds, Discourse 1,47-9. 
273, The first quotation is from Barry's 

first RA Lecture, in Yorks, Vol. I p. 366; see 
p. 68 supra for the passage itself, Fuseli's 
words are quoted from his twelfth RA Lecture, 
in Life and Writings, Vol. 111, pp. 44-5, 
274, Inquiry, Chapter 1; in Works, Yol, '11, 

p. 248. That Sir Ellis Waterhouse dismissed 
these words as 'perverse nonsense" is dis- 
appointing (Painting in Britain, 1530-1750, 
London, 1955, p. 197), 
275, Lines 505 ff. (507-08 quoted), 
276, Discourse IV, 511-13, 
277. Cf. P. 59 supra, 
278. Reynolds, Discourse V, 402-03,417-18, 
279, Lecture 111, in Life and Writings, ed. 

Knowles, Vol, III, pp. 58-9. Fuseli's para- 
phrase - 'Reynolds has told us ., 'that 
those who court the applause of their own 
tilet must reckon on the neglect of 
posterity" - if less resonant than the 
original period, makes ouch better sense, 
Reynolds seems to have given more attention 
to the sound of his concluding sentence than 
to its matter, The 'great examples of the 
Art" were surely "celebrated$ both in their 
own day and in the eighteenth century, and 
Fusell indicates why, 
280. Reynolds' words are quoted from Dis- 

course IX, lines 77-8, 
281. Discourses, V, 404-07. Cf. Burke's 

views, quoted p. 35 supra, 
282, See pp. 31-34 suppa, 
283, See pp. 49-52 suppa, 
284, Pori's of James Barry, 1809, Vol. 1, p. 239. 
285, Reynolds, Discourses, V, 406. 
286. Reynolds, Discourse IV, 609-10. 
287, Adapted from Johnson's criticism of 

Shakespeare; see n. 194 supra, 
288, Preface to the second edition of 

Lyrical Ballads, 1801; in Poetical Yorks, 
edited by Thomas Hutchinsonrevised by Ernest 
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de Selincourt, Oxford Standard Authors 
series, 1936, reprinted 1978, pp. 734-41, The 
words quoted are all from p, 735, second column. 
289, Cf. Chapter IV, p. 159, and Chapter VI, 

pp. 256-69 infra, 
290, Cf. p. 35 supra, 
291. Cf. Sir Roy Strong, 4nd when did You 

list see your father? rhe Victorian Painter 
and 8ritish 11istory, Hampshire, 1978, p. ff, 
and also John Barrell, rho Oark Side of the 
Landscape, rho rural poor in English painting 
17SO-1840, Cambridge, 1980, quoted n. 107 supra, 
292. Mt William Lockhart of Baronald, 'Par- 

ish of Lanark', VII, Lanarkshire and 
Ronfrewshira, p. 468. Lockhart's report was com- 
piled towards the close of 1793; ibidg p. 461. 
293, Cf. his letter to the Earl of Buchan, 

December 3rd, 1780, transcribed in full as 
Appendix 111, The discovery that there was so 
little lllncouragemý' was probably not a com- 
plete surprise, but Allan was- still not 
reconciled to the , situation eight years 
later; see Appendix IV, 

Notes to Chapter III. ' 

Groups of -the manners in Scotland 
(Title quoted from David Allan's letter of 
November 1780 to *Sir William Hamilton, given 
as Appendix 11), 

1, Ibid. 
2, Ibid,; "as I have employment here for 

some time I as incited to stay', and also 
passage quoted p, ill infra, Namoirs of the 
late 0avid ýlljn, 1808, implies that Allan's 
ill health had forced him to leave London; cf. 
the Rey, T. C. Gordon, Oavid 911an of Moa, 
Alva 1951 , p. 29, on the smoke f ros 1countless 
fires' there (citiag 6. M, Trevelyn, English 
Social History, p. 337). 
3. This letter is transcribed' in full as 

Appendix, III, In thinking of his copying por- 
traits by artists like Kneller and Lely for 
his patrons, Allan is reminded of Hogarth's 
'Five Orders of Periwigs' (1761); see nn, 24 
and 37 infral and ' also the photographic 
archive of the Scottish National Portrait 
Gallery, S Ph IV 804-1 and 8 Ph 11 211-1, 
Allan's reference to wigs may possibly have 
had a further significance, however-, -, the Wig 
Club of Edinburgh, antedating Buchan's Soc- 
iety of Antiquaries by some five years, was 
organised as- "a burlesque antiquarian club' 
(see Davis 0. McElroy, Scotland's Age of 
lilprovement A survey of Eigh teen th-Can tury 
literary clubs and Societies, Washington 
State University Press, 1969, p. 74. 
4. November, 1780 (Appendix II). Allan's hiv- 
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ing written 'hJs introduced -, .. and his the 
prospect, JC. is a distinctively Scottish 
usage,, ctý Sir James Murray, cited by John De 
Lancey Ferguson, ' Pride and Passion, New 
York, 1939, P. 272, , and by David Daiches, 
Robert Burns, London 1952 (1981 reprint of 
the 1966 revision), p. 309, n. 5 (p. 323). See 
also Allan's letter of June, 1790, to the Earl 
of Buchan, Chapter V, pp. 193 and 205 infra, 

6, The quotation is from the account of 
his tour in Scotland by Faujas St. Fond, in rho 
Oiscovery of Scotland,, rravellors in Scotland 
from the thirteenth to the eighteenth 'cont- 
uries, London, 1966, id. Maurice Lindsay, ' p. 208. 
Allan may have recalled these tapades some 
years later; see Chapter V, p. 207 and Fig. 171, 
facing p. 216 infra, For descriptions of the 
scenery along the route mentioned, see o' g, 
Pennant, 9 rour in Scotland IfOCCUIX, 1771, 
(Third Edition, 1774), July 2S"-August 2nd, 
pp, 71-6,80-2 and 103-5; Dorothy Wordsworth, 
Recollections of a rour made in Scotland 4,0 
1803) Sept 6th-9th 

.8 
esp. pp. 196-212; James Hogg, 

4 Journey rhrough the Highlands and Islands 
of Scotland, in the Ronths of July and4ugusf 
'1802, in a Series of Letters to Walter Scott., 

irsq.; on the 26 th July he describes 'romantic 
hillsi crowned with wood'to the very tops'. 
Elizabeth Grant of Rothemurchus remembered 
that in 1804 the Tay was 'full and deep and 
dark, ' the banks overhung by fine timber 
trees' (hosoirs of a Highland lady 1757-1827, 
London'- E n, d, ]ý, p. 31 ), The 4 th Duke of Atholl 
OThe planting Duke') particularly fivoured 
the larch tree (see Cockburn's Journal, entry 
for 30th April 1842: Vol. 1,, 'p., 318), but the 
approach to' Ounkeld was - already wooded in 
Pennant's time Uourp. 80), 

6, Sale I, p. 13, lot 113; p. 11, lot 51 (two), 
7.: - ibidp. III-lot 65, 'Goat milk and Country 

exercise, pair'; either of these may also 
have been seen at-Moffit (Chapter V11, p. 322 
infra), but cf, Tobias Siollett rho &pedition 
of Ilumphry Clinker, Matt Bramble's letter of 
August qth, 

ý"Dp 
Gregory ,, advises the High- 

land air, and the use of goat-ailk whey', and 
also E, Burt, Letters from a Oantleman 'in the 
North of Scotland, '1754, Letter XX, p. 148, 

B. Allan's letter to Sir William Hamilton, 
November, 1780 (Appendix 111), 

9. G. ' C. Williamson, - jEnglish Conversation 
pieces of the lighteenth and early Nineteenth 
centuries, New York, 1975, p. 20, with' doc- 
umentation, See also Williamson and Lady 
Victoria Manners, Zoffany, London, 1953, pp, 15-16 
and 174, The painting is signed and dated 1767, 
10. Manners and Will1i ason, Op, cit" P. 16" 

Williamson, loc. cit,. Not only was the painting 
executed in London, Zoffany portrayed the 
nembers of the family over a number of years, 
II. - The quotation is from Robert Burns, 'The 
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Cotter's Saturday Night', stanza V, line 42 
(Poess and Songs, ed. James Kinsley, Clarendon 
Press, 1968, Vol, 1, no, 72. ) 

12. For Ramsay's lWilliam, 171-h Earl of 
Sutherland" (1753), his 17 th Earl of Wemyss 
and his wife" (c. 1746) and his 'Norman, 22nd 
Chief of Macleod" (1748). see David and Fran- 
cina Irvin, Scottish Painters 0 llose and 
4broad 1700-IYOO, London, 1975, pp, 54 and S6, 
and Plate 14, Batoni's 'Col, William Gordon 
of Fyvie" dates from 1766 and is at Fyvie 
Castle, - rreasuras of Fyvis, HMSO, 198S, pp. 47-8 
and Plate 16, The subject of Wright's paint- 
ing has finally been identified from the 
Ormond Papers (National Library of Ireland) 
as Sir Mungo Murray, 1668-1700, and a date 
of 1684 suggested for its execution, For 
earlier scholarship, see Sara Stevenson and 
Duncan Thomson, John ffichael Uright The King's 
Painter, HMSO, 1982, pp. 91-2 and Plate 36. A 
series of portraits of the Clan Grant was 
commissioned from Richard Waitt in 1713; some 
of these subjects also wear Highland dress 
(D. & F. Irvin, op, cit,, p. 45), 
13. Among about a dozen Scottish landscapes 

he exhibited are 'Bell Yeu up the Strath Tay, 
near Ounkeld, the seat of his Brace the Duke 
of Athol' (1768) and 'A View from his Grace 
the Duke of Athol's garden at Inver-ferry, 
Ounkeld"(1770), In 1763 and 1764 Steuart took 
Second and Third Premiums for Landscape 
Painting it the- Free Society (Twenty-five 
guineas and ten guineas; from Graves, 
Societies, 1907, original spelling here and 
in text), Cf. also n, 10 supra, 
14. Gordon, David Man of 41loa, 1951, p. 31, 

identifies the gatekeeper as Alexander Crerar. 
15, Soollett, op. cit,, J. Melford's letter 

of September 3rd, 
16, The first quotation is from Burt, op. cit., 

Letter XV; the second, from Thomas Pennant, op. 
cit, 1771, p. 81, 

17, The 'rocks of Scotland$ alludes to 
Johnson's own 'London', lines 9-10 ( Yale 
edition, Vol. VI, pp, 47-61); the second 
quotation is from 4 Journey to the Pestern 
Isles of Scotland in 1773, London, 1775, 
Chapter entitled 'Anoch' (ed, Peter Levi, 
Harmondsworth, 1984, p. 60). 

18. James Boswell, The Journal of a rour to 
the iYebrides with Saituel Johnson Lt. 0,1786, 
'Friday, ath October' (ed. Levi, 1984, p. 342. ) 

19. The Abbi Peter Grant consulted Gavin 
Hamilton about the purchase of prints for Sir 
James Grant of Grant, who had commissioned 
"Achilles lamenting the Death of Patroclus'; 
see Duncan Macmillan, Painting in Scotland, 
Oxford, 1986, p. 34, In a letter of August 1783 
to the Earl of Buchan Allan wrote that Abb6 
Grant and James Byres had returned from Rome 
for the summer (Watson MSS,, National Library 
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of Scotland, S90 1728; published in Gordon, op, 
cit,, pp-37-8). 
20, Allan's letter to Buchan, December, 1780 

(Appendix III), The word partially lost from 
the phrase immediately following that quoted 
was most probably 'Study', but may have been 
'Style'. The version of this letter given by 
the Rev. T. C. Gordon, gavid Wan of 41loa, 1951, 
pp. 34-5, is very inaccurate, suffering from 
some misreading and omission, and a great 
deal of correction and modernisation, 
21. ibid. 
22, See p. 121 infra, On Sir James Grant's. 

commissions, see 0. & F. Irvin, Scottish Painters 
at 11ome and 4broad, London, 1975, pp. 69 and 104. 
23. Letter of November, 1780 (Appendix II). 
24, SRO Register of Deeds, DAL 244, part 1, 

ff. 268 of seq,, Inventory of Pictures in 
Oupplin House, 1788, including 'A Family Group 
consisting of six figures, viz, Thomas, 8 th 
Earl of Kinnoull, Lady Elizabeth, Lady Abigail 
and Lady Henrietta Roper, his sisters and his 
two nieces Henrietta and Margaret Hay, all 
drawn from the life in 17811; Also noted was 
"Mary, I'll wife of William, 3rd earl of 
Kinnoull, k length copy by David Allan from 
Sir Peter Lilly' (original spelling), Oupplin 
House, in Strathearn, Perthshire, was de- 
stroyed by fire in 1827; Pennant, in 1769, 
had recorded paintings by Titian, Rubens, 
Lely and Van Dyck (Ioup, 1773, p. 73, ). 

25, Witson of Saughton was connected by 
marriage with the families of Hope and Graham 
(Skinner, The? Indefatigable /fr 411in, 1973, 
p, II), See also p. 20 suora and n. III, 
26, Gordoý op. cif, p. 39, Earlier matches are 

recorded, among thee games played on the 
North Inch by soldiers stationed at Perth 
(AAC, Thorburn, article in 4 Companion to 
Scot fish Culture, ed. 0. Daiches, 1981, pp. 84-5). 
The Caledonian Ifercury reported the Cath- 
carts' unfortunate showing against what the 
Irvins describe as "more experienced English, 
rivals', who won a wager of one thousand 
guineas (op, cit,, p. 72, without source and 
probably from family tradition), 
27, Gordon, op. cit,, p. 39, The Company was 

formed in 1744 and played on Leith Links 
Q. S, Young, article in 4 Conpanion to 
Scottish Culture, 1981, p. 155), 
28. Robert Brydall, 4pt in Scotland its 

origin and progress, Edinburgh, 1889,, p. 145. 
For in account of Allan as Master of the 
Academy, see Chapter 1, pp. 22-4 supra, 
29. Letter to Buchan, December, 1780 (tran- 

scribed as Appendix III; original spelling), 
30. Honyman, c. 1790, SNP6; Stewart, 1780s, 

Private Collection; Rosebery, still at 
Dalmeny House, 
31, Gordon, op. cit., pp. 36-7. It was, 1824, 

The names of all the figures, and the ages of 
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the children, are inscribed an the verso of 
Allan's canvas; seven children are named, but 
only six appear, one son having been painted 
over or cut out and replaced by the hat, this 
part of the picture being on a new patch of 
canvas, Two paintings of the Forth near Alloa 
also date from 1783 (private collection), 
32, Draving, NGS DIS3, 'Near Queensferry, in- 

scribed 'O. Allan del. 1791", Another, of North 
Queensferry, 1794, Ounimarle, Cf. drawings, all 
from Sale 1: 'Bay it N. Queensferry", p. 11, 
lot 52; 'View near S. Queensferry", "S. Queens- 
ferry from the West", p. 13, lots 118 and 125; 
'Hopetoun House from the East' (three), P. IZ 
lots 132# 104 and 105, the last "in colours'; 
'Hopetoun House from the East 24 in. by 17 
with figures, 

i 
framed", p, 15, lot 190. Also the 

following copies, from Sale I and Sale 11: 
'St. Francis and the Virgin, from the original 
it Hopetoun House, by Guido, same size [as 
the preceding lot, ie 120 in by IS'Y Sale I, 
p, 7, lot 21; 'Sketch in chalks from the 
picture of St. Francis and the Virgin, in-the 
possession of the Earl of Hopetoun, by 
Allan', Sale 11, p. 3, lot il, There is also 
an outline sketch, in ink, of 'the James s in 
Small it Hopt? House'; (Cowie collection, the 
Mitchell Library Glasgow (MS 6/a, in 309918); 
ct Chapter Y, p. 205 infra* 

33. Historic Manuscripts Commission, 2nd 
Report, Appendix, p. 25; synopsis of a letter 
sent from Rome, March 1768, by Sir William 
Hamilton Osays that he has been with Lady 
Cathcart's little painter Allan, one of the 
greatest geniuses he ever set with; he was 
indefatigable'), 
34, Gordon, David 911an of 911oj, 1961, 

pp. 33-4, quoting from Ifenoir 'on #avid 911an 
(in 'Blunt Collection') by 'Alloaensis", whom 
he identifies as Mr. Robert Bald of Alloa, The 
Italian singer Tenducci, often a guest at 
Hopetoun House, had the good taste - or the 
good sense - to include Scottish songs in his 
performances (account of the concerts at SL 
Cecilia's Hall by 'S. r Octoganarius Edin- 
burgensis", Feb, 1847, in Robert Chambers, 
readitions of Edinburgh, Edinburgh 1824, last 
revised edn, 1868; 1967 reprint, pp, 249-254; * 
G. T. vis George Thomson), 
35, Considered in Chapter V1, pp. 256-62, 
36, Chapter U, p. 49 suvra_' - 37, The painting is iný the State Dining 

Room it Hopetoun House, Allan also copied or 
borrowed from portraits by Jamesone, Kneller, 
Lily, and Nasmyth (see n. 24 supra, and Chapter VII, Figure 276 infra). 

38. The 'gaberdine, and necktie worn by 
Shylock in Allan's drawing are similar to 
those in Zoffany's portrait of Macklin; a 
portrait of 'Mr Macklin in the character of Shylock* was exhibited at the Royal Academy 
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in 1779, by John Kitchinghim. 
39, On the Foulis Academy engraving, see 

Chapter 1, Figure 1,. facing p. 6; Cathcart 
family and Concert at Hopetoun House, private 
collections-, 'Original *Sketch of Antiquarian 
Society", Sale 1, P. 131 lot 100, 

40, Such as Chardin (e, g, 'The drawing 
lesson', engraved by Le Bas in 1757; see 
Philip Conisbee, ChardinOxford, 1986, plates 17 
and 170, pp. 28 and 174) or firavelot (e, g. "La 
Lactsur', Marble Hill); Longhi'i 6enre pieces 
might also be remembered; cf. Chapter 1, p. 11, 

41, Each of the four is numbered; a key 
(such as that to the Erskine family, n. 31 
supra) may hive been obscured when the canvas 
was relined, Basil Skinner, in 'A Scottish 
Catalyst', Country Life, 19th August 1965, 
suggests that the oldest sitter may be 
Charles Hope Vere (painted by Allan on a 
couple of occasions), but the physiognomy, 
though not unlike, is hardly identical, 
42, Letter to Buchan, December, 1780, tran- 

scribed is Appendix III (original spelling), 
43, Brown to Earl of Buchan, Laing MSS., 

Edinburgh University Library (in La, IV 26); 
also quoted in Irwin, Scottish Painters at 
llose and 9broad, London, 1975, pý78, and in 
Macmillan, Painting in Scotljn4 p. 61ol, 
44. Basil Skinner, Country LifeAugust, 1965, 

Allan did own a 'Lay Figure, very complete' 
(Sale l, p. 17, lot 2, 'Miscellineaus Articles'), 

4s, Seafield papers, East Register House, 
Edinburgh (60 248, box 511 b, 2), Grant's wife 
was Lady Jean Duff,, the Grants were related 
to the Hope, Graham and Cathcart families 
(see Basil Skinner, rho Indefatigable Nr 
Man, 1973, p. 19, no. 57, ) The painting 
mentioned in the letter to Sit James Grant 
was presumably the one which Allan brought to 
London with him (see Appendix 11); one ver- 
sion is at Blair Castle, the other in a 
private collection, 
46, One of these small portraits of Eliza 

Hope (1768-86) is in Hopetoun House, the 
other in a private collection, 

47, David Huse, 4n 9bstract of a book 
lately published entitled a Treatise of hutan 
nature, London, 1740, p. 24, 
48, Letter to Dr. Maty, October, 1775, given 

is Appendix 1, The second of the quotations 
in the preceding sentence is from Allan's 
letter to Buchan, December, 1780 (transcribed 
as Appendixý 111), and as in the first (from 
the letter to Dr. Maty) the original spelling 
is retained, For Allan's definition of the 
Conversation Piece, see p. 120, n. 42 supra. 
49. This and its companion piece (Plate Y) 

were recorded in Buchan's collection at Ory- 
burgh Abbey,, from 1781; the collection was sold 
in 1859 (letter f ros W. F. Watson, NLS, MS 129), 
See also Irvin, Scottish Painters at Nome and 
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Abroad, ' London, 1975, p, ' 76. 
SO. See Chapter 1, p. 10 supra. Asong Allan's 

outlines from the 4ntichiU di Ercolano is a 
drawing of a poetess copied from Toso' IV, 
Tivola XXXV; this album (Print Room, NGS) 
probably appeared at both Sale I, - "Volume of 
outlines of Figures and , Groupes, from 
Herculaneum", p, 15, lot 175 - and Sale 11 (p, 4', 
lot 53). To depict in artist with his or her 
drawing board, palette, pencils and the like 
is in any case an obvious device-, Allan, may 
have known Cotes's portrait of Paul Sandby, 
or the print after it by Edward Fisher (re- 
produced in 6onial Cospany, Nottingham Art 
Billery, 1987, Figure 22, p. 27). 
51. Letter to Sir James Grant, 1785; see 

p, 121 supra, The portrait of Craig (Huntly 
House Museum) Edinburgh) is reproduced in A. J. 
Youngson, The Making of Classical Edinburgh 
1750-1840, Edinburgh, 1966 (frontispiece), 
S2, Ilemoirs of the late Oavid 411in, 1808, 

in rho 6enilo Shepherd, Edinburgh, 1808, Vol. Iý 
p, 631, in which the two portraits are said 
to have been within the "same oblate oval 
frame', Two Tassie medallions (one of Allan, 
the other of his wife) appeared at Sotheby's 
sale in Bleneagles Hotel, 271-h August, 198S, 
as part of Lot 867, 

53, J, S, Young, ' article in 4 Companion to 
Scottish Culture, ed. 0, Daiches, London, 1981, 
p. ISS, Sir George Chalmers' informal portrait 
of an earlier Captain of the Honourable Com- 
piny is noted in 0.1 E Irvin, op. cit, p. 73, and 
reproduced as Plate 25, For Allan's 'Book of 
Scotch Figures, chiefly the Cries and Employ- 
ments common in Edinburgh, drawn and coloured 
from Nature" (Sale 1, p. IS, lot 182), see 
Chapter VII, pp326-27, infra, 

54, Captain Edward Topham, Letters from 
Edinburgh written in the years 17U and 1775, 
London, 1776, Letter XII. Hugo Arnot was 
surprised that Topham wrote of his having 
seen golf played on Arthur's Seat; 11istory of 
Edinburgh, Edinburgh, 1780, quoted in 4 Series 
of Original Portraits and Caricature Etchings 
by the late Nr John Cay, Ifiniatuto Painter, 
Edinburgh, 1838, Vol, 11, p. 213, 
SS, Tobias Sao I lett, Humphry -Clinker, letter 

of August 8th from J. Melford to Sir Yatkin 
Phillips ( Forks, Vol. IV, p. 81 ), 
S6, In 1798 a Mr. Sceales of Leith and Mr. 

Alexander Smellie the printer each drove six 
balls over the weathercock from the corner of 
Parliament Close, These "passed considerably 
higher than the weather-cock, and were found 
nearly opposite the Advocates' Close"; Grant, 
Old and New Edinburgh, and Arnot, 11istory of 
Edinburgh, quoted in 4 Series of Original 
Portraits and Caricature Etchings by the late 
& John Ka0finiature Painter, Edinburgh, 1838, 
Vol. 11, p. 213, which includes the helpful in- 
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formation that the weathercock was some one 
hundred and sixty feet above the ground, but 
does not record whether or no any windows, or 
heads, were broken in the exercise, 
57, Writing to Josiah Walker (tutor"to the 

Marquis of Tullibardine, son of the Duke of 
Atholl); Robert Burns declared on the Sth 
September, 1787, "1 shall never forget the 
fine family piece I saw at Blair; the 
amiable, the truly noble Outchess with her 
smiling little seraph in her 

, 
lap, at the head 

of her table; the lovely 'olive plants, ' as 
thEe Hebrew] Bard finely says, round the 
happy mother; the beautiful M1*s Graham: the 
lovely, sweet Miss Cathcart, &c, I wish I had 
the powers of Guido to do them justice!; 
Letters, ed. Ferguson, Vol, 1, pp. 123-24 Und 
edn,, ed, Ross Roy, pp, 154-55), no. 135, The 
description seems, to be partly a memory of 
Allan's painting, which Burns would have 

, 
seen 

less than a week before (Journal, ed, in fit- 
siNils by 1. C. Ewing, 1927, for 31s' August 
and Is' September 1787), Three pictures of 
"The Highland Family" appeared in Sale I: p. 9, 
lot 74; p. 10, lot 2; and p, 13, lot 134 (a sketch), 
The f irst of these was an oil painting, 13 
one-half ftý by 2f t 8in", and may be that in 
the same private collection is a 'Highland 
Dance, unframed, 3ft 6in by 2ft 9in (Sale 1, 
p 9, lot 79). Two watercolour drawings 6f a 
Highland Cottage interior, together with a 
pencil sketch of the same composition, are in 
the Ounimarle Album (on loan to the NGS), one 
of these, a 'Scotish Highland Family"- signed 
and dated 'D, Allan 1795' - having been bought 
for *E 3- 9-', The Rev. T. C, Gordon, Oavid 
Qlan of Moa, 1951, p. 91, notes another 
three watercolours of Highland subjeits, in- 
cluding a beggar, in private collections, 

58. Sale II, p. 91 lot 65; "Highland Dance, 
and Funeral Procession", 
59, The final quotation is frot Topham, op, 

cit,, Letter XXXIV, p. 2810; the others are f ram 
Smollett, op. cil,, letter of September 3rd from 
Melford to Sir Watkin Phillips (YorksVol. IV, 
p, 103 and pp, 108-9), 
60. The 'List of' Works by David Allan' in 

Gordon, op. cit,, p. 83 ff. includes a "Sketch' of 
'The Gows", dated 1779 and then in the 'Thom- 
son Collection', An oil painting of "Neil Gow 
and his Brother playing a reel, 23in by 28" 
appeared in Sale 1, p, 9, lot 73. 

61. In addition to the Ounimarle oil, the 
print (etching & aquatint) of 1783, and 'A 
Scotch Highland Dance' exh. 1781 (R, A, ), dated 
versions (from 1780-87) exist in four private 
collections, One interesting but undated ver- 
sion, in watercolours over an etched outline, 
presumably dates from after 1782 (see Allan's 
letter to the Earl of Hopetoun, p. 21 supra), 
Apart from the'oil painting mentioned in n, 57 
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supra, two tore prints of The Highland Dance', 
and a sketch which was probably similar to 
one in the Mitchell Library (Cowie Collection 
SR 241 308864, /. 9 verso), Sale I included 

,a versionof the same subject with 'the Landscape 
part by Paul Sandby', prints, pp. S I 6, lots 123 
& 138; sketch, p. 11, lot 67; Sandby, p. 15, lot 188, 
also n. 62, and cf. ChapterYll, p. 325, n. 21 infra, 
62. For Allan's exhibits see Appendix VII, 

A vatercolour with the NGS, August, 1989, may be 
that listed in Sale I (p. 15, lot 188) as a 
collaboration; as often in Moir's catalogues 
a 'Do' is ambiguous, indicating either 'fin- 
ished', '24 by IS inches' or 'glazed', from 
the description of the previous lot, 
63, See Chapters IY, pp. 183-84, Yl, pp. 244-45 

infial for dating and documentation, 
64. The quotation is from 'To Mt Gov, vis- 

iting Dumfries", sometimes attributed (with 
little reason) to Burns; see Poems and Songs 
of Robert Surns, Collins, 1960, ed. James Barke 
(Fontana reissue 1983, pp. 495-97), and Poems 
and Songs, ed, James Kinsley, 3 vols. , Clarendon 
Press, 1968, XY, Appendix to Vol, II, p, 928, no 673 
for other printings. On Gov (whose name always 
appears in 'his published collections of 
fiddle music 11784-18221 as Niel, ) see, 
among others, E Collinson The traditional and 
National Music o(Scolland, London, 1966, p. 214 f f., 
A. J. Hardie, The Caledonian Companion, London 
and Edinburgh, 1981, p. 17, J. Hunter rho Fiddle 
Music of Scotland, Edinburgh, 1979, pp, xi-xii, 
and M, Alburger, Scottish Fiddlers and their 
Music, London, 1983, Chapter V (pp. 93-119). It 
was Nathaniel Gow, Niel's son, who visited 
Dumfries in 1793; see Burns's letter of ? Oct-' 
ober to James Johnson, in Letters, II, p. 212 
(2nd, edn,, p. 254), no. 591, 
65, The Scots Magazine, quoted by William 

Stenhouse in Illustrations, note on SW III 
(1790), N? 258, pp. 241-43, 
66, Boswell, ToUp, eth and 17 th September; 

ed. Levi, 1984, pp, 250 and 288, Johnson, in his 
Journoy('Sky Araidel"; p, 69, same edn. ) noted 
that although 'in the islands the plaid is 
rarely worn. .. the fillibeg, or lovergarment, 
is still very common, and the bonnet almost 
universal". Cf. also n. 68 infra, For an earlier 
view, see Smollett, hfumphry Clinker, letter 
from J. Melford to Sir Watkin Phillips, 3rd 
September (Porks, Vol. IV, p, 104), 
67. Dress Act, 1747, quoted by J. T. Dunbar in 4 

Companimto Scottish CuliureLondon, 1981, p, 103, 
68,4 rour in Scotland, London, 1772 (third 

edition, 1774), p. 190; Pennant also describes 
the 'brochran-feill" (his spelling), the bel- 
ted plaid worn by 'a most singular groupe of 
Highlanders' near Inverness, Cf. Captain Burt, 
Letters from ,,, the North of Scotland (two 
vols. 1 London, 1754), Letter XXII; lev 
besides fientlemen wear the rrorse", 
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69, CC Chapter VII, pp. 344-45 infra, . 70, 
, 
Hardie, The Caledonian Companion, 1981, 

p, 50, Cf. Burns, note to SlflfVol. 111, N! 216; 
'The tune I'Abbeyhills Rant'] is an old High- 
land Air, called Shuan truish villighen" 
(Notes on Scottish Song in an interleaved 
copy of Sffhl, Notes, ed. Jases C. Dick, 1908). 
71. Letter from the Duchess of Atholl, to 

her sister the Hon, Mrs Graham, quoted in NSS 
file on the Dunimarle 'Highland Dance', 
72, See I. E Grant, Highland Folk Pays, Lon- 

don, 1961, pp. 364-65, quoting from an account "of 
Strathdearn inl774-83' by SirEneas Mackintosh. 
73, Burt, op, tit,, Letter XXII, p. 190, Sir 

Eneas Mackintosh wrote that when such a cake. 
was 'broken over the bride's head ... a great 
struggle Was] made for a piece of it" (see 
1. F, Grant, Highland Folk kays, p. 364 and n. 1; 
the 'person who got the largest fragment of 
cake would be sirried next'. Pieces of 
christening-cake, when broken and dis- 
tributed, were also known is dreasing-breid, 
74. NaRoirs of the late Vivid 911an, in The 

iontle Shepherd, Edinburgh, 1808, p. 630, A sort 
serious purpose is discussed on pp, 130-38 and 
in Chapter VII, pp. 332 and 336-44 infra, 
75, Reynolds, Discourses on gri, YI, 633. 
76, Ibid., 276-79, and also 381-82, 
77,1 Both, quotations 

'arefros 
John Millar, rho 

Origin of the Distinction of Ranks, (1779), 4th 
edn, Edinburgh, 1806, Introduction, pp. 11 and 12, 
Cf. also Adam Ferguson's Essay an the History 
of Civil Society, (1767), quoted in n, 65 to 
Introduction, p, xIi supra (on p, Iii). 
78. rho History of 0morica, Ilth edn,, in 4 

vols,, London, 1808, Vol. III Book IV, p, 50, with 
marginal gloss 'Condition and Charicterof the 
Asericansl. Robertson became Principal in1762, 
and both Moderator and Historiographer in the 
following year. In his History of gierica, first 
published 1777, he case to a balanced judgment 
on the native peoples: 'if there be defects or 
vices peculiar to the savage state'; - there are' 
likewise virtues which it inspires, and good 
qualities, to the exercise , of which it is 
friendly' (ibid,, p. 233), Allan wrote to 
Robertson from Glasgow in 1792 (Appendix VI), 
79, hhnson, Journey, 'The Highlandsl, ninth 

paragraph (ed. Levi, Harsondsworth, 1984, p. 64), 
80, Sir John Dalrymple, Ifasoirs of ireat 

Britain and Ireland from the dissolution of 
the list Parliament of Charles 11 until the 
sea-battle of La Rogue, 3 vols., (fourth edn,, 
Dublin, 1773), Vol, 1, Part 11, Book 11 (1689), 
p. 387, James Macpherson, in 'A Dissertation 
concerning the Poems of Ossiin' (prefixed to 
rhe Poems of Ossian, the Son of Fingal), also 
described 'the inhabitants of the mountains 
of Scotland' as 'an ancient and unmixed race 
of men'; p, 62, Edinburgh, 1830, 
81, Johnson, op, cit,, pp. 62-3, 
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SZ. lbid,, p. 63, 
N. Topham, Letters Na Edinburgh, 1776, 

Letter X. 
84, The first quotation is from Tobias 

Soollett's 'Ode to Leven Water',. line 25 (in 
Husphry Clinker, letter from Matt Bramble to 
Dr. Lewis, August 28 th; Works, Vol. IV, p. 121), 
The second is from Macphersonli essaý on 'the 
Poems of Ossian' (see n; 80 supra), the third 
from *To W, - S*****n, Ochiltree' by Burns 
(Poems and Songs, 1968, ed. James Kinsley, no. 59, 
line 115). The last is 'from an article by 
Scott in the Juarterly RevievFebruary 1809, 
quoting "the sublime rant of Almanzor' (in 
Robert Surns rho Critical h1eritage, London 
and Boston, 1974, ed. Donald Low, p. 200). 

85, Smollett, op, cit,, letters from Matt 
Bramble to Dr. Lewis, August 28 th and 
September 6th (Vol. 11, pp, 119 and 134). 
Captain Burt, in Letters from ... the North 
of Scotland (Letter XIX), makes reference to 
an incident at the Battle of Glenshiel, 1719, 
86, Smollett, op, cill letter from J. Melford 

to Sir Watkin Phillips, September 3rd (Works, 
Vol. IV"P. 104), 
87, The first quotation is frot Burns's own 

footnote to 'Love and Liberty-A Cantata", 
line 194 (Poems and Songs, ed, Kinsley, 1968, 
no, 84; the 'Cantata" is more often known as 
'The Jolly Beggars")-The second quotation is- 
from Hugh Blair's 'Critical Dissertation on 
the poems of Ossian', in The Poems of Ossian 
7ranslated by lames Xacphorson Esq, ', Edin- 
burgh, 1830, p, 94, 

88, Fragments of Ancient Poetry collected 
in the Highlands, Edinburgh, 1760 (VII, p. 37), 
89, - See Chapters 1Y, pp. 145-46, and V1, 

pp, 257-58 and 309-13 infrj,, The description 
of the language and pronunciation of the 
Scots as "firy, abrupt, sprightly, and bold' 
is from Pleadings, 1673, by Sir eeorge 
Mackenzie of Rosehaugh; see F W. Freeman, 'The 
Vernacular Movement', in A Companion to 
Scottish Culture, ed. 0. Daiches, London, 1981, 
pp. 393-i6, and Billy Kay, Scots rho Ifithor 
longue, Edinburgh 1986, pp. 81-2, 'Firy' may 
be translated by 'brisk', - 

90. 'Tartana, or The Plaid', line 39;, in 
YorksSTS edn, Vol. 1, p. 27 ff, 
91, lbid,, lines 32-4 and 36-7, 
92, See his letter to the Earl of Buchan, 

December 1780, transcribed as Appendix 111, 
93. William Wordsworth, 4 Letter to a Friend 

of Robert Surns,, Occasioned by an Intended 
Republication of the Account of the Life of 
Surns by Ve Currie; and of the Selection made 
by him from his Lotters, 1816, in Robert Surns 
rho Critical Haritageed Low, 1974, p. 282 

94, The quotation is from Thomas Blackwell, 
An Inquiry into the Life, -. aod :. -,,! -yrijings 
of hfoser. - London, 1735, p, 26, For the previous 
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consideration of West's painting, see p, 60 
supra, 

96, Letters- from the North of Scot- 
land, 1754, Letter, XXV, 

96, [bid, - 
97.4n Essay on the Theory of Painting, 

London, 1725, pp,, Y, 3 and 11, Cf. p, 83 supra, 
98, Reynolds, Oiscoupses, IV, 371-72, on 

'painters of the Dutch school' (line 365), 
99. The quotation is from Robert' Burns's 

description of Gow, whom he met at Ounkeld, 
August 310", 1787 ( Journal, ed. J. C. Ev ing, 1927), 
Of the five airs mentioned in the next sen- 
tence, all but the last are by Sow - and it' 
was one of his own favourites (A. J. Hardie, 
The Caledonian Companion, 1981, p-85), 
100, George Fennell Robson, Scenery of the 

Spaspian Mountains; Principal Hills, Likes 
andRivers, London 1819; Introduction, 
101. Letter to the Earl of Elgin, 2011 Jan- 

uary, 1829; LaitarsYol, XI (in Robert Surns 
rho Critical Heritage?, ed. Low, 1974, pp. 263-64). 
102. Sale 1, p. 9, lots 74 and 79; the paint- 

ings were approximately equal in size (n. 57 
supra), Lot 80 on the same day - an 'Italian 
Dance, Naples and Vesuvius in the back ground 
unframed, 4ft by 3.1 - may well have been the 
picture Allan mentions in his letter to Sir 
William Himilton, November, 1780 (Appendix 11), 

103, David Herd, 4ncient and Modern Scot- 
tish Songs, Heroic Sallads, J; Edinburgh, 1776, 
Preface,. p. vii. This point is further de- 
veloped in Chapter VII, p, 368ff. infra, 

104, Allan's words are from the dedication 
of rho 6entle Shepherd, 1788 (Appendix IV), 
The final quotation is from Memoirs, in rho 
6entle Shepherd, Edinburgh, 1808, Vol. II, p. 629, 

105, Enquiry C6ncorning the Principles of 
Morals, Part 11, Section V (footnote), 

106. Letter to Hamilton,. November, 1780, 
given as Appendix II, 

107, In the anecdote of his ready response 
to a request for a song when at Hopetoun 
House (p, '118 and n. 34 supra). 

Notes to Chapter IV 

The walks of homely life. 
(Title quoted from William Wordsworth, rho 
Prelude, 1850, Book XIIII line 266; Poeticil 
Yorks, ed, T, Hutchinson,, revised by E. De 
Selincourt, Oxford, 1936 (1978 reprint, p. 582). 

I. Letter of 61h Mirch, 1783, quoted by 
Bisil Skinner, rho Indefatigable lfr 911an, 
Edinburgh, 1973, p. 18. 

2. rho Ever 6rom, 9 Collection of Scots 
Poems Froto by the Ingenious before 1600, 
Edinburgh, 1724 (introduction), The quotition 
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in the previous sentence, setting out Ram- 
say's aims, is in The Yorks of ýIljn RiApsay, 
STS edn,,,, Vol. IU, Edinburgh and London, 1%1,. 
edited by A. M. Kinghorn and A. Law, p, 18G. - 

3. The qýuotation is from Robert Brown's 
edition of -The 6ontle Shepherd, Edinburgh, 1808, 
Vol. II, p. 51, Pope had already subscribed to 
the 1721 editon of Ramsay's poems (Ronald 
Paulson, fiogarth,, his life, art and times, 3 
vals,, Yale, 1971; Vol, 1,, p, 156, Ramsay sold 
thirty copies of the edition of,,. Hudibras 
mentioned (Paulson, op. cit., Vol, 1, p. 155). The 
second air in , rho Seggars' Opera, 'Bonny 
grey-eyed Morn, is Sang XX in rho. 6entla 
Shepherd. Gay also included 'The lass of 
Peatty's Mill" and 'Gin thou wert my iin 
thing', to both of which Ramsay had already 
written words of-his own; both also appeared 
in Thomson's Orpheus Calaoon. iusVol, 1 (1725), 
Nos. 1 and XXIII, 

4. See Thomas Crawford, Society and the 
lyric., r Study of the Sony Culture of Eight- 
genth Century Scotland, Scottish Academic 
Press, Edinburgh, 1979, p, 79, citing the 
manuscript life of the poet in Edinburgh 
University Library, 

5, Alexander Pope, 4 Oiscourso on Pastoral 
Poetry, London, 1709; Poetical Works, London, 
In, d, l (Chandas), p, 11; Pope in a footnote 
alludes to Fontenelle's Discourse on Pastoral, 

6, See Matthew P. McDiarmid, 'A Study of 
the Poetry of Robert Fergusson" pp 150-63, in 
The Poems of Robert Forgusson, STS edn,, Vol, I, 
Edinburgh and London$ 1954; and Crawford, oa 
cit, pp, 72-8. The words quoted are' from 
Rapin's Preface to his Ecloga Sacra, trans- 
lited into English in 1684 and printed with 
Thomas' Creech's translation of Theocritus' 
Idylliums; see Crawford, op, cit,, p, 73, 

7,. - Advertisement in rho Post 8oy, 151-h 
November 1716; Crawford op, cit,, p, 77, quoting 
from rho Yorks of Thomas Purney, ed, H Whi, te, 
Oxford, 1933, p, xxv. , 8. See Francis M, Collinson, rho trad- 
itional and National Iusic of Scotland, 
London, 1956, p. -124 ff; David Johnson, Nusic 
and Society in lowland Scotland in the 
Eighteenth Century, London, 1972, pp, 130-41; 
and McOiarmid, op, cit,, pp, 154-55.1 

9. Crawford, 'op, cit., 0,78, quoting from 
rho Idylliums of rhoocritus with Rapin's Pis- 
course upon Pastoral ,., to which is prefix Id 
the Life of Theocriius, by Basil Kennet, 
London, 1713, Cf. James Currie's 4crouni of 
Burns, in his edition of the Forks, 1860; 
Ithe use of the Scottish dialect ,,. gives a Doric 'simplicity, which is very generally 
approved" (Vol, I, p. 33S). 

10. David Hume did; letter to Gilbert 
Elliot of Minto, 2nd. July, 1757; Letters, ed. 
J. Y. T. Grieg, Oxford, 1932, Vol. 1, p. 25S (quoted 
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by David Daiches 'in Robert Purrs, 1952,1981 
rep, rint, p, 12, in rho Paradox of Scottish 
Culture ,, the 

- 
Eigh teen th-Con fury Experience, 

Londonj1964, p. -20, by F, W, Freeman in 'The 
Vernacular, Movement', article in A Companion 
to Scottish Culture, tondon, 1981, p. 394, and 
by many others),. - Or, John Jamieson, in his 
"Dissertation on the Origin of the Scottish 
Language', remarked that this erroneous 
opinion had been so "generally received, and 
perhaps almost taken for, granted' throughout 
Britain that he would never have questioned 
it had not 'a learned foreigner' shown facts 
to the contrary, See Etymological Oictionary 
of the Scottish Language, Edinburgh 1808,2nd 
edn,, 1825, revised edn, by, John Longmuir, 
Edinburgh' and London, 1877; the foreigner was 
Professor Thorbrelin of Copenhagen, 

H. Ruddiman's edition, with its famous 
Glossary, was published in. 1710; Freeman, op, 
cit., P. 393. , 
12, Clerk's Fnquiry was published in 1790, 

but was 'intended for the Edinburgh 
Philosophical Society in 17421; Freeman) op, 
cit,, op, 393-4. 

13, . Quoted by Margaret Turner in her 
rendition into English of rhe 6ontle Shep- 
herd, 1790, Introduction, 
14, 'Surprising effects of Original Genius, 

exemplified in the. Poetical Productions of 
Robert Burns, an Ayrshire Ploughman', article 
in The Lounger, no, 97, 

- 
91-h December, 1786; 

quoted in 0. Low, Robert Surns The Critical 
Iteritage, pp. 67-71. In Mackenzie's Works, 
Edinburgh, 1808, this article is given as 
-"Extraordinary account of Robert Burns the 
Ayrshire Plowman, With extracts from his 
poems' . 

(Vol, VI), Mackenzie was called "our 
Scottish Addison' by Sir Walter, Scott, who, 
in 1814, dedicated Wiverley to his, 

IS. See John Dryden, Preface to Fables, 
Ancient and Ifodern, 1700: Poess, ed. James 
Kinsley, Clarendon Press, 1958, VoLIVJ p, 140. 
16, Crawford, Society and the Lyric, p, $2. 
17, See pp. 186-90 infra, 
18,. The first 'quotation is from Dryden's 

Preface 4 his7FojlYs, VcýLYj, SZ44. The others 
are from rhe Oonl, lo Shaphorot, Act-IV, ii, 87; 
IV) ii,, 49; and III, iv, 35, The Pastoral was 
dedicated to the Countess of Eglintoun, and 
was accompanied by an epistle to the Countess 
written by William Hamilton of Gilbertfield. 

19,4 Collection of Scots Proyerbs, (1736), 
Glasgow and Edinburgh, 1797, p, 6, lain Gordon 
Brown draws attention to this statement in 
his Pool and Painter Allan Ramsay Father and 
Son NU-17U, Edinburgh, 1984, p. '48, The other 

, quotation is from one of Burns's songs to the 
air "Lady Macintosh's Reel'; Poems and Songs, 
Clarendon Press, ' 1968, ed. James Kinsley, Vol, 1; 
no. 482, line 9. 
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20, The first quotation is from William 
Hamilton of Gilbertfield's verse epistle "To 
The Countess of Eglintoun, with rho Polloving 
Pastoral' (printed with The 6entle Shepherd), 
line 14, The second, alluding to The 6entlo 
Shepherd (Act V, scene ii, line 16), is from 
'The Cotter's Saturday Night" (Poems and 
Songs, no, 72, stanza VII, line 63), 
21, The first quotation is from 'The Cot- 

ter's Saturday Night', stanza XIII, line 109, 
For the second, see Lindsay Errington, rh a 
Artist and the k`irk, National Galleries of 
Scotland, Edinburgh, 1979, p, 18, 
22. Quoted (from the MS. life in the Laing 

MSS., University of Edinburgh) by Alastair 
Start, in rho life and 4ri of 41lan Ramsay, 
London, 19531 p. 3. 

23, Burns Martin, 4 Sibliography of the 
Writings of 411an Ramsay, Nova Scotia, 1931, 
p. 6. On the evidence of increasing demand 
for books which is provided by statistics 
from 'the buoyant little industry of paper- 
taking', see T. C. Smout, ý Ifistory of the 
Scottish People IS60-1830, London,. 1969 (2nd 
Edition 1970) p, 251 (paperback edn,, Fontana 
Press 1972, pp. 233-34). 
24, , John Galt, the Entail or rho Lairds of 

Srippy, 1823, Vol, 1, Chapter XXY1 (Oxford 
University Press edition, 1970, ed. Ian A. 
Gordon, p, 88), 
25. Remarks on local scenery and manners in 

Scotland during the years 17YY and 1800, 
London, 1801, p. 140, 

26, The number of editions is given in a 
footnote by Alexander Campbell, in his ýn 
Introduction to the History of Poetry in 
Scotland, Edinburgh, 1798, P, 188 (some 
copies of this book are entitled 4n Intro- 
duction to the History of Scotch Poetry), 
Editions which have only a portrait of the 
author are excluded from the present cal- 
culation of the number of illustrated 
editions (some of these Frontispieces are 
shown in Brown, Pool and Painter, pp, 16,18 
and 19), Some illustrations appear in a 
number of editions, 

27, Sandby's group of etchings is 
considered pp, 160-51 infra, Rooukin only 
exhibited two paintings, both in 1785, One 
was entitled simply 'Patie and Peggy", On 
Forrest, see Robert Brydall, 4ri in Scotland 
its Origin, and Progress, Edinburgh, 1889, p. 88, 
Forrest abandoned the subjects, which, 
planned in 1823, would have anticipated 
Thom's figures from 'Tat O'Shanter' by five 
years, his 'Old Mortality" by seven; they may 
have been influenced by Greenshields' "Jolly 
Beggars". Cunningham in rho Life of Sir Oarid 
Wilkie (London 1843), mentions a painting of 
the Fortune-Telling scene, and tells how 
Wilkie - "towards the close of his short and 
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brilliant careerl - had -intended, to 
'embellish' an edition'of The 6antle Shepherd 
(op, cit,, pp. 51 and SS), He painted at least 
two other scenes from the play, engravings 
after them appearing in The Vilkie 6allery, a 
selection of the best pictures of the lato 
Sir Pa vid Vilkia RA ', ,, with notices bio- 
graphical and critical, London and New York 
[n, d, 3, One of these paintings, of Roger, 
belongs to the National Galleries of 
Scotland; that of the Fortune-Telling scene 
is in Kirkcaldy Art Gallery, 
28, On Richard Cooper, who also founded the 

"Winter Academy' in 1735, see Brydall, op. ciký 
pp. 112-13, Brown, Poet and Painter, p. 25, 
agrees that the shepherd represents Ramsay, 
but thinks he "confronts Apollo on the slopes 
of Helicon while Pegasus prances above', 
29. On Paul Sandby, see Luke Hermann, 'Paul 

Sandby in Scotland" and 'Paul Sandby in Scot- 
land; a sketchbook', Furlington Nagazine, 
Vols. CV1 (1964); p. 339, and CVII (1965)) p, 467; 
also James Holloway and Lindsay Errington, 
rho Oiscovary of Scotland,, the Appreciation 
of Scottish Scenery through rwo Centuries of 
Paintiv, National Galleries of Scotland, 
Edinburgh, 1978, pp, 32-46. 
30, Oil, Glasgow Art Gallery and Museum, 
31. Burns Martin) Sibliography of ... Ramsay, 

Nova Scotia, 1931, an edition of 1775 pub- 
lished by J, Donaldson, 
32. The only major change was to 'the shep- 

herds in the first plate, whose heads, at 
first grotesquely large and doll-like, were 
replaced with ones more 

, 
natural in appear- 

ance, though crudely worked and oddly 
articulated, The 'cuts' were bound in with 
editions dated 1758,1769 and 1775, in two 
editions of 1776, both originating in Edin- 
burgh, and again in an edition of 1783, 
33, This edition, which does not have any 

other illustrations, offers the play nas it 
was acted at the Theatre Royal', For part of 
Pitie's speech, see p, 147 suora, Roberý 
Fergusson wrote an Epilogue for- Mr. Wilson to 
perform 'at the Theatre-Royal, in the Char- 
acter of an Edinburgh Buck', telling how the 
Buck and his companions "sleep -all day, and 
riot all the night"; it was several times 
reprinted ( rho Poems of Robert Forgusson, STS 
edn,, ed. M, P, McOiarmid, Yol. 11,1956ipp. 132-34, 
and notes, pp. 284-85), 

34, For a more detailed account of these 
illustrations, see 6, R. Gordon, 'rho Valks of 
homely Life" Oavid 411an's Illustrations to 
'rho Sentle Shephord", Dissertation submitted 
in 1984 to the Department of Fine Art, Uni- 
versity of Glasgow, pp, 26-7, and Fig. 6. 
35, On Beugo, see Brydall, op. cit, p, 207; 

cf, also Figure 297, facing page 349 infra, 
An undated edition, illustrited with two small 
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woodcuts, was probably published around this 
time in Falkirk, by T, Johnston-, one of these 
cuts also appears in an edition of 1790, *'pub- 
lished by P Mair of Perth, Mair was aftive 
between 1780 and 1797, while a 60orge 
Johnston was first recorded as a publisher of 
chapbooks in 1774, in Perth (Chapbook Index, 
Special Collections, Glasgow University 
Library), On chapbooks and their -illus- 
trations, see also Chapter YI, p, 251 infra. 
36. Rey, Gordon, Oarid Allan of Alloa, p, 471 
37,1.6. Brown, Poet and Painter, p. 48. - 
38, For his letter of 3rd-22nd March C17941 

to Alexander Cunningham, see rho Leiters of 
Robert Surns, 1931, ed. John De Lancey Ferguson, 
Vol, II/ pp. 236-38 (2nd edn., revised G. Ross Roy, 
pp, 284-87), no. 620, In the 'List of Songs for 3rd 
Volume of the Scats Musical Museum' which he 
sent to James Johnson on 24th April) 1789) 
Burns wrote 174,0 dear minnie what shall I 
do -- Mr B, gave the old words, a good set 
of the tune is in the new guinea edition of 
The Gentle 

, 
Shepherd-'; Letters, Vol. 1, p. 325 

(2nd edn, ) pp, ' 398-99), no. 331 (photographs of 
the complete text of this list are in J, C. 
Dick, The Songs of Robert Surns, London, 1903, 
Professor Roy writes that the Foulis edn. of 
The ientle Shepherd 'is probably the most 
beautiful ever produced"), On the 4 th of 
April, 1794, Cunningham inscribed and presented 
to Burns the copy of The 6entle Shophard now 
in Edinburgh Central Library, Until then he 
had only seen Allan's edition "once, h but 
once' - Letters, Vol, 11, p. 238 (2nd edn, p. 286), 
no, 620 - perhaps during a visit to Edinburgh 
at the end of February 1789; see Letters, 
Vol, 1) op. 308-9 (2nd edn., pp, 378-79), nos, 315 
and 316o', For Burns's high opinion of Allan, 
and his own activities as a collector of 
traditional airs and songs, see Chapter VI 
passis, esp, pp. 237,240-41,259,266,279, 
and 289-90 infra, 

39, The -quotation is from Farington's 
Oiary, 24th July, 1805, recording -Fuseli's , opinion of contemporary taste; ct Chapter II, 
p. 43 and n. 54 suppa, 

40, Barry, An Inquiry into the Real and 
Isayinary Obstructions to the Acquisition of 
the Arts in Engljn4 London, 1775; see Pressly, 
rho life and Art of James Sappy, New Haven 
and London, 1981, p. 64, The influence of 
climate had been discussed by the Abbý 'du 
Bost in his Rdflerions 'critiques sup la 
pjasie at sup la painture (1719), by Mont- 
esquieu, in his 00 I'Writ des lois (1748), 
and by Wincklemann, in his 60srhichts der 
Kunst des 41tarthums of 1764, which Fuseli 
translated in 1765, 
41, Reynolds, OiscOuPsas oil Art*, IV, line-20, 

and IX, 71 ff, esp, 81 and 86, 
42, The first quotation is from the &amoips 
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of 1808, in Brown's edition of rho Senile 
Shophord, Vol, 11, p. 630; the second is f rat 
Reynolds, op, cit,, Y, 397-98, 
43, Reynolds, op, cit,, 1,47-9. 
44, Ct Chapter Iip, 24 and n, 130 suppa, 
45" Dobson, Villiao 'llogarth, London, 1891, 

p, 42, Cf. "The Autobiographical Notes', BM 
Add. MSS. 27,991, f 19; in The Analysis of 
Seauiy, ed. J. BurkeClarendon Press, 1955, p. 215. 
46, Allan's aquatint of the "Black Stool" 

('Presbyterian Penance') is dated 1784; his' 
several versions of this subject are dis- 
cussed in Chapter VII, p, 334 ff, infra, 

47. Ransay wrote 'The Lass of Peatty's 
Mill" in or before 1719, when it was pub- 
lished in his Scots Songs, p, 5; for Allan's 
illustrationst and the song itself, see 
Chapter VI, p. 297 and Figs, 240,257 and 258 
infra, The quotation is from another of the 
songs illustrated' by Allan, 'The auld man's 
best argument, To the Tune of Widow, are ye 
wawk in? I( rT# i 208, Herd, 

, 
11, p. III, and 

also SMI, Y (1796), p. 444, no. 432; Sten- 
house, in his Illustrations, attributes the 
verses to Ramsay), Allan's etching of this 
song was published in Alexander Campbell's" 
Introduction to the History of Poetry in 
Scotland, Edinburgh, 1798, facing page 48, 
48, Cf. Reynolds, op, cit,, IV, 127-133, and 

R. Y. Lee, Ut piciqra Poesis: rho h1umanistic 
rhoory of Painting, New Yorký 1967, pp. 14-16, 
49, The quotation is from Ramsay's intro- 

duction to The Eyer Spoon, quoted at* greater 
length on p. 142 supro. That the major features 
of the area around Newhall and Carlops would, 
despite 'the addition of some new buildings, a 
number of drystane dykes, several plantations 
of trees, and of course a main road, still be 
little changed in some two centuries might 
have appeared incredible to David Allan or to 
Robert 'Brown, who in 1808 commissioned the 
prints which make such a comparison possible; 
see pp, 160,162 and 166 infra, 

60, Letters fros Edinburgh, 1776, XXXIII, 
Webster's survey (175S; see J, 6. Kyd, Scottish 
Population Statistics, 19S2) gives a total 
population of 1,265,380, ' with'32,741 of these 
aged more than seventy years (in T. C. Saout, A 
History of the Scottish People, 1969, pp. 258-66., 
these and later f igures are analysed), Sir 
John Sinclair's Analysis of the Statistical 
Account of ScoilandPart I (1825), has 

,a 
'List 

of Aged People' as Appendix'111; his inform- 
ants recorded almost two hundred centena'rians 
known to their parishioners, thirty actually 
living when the-&duht was being 'compiled, 
Perhaps ' Topham should have visited Luss; 
Thomas Pennant, thorough as ever, himself 
compiled a 'venerable list' there in 1769 

rour, 3rd edn,, Warrington 1774, p, 225). 
51, All three songs are Ramsay's; the first 
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two) it least, were illustrated by Allan, For 
one account of the inspiration for 'The Lass 
of Peatty's Mill', see a letter from Burns to 
Beorge Thomson, April 7 th 1793; Letters, - 11, 
pp. 166-67 Und edn, p, 205), no. -557. 
52, Preface, dated December 1801, to Vol, III 

of the SC, printed by JMoir, Edinburgh 1802, 
53, Ramsay's Preface to the first volume of 

the M, Edinburgh/ 1724, The Niscollany was 
published in four volumes, the others being 
first issued in 172S, 1727 and 1732, and 
contained 463 songs in all, The other con- 
tributors were identified only by their 
initials, such as 'S, R, ', NL, N# or "C, '. The 
most ancient songs were designated *Z, I, 
while I. ' signified 'old with additions'. ' 
54, Crawford, Society and the lyric, p. viii. 
55. Tophaý op. ci4Letter X; cf, p. 131 supra, 
56. Preface to the UN, 
S7, Allan's letter to the Earl of Buchan is 

transcribed in full,: Chapter V, p. 204 infra, 
Se. The first two quotations are from 

Dryden's Dedication to his translation of the 
Inaid (1697) and from his Preface to Troilus 
and Cressida (1679); only one word, 'heroic', 
has been amitted. The last is from Reynolds, 
Discourses, IY, lines 20-1, 
S9, The first and last quotations are again 

from Discourse IY, lines 28 and 31-2, The 
second is f roe Robert Heron's 'A Memoir of 
the Life of the Late Robert Burns', article 
in the Ifonthly 11ajazina, June, 1797; extract 
given in Robert Rurns rho Critical Naritage, 
ed. 0, Low, London and Boston, 1974, pp. 117-27 
(quotation from first page), The full text is 
in Hecht, Robert Surns the man and his York 
(Heidelberg 1919)/ 2nd edn., London, 1936, trans- 
lated by Jane Lymburn, reprinted Ayr, 1981, 
pp, 2S9-82. Cf, Smout, 4 Ristory of the Scot- 
tish People IS60-1830, London, 1969, pp. 306-7, 
and Stollett's 11unphry Clinker, letter from 
Mitt Bramble to Dn Lewis, September i5th: 
"these people [the 'peasantry of Scotland'], 
however, are content, and 'wonderfully sag- 
acious, All of them read the Bible,. and are 
even qualified to dispute upon the articles 
of their faith ... I as told, that the inhab- 
itants of Aberdeenshire are still more acute$ 
(Forks, 1899, YOL IY, P. ISU. Cf. also the SA 
itself, virtually passia; for example, Yol. II 
(The Lothians), pp, 110 and 686, and Vol. X 
(Fife), pp. 48 and 362. The minister of Aber- 
corn wrote ofhis parishioners; 'less addicted 
to violent disputation concerning the doc- 
trines of Christianity than the people in 
many parishes of Scotland, they have much 
more of the practice of it,, (11, p, 6s6), 
60. The quotation is from T C. Gardon, David 

Allan of Alloa, 1951, p. 47, See n, 122 infra 
for these sets of prints, which may also have 
been intended for reissues of the play, 
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61, This last point, important evidence of 
Allan's interpretation and intention, is 
developed on p. 191 intra, 
62, Proof, BN 1858-4-17-297,, The text is in 

ink, and in Allan's handwriting, By com- 
parison with the version published, this 
proof plate lacks some minor touches to the 
background, and Patie's dog is absent, 
63, See Neil Butterworth, h1aydn ýis life 

and times, Tunbridge Wells, 1977, P. 128, 
64, William Wordsworth, Preface to the 

second edition of several of the foregoing 
poess published, with in additional voloo, 
under the title of 'Lyrical Sallads, ' (1801); 
Poetical Yorks, ed. Hutchinson, revised de 
Selincourt, Oxford, 1936, p, 734, 
65. See Ch 

, 
apter VI, passim, Addison's crit- 

ical essays an 'Chevy Chase' appeared in the 
Spectator, Nos. 70 and 74, May, 1711, with a 
third on Nthe Two Childronin the good ,.. one 
of the Darling Songs of the Common People' in 

th. No-85, June 7, The Spectator, Everyman edn., 
ed. 6. Gregory Smith, 4 vols, , London and New 
York, 1907, revised 194S (1957 reprint, Vol, 1, 
pp. 21S-19,228-32 and 264-66), 

66. Francis 4ef f rey, , unsigned critique 
(prompted by the publication of Cromek's 
Reliques), in the Edinburgh Reviev, XIII, 
January, 1809; in Robert Surns rh# Critical 
h1orilago, ed, 0. Low 1974, pp, 178-95 (quotation 
side from p. 186), 
67. #amoirs of the late David 911an, 1808, 

gives the date of his visit to Newhall is 
Autumn, 1786; Brown's edition of rho 6ontle 
Shophord, Edinburgh, 1808, Vol, 11, p. 626, 
68, Ibid., Vol. 1, p, xv; but see n. 49 supra, 
69, Holloway and Errington, rho Discovery 

of Scotland, Edinburgh, 1978, R 83. 
70, The first quotation is from Brown's 

Introduction, rho 6entle Shophord, 1808, p, xvi, 
The Harbour Craig is also known locally as 
the Pulpit Rock, an allusion to its use dur- 
ing the seventeenth century, at the time of 
the National Covenant; inscriptions then cut 
into its surface are still visible (see also 
Vý, 11 'The Lothians', p. 392), Services were 
held' there, during the summer months, well 
into the present century (information from 
Mr. N, Bruce of Carlops). - 71, R. 4, Lee, Ut Pictura Poesis,, the Ituman- 
isUc Theory of Painting, New York, 1967, 
p. 47 Vcolor' in original), Cf. Reynolds, 
Discourses, 111,375, and also Burns, letter 
to George Thomson, November 19th, 1794, quoted 
in part p, 279 infra, 
72, A. M. Hind, 9 Ilistory of Engraving and 

Etching from the fifteenth century to the 
year 1914, London, 1923, p. 303, 
73. Cummings h Staley, RonanticArtin Oritain, 

Philadelphia, 1968, p. S5, Lister, Catalogue of 
gritish Romantic dri, London, 1973, Appendix II, 
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74, John Hayes, 6ainsborough as Prinisaker, 
New Haven, 1971, cited by Presily, rho Life 
and 4rt of James Barry, New Haven, 1981, p. 123. 
The story of Greville's having leirnr of 
aquatint from Jean Baptiste le Prince is 
complicated by a manuscript in the British 
Museum - acquired with a print after Wight 
of Derby - which states that he actually 
learnt the technique from Peter Burdett, an 
artist from Liverpool who had executed such 
works as early as 1771; Hindloncit, 
75. BM 1868-3-25-585 and 589; the second of 

these two aquatints is entitled 'Maid of the 
Island of PROCITA in the Mediterranean", and 
inscribed 'D. Allan ad. viv. del, 1769 et tinta 
Fecit', The wording is unfortunately ambig- 
uous; whether he executed the print in the 
same year as he drew the girl from the life 
cannot be decided with certainty, Allan's 
friendship with Sandby might be remembered, 
although this probably dates from 1779, when 
the 'Roman Carnival' series was sold, In 1777 
Sandby exhibited 'Two views near Naples", in 
aquatint, at the Royal Academy; his rivelve 
Views in 4quatinia frog Prayinys W-en on the 
spot in South Palas had been published two 
years previously, 

76. The Senile Shepherd, Edinburgh, 1808, 
Introduction, p, xvi, 
77. The Lives of the most imineat British 

Painters, Sculptors, and 4rchilects, London, 1833, 
Vol, VI, p. 41 Q vol, edn, 1879, Vol. 11) p. 373). 
For the 'Black Stool' ('Presbyterian 
Penance") 1784, see Chapter VII, p. 334 ff , 78, Hogarth's words are quoted from IThe 
Autobiographical Notes', BM Add, MSS. 27,991: 
in rho 4nalysis of Beauty, ed, Joseph Burke, 
Clarendon Press, 1955, p. 216. For the En- 
gravers' Copyright Act, see Paulson, Ilogarth, 
his life, art and times, Yale, 1971, YoL 1, p. 360, 
79. Duncan Macmillan, Painting in Scotland 

rhe Soloon 4go, Oxford, 1986, p, 69. 
80. The second quotation is from 

Coleridge's On Style, 1818, ed, Carlos Baker, 
New York, Toronto and London, 1965, p, 228. 
81, Macmillan, loc, cit, 
82. Ramsay's Scots Proverbs, Preface, 
83, Cf, Chapter II, p. S1 supra, 
84, The first quotation is from Burns's 

letter to Thomson, January, 1795, and refers 
to the song "For a' that & a' that'; Letters 
Vol, II, p. 284 (2nd edn, P. 336), no. 651, The 
two lines of verse are from 'A Drink Eclogue. 
Landlady, Brandy and Uhiskym, sixth line from 
the end; rho POSINs Of Robert Fergusson, STS 
edn., ed. M. P McOiaraid, Vol. 11, Edinburgh and 
London, 1956, pp. 210-14 ('FLUNKY' in original ), 
8S. Macmillan, op. cit., p. 68. The Irwins also 

note Allan's regret; Scottish Painters at 
Rome and 4broad, London, 1975, pp. 114 and 119, 
86. Ifeffloirs, in rhe Senile Shepherd, Edin- 
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burgh, 1808, Vol, 11, p. 626. 
$7, lbid,, P. 346. 
88. Reynolds, Oiscourses, IV, lines 392-93 

and 389-90, contrasting 'the practice of 
Claude Lorrain' in painting landscape with 
the Ilocal principles which characterize the 
Dutch school", 

89, ilasoirs, p, 627, quoted varbatim at 
litaratim, Some alteration seems to be re- 
quired towards the end; a word such as 'it', 
"here" or 'there' might be inserted after 
'between', or the comma after 'little lin' 
might be placed after 'between' instead, 
making some kind of grammatical sense but 
doing so at the expense of style and clarity, 
90. , &g, in Plates Four and Five, in a pen 

sketch in the Cowie Collection, the Mitchell 
Library, Glasgow (see Figure 181), and in 'The 
Highland Dance', Similar lums appear in an 
illustration by W. Weir for an edition of rho 
Senile Shepherd published by Stewart and 
Meikle of Glasgow, and in-Wilkie's "Pitlessie 
Fair', as part of the old, indeed ruinous 
building at right, Dorothy Wordsworth, near 
Luss, saw chimneys 'like stools with four 
legs, a hole being left in the roof for the 
smoke, and over that a slate placed upon four 
sticks' (August 24 th. 1803; Recollections of a 
lour sada in Scotland ý, O, 180S, ed, J, Shairp, 
Edinburgh, 1974, p. 68). It. should be pointed 
out that she saw the place 'under its dullest 
aspect", with heavy rain the same night, 
91. lives, VI, p. 33 (1879 edn., Vol. III p. 367). 
92, Ibid,, p. 38 (1879, p, 370); the first 

quotation is from Reynolds, op, cii,, IV, 392, 
93, Ifeffloirs, in rhe Senile Shepherd, Edin- 

burgh, 1808, Vol, II, p, 626, 
94, Reynolds, op, cit 

,, 
IV, 413-14, He prob- 

ably refers to examples of Historical 
paintings like Gozzoli's "Procession of the 
Magi' and Botticelli's 'Adoration of the 
Magi", both of which include portraits of 
members of the Medici family, Raphael in- 
cluded portraits in the Vatican Stan.,, #, 
Captain Campbell is named in NaApoirs, p. 626, 
The parish of Glencross is 'contiguous to 
that of Pennecuik' ( rho Cantle Shepherd, 
Edinburgh, 1808, Introduction, p, vii). 

95, "Evening Amusements' in Glasgow Art 
Gallery and Museum (see Figure 13, facing ý 12 
supra), The possible sources for Patie and 
Peggy are considered p, 186 ff, infra, 

96. Cf. P. 153 Supra, Suggested by Duncan 
Macmillan, Painting in Scotland, p, 67, lain 
Brown points out that Allan "ascribed this 
[portrait] to the painter as an ad viyus 
likeness' (Poet and Painter, 1984, p. ! 9). The 
portrait was probably a drawing; Allan's in- 
scription reads: "A, Ramsay ad, viy, del, " 
[and] 'D, Allan Sc, Edinr 1788, ' 
97. Ramsay's Preface to the Ulf, 
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98. Sale*l, p, 18, part of lot 19, The verse 
quotation is from Pope's Epistle *To Mt 
Addison, occasioned by his Dialogues on 
Medals", lines 31-4 ( Collected hems, 
Eyeryman edition, London and New York, 1924, 
revised 1956, P. 106; the fi rst two -I ines are 
quoted by lain Brown, ov, cit,,, p, 19). For an 
account of various portraits' in this form, 
see Desmond Shawe-Taylor, 60nial Company, 
Nottingham University Art Gallery, 1987, 
Section VII, pp, 53-74, 

99, Reynolds, Discourses, V, lines 370-71, 
Reynolds refers to. portraits "painted in the 
Historical Style', The medallion of Robert 
Adam is a well known example of Tassie's 
portraits in the lantique' style, 

100, Bauldy has a brief soliloquy before 
his meeting with Mause, Patie and Roger have 
a conversation in Act IV, scene ii, but the 
remainder of this scene is concerned with the 
more important meeting of Patie and Peggy, 
Neither of Sir William's soliloquys (Act III, 
scenes i and iv) is illustrated, nor - more 
surprisingly - is his discovery to Symon 
(Act III, scene iv), 

101. Copied by Weir in one of his illus- 
tritions for the edition published in 1798 by 
Stewart and Meikle, 
102. Burt, Letters from ... the )Vorth of 

Scotland, letter 111, p. 45, with an illus- 
tration, Ct John Ray: 'their way of washing 
linnen is to take up their coats, and tread 
them with their feet in a tub', and also Mar- 
jorie Plant, rho Domestic Life of Scotland in 
the Eighteenth Century, Edinburgh, 1? 52, p. 149. 
103, Crudely copied in an edition published 

by Lumsden, Glasgow In, d, ], Frontispiece, 
104. Cunningham, Lives, 1833, VoI. VI, p, 41 

(1879 edn,, Val, 11, p, 373), He wrongly ident- 
ifies the plate as the tenth, and the "old 
female domestic' is surely Madge, The sleepy 
shepherd reappears (with b. icker and collie) 
in vatercolour drawings of "The Cotter's 
Saturday Night', one of which is in Glasgow 
Art Gallery and Museum; see Figure 298, and 
cf, also Burns's letter of ? May, 1794, to George 
Thomson, in Leiters, Yol. II, p. 243 (2nd 
edn,, p, 294), no, 625. 
105, Cunningham, op, cit., p. 38 (1879, p. 370). 
106, Reynolds, Discourses, IY, 64-7; the 

word omitted is 'should', 
107, H. G. Graham, rho Social Life of Scot- 

land in the Eighteenth Century, London, 1899, 
(Fourth Edition, illustrated, 1937), p, 6, 
108. Similar ventilation slits may be seen 

in "A Penny Wedding', NGS; Figure 26, 
109. It is probably considering too 

curiously to cite -a stage direction in Act Y, 
scene iii, which reads, "61aud, [with tears of 
joy happing down his beard3l. 
110, Richardson, gn Essay on the rhoory of 
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Painting, London, 1725, p 41; 0 Of 
InventionI (first two sentences), 
111, Lives, 1833, VI, p, 40 (1879,11, p. 372). 
112, Published by James Steell, 6lisgow, 

In, d, l (c. 1810). The title-page vignette is 
reminiscent of Allan's seventh plate, and is- 
typical of many such crude piracies (The 
Engravers' Copyright Act notwithstanding); 
the derivation is obvious but unacknowledged, 
113, Cunninghaaopcit, VI, p. 24 (1879,11, 

p. 360), his version of Nomoirs, 1808, p, 623-24 
(Allan's excuse for his having caricatured 
John Lamb, the schoolmaster; see the Rey, I C. 
6ordon, Oavid glljn of 91loa, Alva, 1951, p. 7, 
and also n. 2 to Chapter I supra), 

114, Dr. Peter Wright's short 'biographical 
sketch' of Allan states that he designed 
plite[s] for *the Life of Sir William 
Wallace' (Appendix VIII). Allan wrote to 
Buchan in August 1783 suggesting that one 
"Cooper", probably the son of Richard Cooper, 
might be allowed to 'do Sir Wiliam Wallace" 
(NLS 590 No, 1728; quoted by the Rey. T C. 
Bordon, op. cit,, p, 37); a print of IGULIELMUS 
VALLAS DE ELLERSLIE" was published in Pro- 
ceedings of the Society of gntiquiries of 
Scotland, Volume 11, Plate VI, inscribed 
"N. N. PINXIT ... O. ALLAN DEL", and is sim- 
ilar to the painting attributed to Jasesone 
and formerly at Newbattle Abbey (see Duncan 
Thomson# The Life and gri of 6eorgo Jameson#, 
Oxford, 1974, pp, 98-9). Finally, Burns in a 
letter of 6th December, 1790, to Mrs, Dunlop 
mentioned 'a fine copy of Blind Harry's 
history of Wallace_ with an Engraving of 
him from a genuine picture in the possession 
of the Society of Antiquarians"; Letters, 
Vol, 11, p. 50 (2nd edn,, p, 64), no, 428, 

115. And in other places; he included a 
picture of Justice in his drawing of the 
Court scene from rho Iferchant of Venice; see 
Figure 24, facing p. 26 supra, , 
116, Edition of 1784, after Marillier, 
117. Letter to Dt Mity, 1775 (Appendix I), 
118. Q Sit Thomas Urquhart of Cromarty, 

quoted by Pennant, 9 four in Scotland (1769), 
Third edn, Warrington, 1774, Appendix llý p. 307. 
James Crichton of Clunie (ISSI-83), after hav- 
ing been educated at Perth firamnar School, 
travelled widely on the Continent, and was 
renowned for his prowess in languages, philo- 
sophy, theology, - mathematics, fencing, 
dancing, singing, and horse-riding, and for 
his eloquence and prodigious feats of memory, 
Allan's 'Copy Portrait of the admirable Cri- 
chton', probably made from a painting in 
Airth Castle, appeared in Sale 1, p. 6, lot S. 

119, Cunningham, Lives, 1833,. VI, p. 39 
(1879,11, p. 372). Allan may have adapted a 
contemporary practice; cf. Sir Walter Scott, 
Reagauntlet, letter 111, in which are mentioned 
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walls 'adorned with ballads of Fair Rosamond 
and Cruel Barbara Allan' (Everyman Edition, 
London and New York, 1906,1970 reprint, p. 34), 
and also Jos4h Addison, Spectator No. * 85, 
where 'the old Ballad of the rwo Children in 
the Pood" is included among the 'printed 
Papers" which were 'usually pasted upon 
[Vallfl" ( rho Spectator, June 7 th, 1711-, 
Eyeryman Edition, 4 vols,, London and New 
York, 1907, revised 1945,1957 reprint, I, p. 265). 
120, Chapter VI, pp, 267-68 infra, 
121. The quotation is from his letter of 

December, 1782, to the Earl and Countess of 
Hopetoun (transcribed in full, p, 21 supra). 
Sets of printed outlines 0for colouring) of 
Clacksannan Tower, of Edinburgh Castle and of 
the High Street, were offered in Sale 1, p. 5, 
lots 113,115 and probably 114, and also in 
Sale I I, p. 8, lots 63-4, p. 11, lots 48,50 and 51, 
122, Sets of aquatint plates for rho 6ontle 

Shepherd appeared in Sale I (p. 5, lots 123 
and 134, ten sets in all) and in Sale II (p. 41 
lots 46-501 four complete sets of thirteen, 
one of only seven), These may have been in- 
tended for a reissue, or for sale in sets or 
even singly, In Sale I also appeared "Thirty 
three Outlines of the Gentle Shepherd, for 
colourint (p, 51 lot 112) nine more - or nine 
unsold at first - being offered in Sale 11 
(p. 9, lot 66), Allan presumably intended to 
'wash them in water Colour' himself rather 
than selling them thus "plain', Finally, 'Ten 
coloured Prints from the Gentle Shepherd, 
framed" appeared in Sale 1, p. 6, lot 131 (a 
misprint for '11411); for an example of these 
coloured outlines, see Plate III, - Some de- 
tails seen in the published version - the 
collie, ': Symon's spurs - are already present 
in this outline, but Allan has not touched 
them with colour. Glaud's stick, on the other 
hand, only appears because Allan painted the 
divot seat in shadow, and is an afterthought 
which he subsequently rejected, The major 
difference is in the addition of another 
small stack beside the altered farmhouse, a 
feature noted in a letter of 1807 (or 1817) 
in the Laing manuscripts, Edinburgh Uni- 
versity Library (La, IV, 25), 
123, Sale I, p. 2, lot 27; the section is of 

'Books of Prints, and Single Prints'. 
124, Allan may have taken the hint from one 

of "The Five Cuts', 1758; see Figure 104, 
125. Lives, 1833, VI, p, 32 (1879,11, p. 366). 

For two versions of the painting (one in the 
Louvre since 1665, the other in the Museo 
Capitolini), see Michael Kitson, caravavio, 
London, 1969, p. 86; in Sale I appeared 'The 
Gamblers and Fortune Tellers Ia pair, after 
M. Angelo Caravagio, 2f t by I and a half I (p. 71 
lots 17 and 18, original spelling). most of 
Allan's (known) preparatory drawings for his 
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edition of rhe 6entle Shepherd are in Slasgow 
University Library (Special Collections), 
bound in with a-Foulis Press copy of the play 
(Wylie Collection, 1138-1921, Bh. 14-03), Aside 
from the deplorable fact that some of these 
drawings have been cut to fit, it is regret- 
table that the edition should be that of 1796 
rather than the original (1788), some of the 
copperplates having been reworked by a hand 
less skilled than Allan's, 

126. - In his illustrations to lJohnie 
Arastrang' and 'Will ye gang to the Eve- 
buchts,, Marion? '; Figures 215,225 and 229, 
127, See for example Chapter Y, Figures 171 

and 173, and Chapter VI, Figures 223 and 237, 
comparing these with Figures 123 and 148, 
128, This argument, with related points, is 

developed infra, p, 186 ff, 
129, Like a sheet which originally hold two 

studies of Patie (Figs. 142-43) that on which 
Allan planned this scene has certainly been 
cut in half, to accommodate the bookbinder, 
130. lives, 1833, Vl, -p, 38 (1879,11, p-371), 
131, NGS, Print Room, D 426, 
132, Oiscourses, XI, lines 205-07, 
133, NGS, Print Room, 0 4497, and also in a 

finished drawing for the Roman Carnival ser- 
ies (Royal Library, Windsor, 13360; published 
by Sandby, "The Victor Conducted in Triumph 
'Piazza S. Marco', plate dated'Ist Jany 1781", 
For a reproduction, see Macmillin, Painting in 
Scotland, plate 46, p, 65), Allan could have 
seen the gesture in Caravaggio's second ver- 
sion of 'St. Matthew and the Angel', in the 
Contarelli Chapel, Robert Scott's engraving 
after (probably his former pupil John 
Burnet) appears in at least three editions of 
rho Senile Shepherd, The earliest of these 
must be in rho florks of Nlan Ramsay Oliver's 
Edition embellished ilith superb engravings, 
Edinburgh, printed by Oliver and Co, Fountain 
Well# High Street, One plate in this had been 
reworked by 1804, when rho Senile Shepherd,, a 
Scots Pastoral- was published by 'Oliver and 
Co., Netherbow', The set of superb engravings 
wore well, as the third publication in which 
they appeared was issued by 'Oliver and Boyd 
High Streeto; Boyd did not become a partner 
untiI1807 or1808 (U Parker, rho House ofOliver 
and Soyd, a record from 1778-INS, unpublished 
typescript, Edinburgh Central Library), 

134, 'Advertisement* for this edition, 
William Forrest engraved the designs in out- 
line for A. & C, Black, their editions being 
published in 1851 and 1856, Burns Martin 
records an edition of 1891, containing leight 
steel engravings by David Allan'; Sibliography 
of ... RassayNova Scotia, 1931, pp. 90 and 98. 

135. Brydall, gri in Scotland its Origin 
and Progress, 1889, p, 256, Burnet's memoir of 
Wilkie is in Allan Cunningham's rho Life of$ir 
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David Wilkie, 3 vo Is,, London, 1843,1, p. 44, 
136, Cunningham, Liv'esVol. V4 p. 48, the last 

paragraph an Allan (1879, Vol. II, p. 378).. 
137, In addition to portraits (with the 

obvious exceptions of Tassie's profile and 
his own self-portrait in aquatint), which in- 
variably show him vith brush or porta-crayon 
in his right hand, the direction of Allan's 
shading is that of a right-handed artist, 

138, The raised hand of the smaller Patie 
(Fig. 142) was clipped when the sheet was 
cut; the f ingers may be seen above and to the 
left of the larger (Fig, 143), The area of 
shading behind the larger Patie (his shadow 
on the craigy bield) corresponds to that 
appearing before the smaller, 

139, The posture probably derives from An- 
tique sculpture; #,. q, "The Pastoral Apollo", 
or the 'Pothos" figure by Skopas of Paros, 
Hilliard used it, and no pose had become more 
common in British portraiture of Allan's time, 

140, That is, missing from a group, or 
sequence of studies, such as that for the 
scene of Glaud and Symon, None of the studies 
which Allan 

, 
must have made for the 

,f 
ight 

scene (Figure 122) is known to have survived, 
141. Chapter V1, pp. 244-45 infra, 
142, Wylie Collection, Olasgow University 

Library, 1138-1921 Bh 14-03 (eighth drawing), 
143, Joseph Ritson, Scotish Song, 1794, 

Vol. 1, Preface, pp, i-ii, Ritton thought 
Allan 'ingenious', and, in his 'Historical 
Essay on Scotish Song', described his as an 
"excellent artist"; Scotish sony, Vol. 1, 
footnote to p, cxvii, 
144, Chapter V1, pp. 245-46 infra, 

- 145. The quotation is from Cunningham, 
Li yes, 1833, Vol, VI, p, 39 (1879,11, p, 371 ), 
Allan's first print of Peggy (Fig, 116), and 
this later print (Fig. 119), again clearly 
derive from a common group of drawings, 
146, Lives, Vol. V1, p. 40 (1879,11, p. 372). 
147, The quotation is from Allan's letter 

of September, 1789, to the Earl of Buchan, 
transcribed in full p. 204 infra, 
148, Chapter V1, pp, 283-84 infra, 
149. Classical heroes and heroines are sel- 

dom restrained in the expression of their 
woes, but see Reynolds, Discourses, VIll, 
line 568 to the end, on 'the celebrated 
invention of Timanthes in hiding the face of 
Agamemnon in his man tIe 11 

, and on the 
arguments both for and against this solif, 
See also John Barrell, The Political Theory 
of Art from Reynolds to hazlitt 'The Sody of 
the Public', Yale University Press, New Haven 
and London, 1986, pp, 110-12, 

150, As is acknowledged on p, 178 supra, the 
composition, considered is a single and 
isolated picture, would not suffer if the 
lasses changed places, 
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151, Lives, Vol, VI, p. 41 (18791 11, p. 373). 
A very dark - almost 'bituminous' - print by 
Armytage after Wilkie's painting appeared in 
The Yi1kia 6411sryLondon and New York ln, d. ]. 
152, While it is true that one figure-type 

in Antique statuary represents athletes bind- 
ing fillets to their brows, and that a woman 
tying up her hair is depicted in the Room of 
the Mysteries in Pompeii, this action does not 
really allow much variation, and the immediate 
effect of Allan's print depends more upon the 
obvious contrast between the characters than 
on any such identification of motifs, 

153, For Allan's work at the Trustees' 
Academy, see pp, 22-4 supra, 'The three panels 
which Allan painted 

'for 
a bookcase it Kinn- 

air, d House were commissioned by James Bruce, 
who had been in Rome at the same time as he; 
Rev. T. C. Gordon, 0avid 411an of 911oa, p. 53, 
154. Mario Praz, On Neoclassiciss, 1940,1969 

reprint, p. 72: "only -if ter 1775 were people 
permitted to take notes under the eye of a 
keeper', Wincklemann 'had difficulty' in 
studying the wall-paintings and artefacts 
(Praz, loc, cit, ), 
155, Outlines; Sale I, p, ]S, lot 175 (cf, Fig- 

ures 4 and 6), Prints; Sale 1, p. 1, lot II. 
Copies; Sale I, p, 61 lot I ['From the original' 
Antique'3, p, 7, lot *16 VThe Aldobrandini 
Marriage, (ancient) 4 one-half ft by 20 in], 
and p, 7, lot 30 ('Three Pieces on one Canvas, 
from the Herculaneum, 2ft 6in by I foot') , 156, NGS Print Rooe, H 1425 (Ounimarle 
Album); a sacrif , 

ice. There were among the 
paintings from Herculaneum two figures of the 
"Perseus" type, said to be derived from an 
original by Nikias, and another, representing 
Argus, of similar appearance, The pose also 
features on the Meidias Vase, once owned by 
Sir William Hamilton, 
157. Page 17S ýupra, lt should be emphasised 

that the. ballad of "Gil Morice", in addition 
to indicating Patie's gentle birth, also all- 
udes to the circumstances of his upbringing, 

158. Anthony A, Cooper, Earl of Shaftesbury, 
Characteristici-s of Xen, Ranners, Opinions, 
Times, Jc,, London, 1713, Vol. 1, Section III, 

159, Peggy at one point tells her that 
Roger is "wordy you the best day e'er ye 
sawN, to which Jenny replies: 

'I dinna like him, Peggy, there's an, end, 
A herd mair sheepish yet I never kend, ' 

(Act I, sc. ii, lines 26-28), 
160. Page 152, Figure 107 and n. 34 supra, 
161, The first quotation is from Cunningham, 

Li ves, Vol. VI, ý 37 (1879, Vol. 11, p. 370); the 
second is from Ramsay's first stage direction, 

162, The first quotation is frog Allan's 
Dedication to Gavin Hamilton (Appendix IV), 
The second is from Reynolds, Oiscoursesl, SO-2, 
163, Reynolds, ibid., 53-7. As is implied by 



Notes to pp. 189-195. 

Reynolds' argument as a whole, this first 
sight is to be followed by diligent study, 

164, The title of Duncan Macmillan's 
chapter on Allan, Painting in Scotland rhe 
Soldin ýga, Oxford, 1986, pp. 63-73, 
165. William Fraser Tytler of Woodhouselee, 

Oissertatioa onl Scottish iYusir, quoted at 
length in Ritson's Scotish Song, 1794, Vol. 1, 
Preface, pp, viii-x, 
166, For farmhouses see Marjorie Plant, Me 

Oosasiic Life of Scotland in the Eighteenth 
Century, Edinburgh, 1952, pp, 24-6 and 48-9. 
Cf, also n, 119 to p. 175 supra, 

167, In Samuel Richardson's Pamela, (1741)l 
"Virtue Eis] Rewarded" when Mr B. offers 
marriage, seemingly an unusual step at the 
time and in the circumstances; compare Love- 
lice's letters to Belford in Richardson's 
Clarissa (1748), passis, In Henry Carey's 
"interlude" of 1739, Nancy; or the Parting 
Loyars, the hero is a common labourer im- 
pressed into the Navy, while the heroine is a 
Commodore's daughter, The conflict between 
'strict duty and true love" is resolved 
almost in an instant, as 'True Blue' - is pro- 
moted lieutenant by his future father-in-law, 

168, Allan owned a print of 'L'accordde de 
Village, by Flipart after Greuze'; Sale I, p. 3, 
lot 48, i,: inil ir-ý 01, the stylised 
plot of rhe 6entle Shepherd, and also on re- 
curring motifs in European folk-tales, see 
Crawford, Society and the Lyric, Scottish 
Academic Press, Edinburgh, 1979, p. 80, citing 
A. M. Kinghorn from the STS edition of Ramsay's 
Works, and Vladimir Propp's study Iforphology 
of the Folkiale, Texas, 1970, pp. 21 ff. 

169. Both 
. quotations are from Reynolds' 

Oiscourses, the first from IV, line 461, the 
other from VI, line 447, 

Notes to ChaPter V 

Painting our own History. 
(Title quoted from Oavid Allan's letter of 
June 15", 1790) Cowie Collection, the 
Mitchell Library, Glasgow (transcribed in 
full, p, 205 infra). 

1. 
ý 

Ibid. (original spelling), , 2. The quotation is from Allan's letter of 
September, 1789, to the Earl of Buchan, Laing 
MSS (in La. IV 26), Edinburgh University, Lib- 
rary (Allan's spelling), The day's date is 
hastily written, and may be 4,2 or even 21; 
the letter is transcribed in full, p. 204 
intra, Allin may never have executed all the 
"large historical peices' he planned, but the 
series is extant in that his intentions may 
be followedfrom surviving drawings is well as 
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finished paintings, He had certainly planned 
a Historical c*cle before, as part of the 
scheme for decorating rooms which dates-from 
his years in Italy (pp. 10 and 38 supra), A 
painting from h1enry IV and a score of draw- 
ings from other plays by Shakespeare appeared 
in Sale I (p. 9, lot 71; p, 15, lots 172-174); 
the painting measured 16in, by 21iN, About a 
dozen such drawings, mainly from the Comedies, 
are in the NGS1 Print Root, 

3. The first quotation is from Allan's 
letter of December, 1782, to the Earl and 
Countess of Hopetoun (Allan's spelling); the 
letter is transcribed in full in Chapter 1, 
P. 21 supra, A 'Book of Scotch Figures, 
chiefly the Cries and Employments common 'in 
Edinburgh, drawn and coloured from Nature" 
was lot 182, p. 15, in Sale 1, Precedents in 
the work of artists other than Lauron are 
noted in Chapter VII, p. 327 infra, 

A. Letter to Robertson, 12 th March, 1759; 
in The hfistory of Scotland during the reigns 
of Men Ifary and of King James VI gill his 
accession to the crown of England, with a re- 
view of the Scottish history previous to that 
period, and in appendiy containing original 
papers, (1759), 2 vols,, London, 1827, 'Account 
of ... Robertson' p, ciii (same pagination 
in The 6(orks of William Robertson 0,0111 Vols. I 
and II, London, 1840), Hume's Nistory of Eng- 
land had commenced publication in 1754; the 
sixth and final volume was published in 1762. 

5, Hume's letter of 1211 March; 'Account', 
in Risiory of Scotland, Vol, 1, P, xiv. 
Robertson was educated in Oalkeith and at 
Edinburgh University, 

6. Ibid,, p, xvi, 
7. On the Galleries of Bowyer, Macklin and 

Boydell, see T. S. R. Boase, 'Illustrations of 
Shakespeare's Plays in the seventeenth and 
eighteenth centuries', J11C1, Vol, X (1947), 
pp, 83-108, and 'Macklin and BowyerN, JVCI 
Vol. XXVI (1963)) pp, 148-77. The Boydell Gall- 
ery was first mooted towards the end of 1787 
(Preface to Boydell's Collecgion of Prints, 
London, 1805; Arno Press reissue, Nev Yorký 1979). 

8. NGS (Prints and Drawings) 0 4597: 
"Robertson Vol !. p. 218 Q, Mary arrives at 
Leith I conducted to Holy rood house'; the 
page number corresponds to that in the fifth 
edition, published in Dublin, 1772 (in- 
formation from Duncan Bull, Assistant Keeper- 
of Prints, NGS). A letter of 1792 from Allan 
to Robertson is transcribed as Appendix VI, 

9, Reynolds, Oiscourses, VII, 31 ff, 
10, Preface, 1759, p, 1, 
11, The transcript is preserved in the SNP6. 
12. On the verso of one of Allan's 

preparatory sketches (NGS D 4612) appears 
part of a note on the 'character' of 'Most 
serene [Majesty] Mary Queen of Scotland', is 
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related by "Sir Thomas Craig'. The note is 
not in Allan's hand, and has been trimmed on 
at least three sides, 

13, Both quotations are from a letter'sent 
by Thomas Randolph and the Earl of Bedford to 
the English Lords of Council, 27 th March, 1566, 
included as Appendix No, XV by Robertson; 
(History, Vol, II, P, 348). 

14, History of england, 1762 (in one 
volume, 1824 , p. 507). Neither Hume nor 
Robertson mentions the little dog seen in 
Allan's drawing of the execution, although it 
features in the earliest accounts of Mary's 
death (information from Alaister Cherry, NLS), 
15, The expression is borrowed from Allan's 

letter of 1786 to Thomas Graham, transcribed 
as Appendix Y. Allan's research among contem- 
porary portraits is discussed infra, pp. 204-07, 

16. History of Scotland, Vol, 1, pp, 99-102, 
(Book II, year 1547), 
17, Allan's holograph list on varso of an- 

other preparatory sketch (NGS 0 4595YO Like 
that mentioned in n. 12 supra, this sketch has 
also been trimmed but (pace the Irwins, Scot- 
tish Painters it Hoae and 4road, London, 1975, 
n, 12 to p. 117, on p, 424) none of the twelve 
titles is wholly "illegible', although 
Allan's habit of seldom crossing 't' does 
make "alle Langside' (i, o 'batle' for battle) 
initially elusive, 

18. 
. 
Seen by Robert Riddell of filenriddell 

in Allan's studio, August, 1789 (Glenriddell 
MSS, Library, National Museum of Antiquities, 
Edinburgh; quoted infra, p, 227). For Allan's 
exhibits, see Appendix YII, 

19, Letter of September, 1789, transcribed 
in full p, 204 infra, For the pictures which 
Allan definitely completed, see n, 591. infra, 
20, Discourse IV, from lines 56-67, 
21. lbid,, lines 18-23 (original spelling), 
22, Laing MSS, Edinburgh University Library 

(in La. IV 26); transcribed in full as 
Appendix III (Allan's spelling), 

23, Letter dated October 3rd, 1788, and 
published in rho 6ontle Shaphor&, transcribed 
in full as Appendix IV, 
24, See D. and E Irvin, op, cit,, pp, 101-03, 

and 0, Macmillan, Painting in Scotland rhe 
6olden Age, Oxford, 1986, P. 33 and n, 7 (on 
P. 188). "Achilles' Jc, was exhibited at the 
Society of Artists in 1765, Cunego engraved 
five of Hamilton's six Homeric paintings (no 
engraving of Hector's Farewell to Andromache 
is known), Allan's set appearing at Sale 1, 
p. 3, lot 53 ('Five subjects from the Iliad, 
Cunego after Hamilton"), Allan sketched a 
portrait of Darnley in Holryrood house; see 
p, 205 and Figure 160 infra, 
25. Sir Roy Strong, 4nd when did you list 

see your father. 7 rhe Victorian Painter and 
grilish History, Hampshire, 1978, p. 20, 
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26, Ibid,, p, 14, Maps and genealogical 
tables were also included, 

27. The quotation is from Rigaud's Royal 
Academy exhibit of 1775: 'The entry of 
Edward, Prince of Wales (commonly called the 
Black Prince) into London with his Royal 
Prisoner', The prisoner is identified in 
West's exhibit of 1794: 'Edward the Black 
Prince receiving John, King of France, pris- 
oner, after the battle of Poictiers. I sit] 
Painted for His Majesty's Aucience Chamber in 
Windsor Castle, ' Details from Algernon 
Graves, Societies and Royal Academy lists; 
the Appendix in Strong's account is not 
exhaustive, 
28. Oritish Xercury 1,7 th May, 1787, p, 156; 

quoted Irwin, op. cit,, p. 117, n, 8 (on p, 424), 
29, The finished version, commissioned by 

Francis Humberston Mackenzie (later Lord 
Seaforth), was acquired by the N6S in 1987, 
30. 'Trenmor and Imbaca', erh, RA, 1773, 
31, Details throughout this paragraph are 

again derived from Graves' lists. Westall's 
"flight of Mary" eight also have alluded to 
the disaster at Langside, His picture of the 
child queen is apparently a unique repre- 
sentation, although Allan had already thought 
of the episode and written it on the verso of 
a preparatory sketch (NGS 0 4595; cf. pp. 195-96 
and n. 17 supra. ), J, R Rigaud's series began 
in 1791; a reason for his concentration is 
suggested at the end of this chapter, p, 229 
infra, An interesting picture was exhibited, 
together with other topographical work, by 
John Carter in 1783: 'View of the tomb where 
Mary Queen of Scots was first buried (re- 
stored) in Peterborough Minster, ' 

32. Before this, in 1763, a painting by 
John Parker of "The assassination of David 
Rizzio in the presence of Mary, Queen of 
Scots, had been exhibited at the Free 
Society, with a reference to Robinson, 

33, The expression is from Edward Burt's 
Latters from a 6entlefflan in the worth of 
Scotland, (1754), Vol, II, p. 282, quoted more 
fully in Chapter III, p. 134 supra, 
34. Irwin, op. cit,, p. 117, 
35. Weekly Ifagazine, 16", January, 1772, p. 62; 

Irwin, op. cit., P. 100 and n. IS (an p. 420), 
also p, 46; W, T, Whitley, 4plisis and their 
friends in England 1700-179, Q, 2 vols,, London 
and Boston, 1928# Vol, I, p. 62, See Robert 
Brydall, 4rt in 'Scotland Its Origin and 
Progress, Edinburgh, 1889, pp. 101-03, esp. p, 103; 
Alexander signed the indenture of the Academy 
of St. Luke in Edinburgh, 1729 (in RSA; 
printed in Brydall, op. cil,, pp, 110-11, 
36. Letter of July 2nd, 1718; Historic MSS 

Commission, Stuart, VII, P. 4 (reference 
pointed out by Margaret Stewart, University 
of Glasgow), A letter Of July 161-h mentions 



Notes to pp, 202-206, 

the literary sources which Alexanderconsulted: 
'Mr Crifurd's book [Crawfurd's fiemoirs of the 
Affairs of Scotland containing atull... account 
of the revolution in that Kingdom hkoun in 
15671 ... Floremond. Resond in his book La, 
Niissince et Cadence de I'Heresie and a com- 
pend in Italian taken, I suppose, from Caussint 
holy Court, (HMC Stuart, YII, P. 50). 
37, The contemporary situation is discussed 

it the end of this chapter, p, 230, ff, infra, 
38. For. Robertson's account of, this cap- 

tivity and these threats, see hlistory of 
Scotland, (1759), in 2 vols, 1827, or Yorks, 1840, 
Vol-I, pp, 365-66 (Book V, 1567). 

39, William Matheson, quoted in E Collinson, 
The Traditional and National Nusir of Scotland, 
London, 1966, p. 38n, It is of incidental interest 
that Barry, by depicting Ossian (in the series 
of paintings it the Adelphi) leaning on in 
Irish harp, claims his is a fellow countryman, 
Allan, as patriotically but less accurately, 
sets his own Ossianic scenes in Scotland, For 
Runciman's work it Penicuik House, see Duncan 
Macmillan, Painting in Scotland, 1986, pp. 54-8. 
The house was destroyed by fire in 1899, 

40, tlesoirs of the Late David Allan, in 
Brown's edition of rho Oantle Shepherd, Edin- 
burgh, 1808, Vol. III p. 629, Buchan, who probably 
met Allan at the Foulis Academy (Brydall, op, 
cit, p, 129), was among the 'benefactors' con- 
ticted by the 

, 
artist soon if ter his return 

from Italy; the quotation in the previous 
sentence (p, 203) is from the letter of 
December 3rd, 1780, transcribed in full as 
Appendix III, Allan had made a print of a 
Roman relief 

, 
for Buchan in 1783; his letter 

of 9th August, 1783 (Watson NSS,, NLS 590l 
No. 1728) is given in the Rev. fiordon, David 
Allan of Alloa, 1961, pp. 37-8, See also n. 46, 
41. Scots Nkaizine, December, 1780,1 
42, See Sir Roy Strong, And Mon did'you 

list Soo your father 
,P, _1978, 

pp, 50 and 61, 
43, In the Scottish National Portrait 

Gallery, Reference SPD 1-30, 
44, See, for example, Allan's letter to Sir 

James Grant of Grant, trinscri bid in full in 
Chapter III, p. 121 suara, and also his notes 
from sixteenth-century portraits, pp. 205-06 
and Figures 160-61 infra, 

46, Iconographia Scotica, or Portraits of 
Illustrious 

, 
Persons of Scotland, Engraved 

from the most authentic Paintings -etc, vith 
short Siographical Notes, and rho Scottish 
6allery, London, 1795-1797, Buchan's Catalogue' 
is MS. 597, Society of Antiquaries of Scotland 
(22nd January, 1781). 

46, Allan's print of 
_Ioni 

Abbey was pub- 
lished in Transactions of 

, 
the Society of 

Antiquarios, I, 1792. For the print of a Roman 
relief which he made for Buchan (n, 40 supra), 
see Transactions, 1111 (1831), p. 287, One 'Print, 
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two Antique Heads in aquatint, by Allan", was 
part of lot 47 on the second night of Sale 11 
(p. 11);, Buchan added to Allan's letter a note 
stating that this aquatint had been made from 
casts which Buchan had *caused ,., to be 
made from the bas-reliefs of Severus and 
Julia Emilia which were on the Roman Vill in 
Scotlind', At the previous night's sale (p, 8, 
lot 58) appeared a printof "Two Antique heads, 
from a bas relief it the Netherbov, Edinburgh", 
these having been described by Pennant as 
'two fine profile heads of ... Severus and 
Julia", set up 'on the front of a house in 
the Nether tow. * (tour, 1774, p-S3). 
47, - Laing MSS, Edinburgh University Library,. 

La. IV 26, transcribed verbati, # et literatimAn 
Dý & F. Irvin, Scollish Paingers, 1975, p. 117, it is 
stated that Allan was occupied with the life 
of Miry Stuart in 1785; in ill-formed final 
digit in the date of this lettersight well be 
read as aS, but the date of 1789 is confirmed 
by the filenriddell MSS, (p. 227,005 infra), and 
by the letter which Allan sent to Buchan some 
months later (n, 48), The oonth of the present 
letter, at least, is September, whatever the dayt 
date; as the Rev, Gordon also knew, 'Allans nut- 
bets ire not always distinct' (op, cit, p, 41n). 
48, Cowie Collection, the Mitchell Library, 

Glasgow, The anecdote to which Allan alludes 
is in the edition of Pitscottie's Chronicles- 
which was published by Baskett, 1719, p. 165. 
According to the note which Buchan added to 
this letter, Allan painted a copy of this same 
portrait, which was 'engraved for the Scots 
Gallery', The note concludes: 'David Allan 
was a real enthusiast in his art and a worthy 
man void of all guile, - he should have a 
better Biographical Memoir' (Buchan probably 
refers to Pilkington's Pictionary, 1810), 
49, SNP6, When these loose sheets are turned 

over, parts of a driving in red crayon can be 
seen on several, and the drawing itself say be 
reconstructed when they are rearranged, Some 
of the copies were probably madefros books of 
engravings, such as the 'Collection of the 
Dresses of different Nations, ancient and mod- 
ern, particularly old English Dresses, after 
the designs of Holbein, Vandyke, 1c. I vol. quit., 
which was offered at Sale I (p, 1, lot 4). It 
is, of course, unlikely that Allan would have 
made such copies from any book actually in., 
his own collection, His liter portrayal of a 
heavily bearded Knox, incidentally, seems to 
have been based on the familiar engraving by 
Hondius after Vaensoun; even the, Reformer 
doffed his flat cap in the royal presence, 
60. four, 1774,11, p. 222, This painting, on 

copper, having beensecurely fixed to the wall, 
could not be saved from the fire of 1800. 

51, A 'Book of Slight Sketches from the 
History of Queen Mary' appeared in Sale 1, p., 14, 

1 
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lot 142, and is not otherwise known (it is 
unlikely that these ' 'Slight Sketches' were 
the copies in the SNP6 or the preparatory 
sketches in the NGS; some among the latter 
group were sold is single lots at the same 
auction, and were described as 'pencil'd 
Sketches', a reference to the application of 
wash with a paintbrush), 

52, 
, 

Allan probably followed Robertson's 
account for February, 1587, vhich states that 
the queen wore mourning garments; Huse men- 
tions rich apparel of silks and velvet, It is 
impossible to decide from a monochrome photo- 
graph such as Figure 170, facing p. 215 infra, 
the colour of Mary's robes, 
63, Horace Walpole's well-known remark was 

made about Higley Castle, by Sanderson Miller 
(quoted in Barbara Jones, Follies and 
6rottoas, Constable, 1953, pp. 72-3). 
54, For the High Street is it was r. 1790, 

see Allan's own prints (Figs. 267 and 270) and 
also Plate XXIV, Allan's sources would not 
have been confined to 'the decaying and rap- 
idly diminishing masses of ancient masonry" 
which he could have sketched in the Old Town$ 
those on Castle Hill being traditionally held 
to have been the residence offlary ofGuise. His 
earliest training had been in the tediaval 
College of Glasgow, his hose tovn, Alloa, is 
within a few hours' walk of Stirling, he had 
drawn Dunfermline Abbey in 1779, sketched in 
the coastal village of Culross in 1781, and 
he say even have recalled the 'fine Gothic 
figades' of Perth from his Journey into the 
Highlands (cf. n. 5 to Chapter III, and see 
also Robert Chambers, rraditions of Edin- 
burgh, 1824, last revised edition 1868,1967 
reprint, 'Changes of the Last Hundred Years' 
and 'The Castle-Hill', pp, 1-25; the quot- 
ation above is from p, 10). In a sinner 
similar to that in which he had researched 
'the old Scotish dresses", Allan say also 
have supplemented actual observation with 
whatever old views he could find; he 
certainly knew Slezer's rheagruo Scotia, of 
later date than Gordon of Rothieezy's 
panorama of Edinburgh (itself dating from 
almost a century after Mary's reign) but less 
taxing on the eyes than that remarkable work 
(See Appendix VD, The 1719 edrk of rheatrus 
Scotia has a bird's eye view of Edinburgh by 
Andrew Johnston, lexactly done from the 
original of the famous D, Wit', 

S5, Allan followed Robertson's description 
of Miry's landing, which differs markedly 
from the Bore festive account in Huse's His- 
tory of England, Chapter XXXVIII, 'Elizibethl 
(twelfth section)-, 'no sooner did the French 
galleys appear off Leith, than people of all 
ranks, who had long expected their arrival, 
flocked towards the shore with an earnest 
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impatience to behold and receive their young 
sovereign', South Leith Church is indicated 
in Greenville Collins' 'Great Britain Coastal 
Pilot, of 1693; cf. Grant's Old and hy 
Edinburgh, London, 1882, 
56, The Netherbov Port, a fortified gate on 

the High Street, surmounted by a spire and 
marking the eastern boundary of the old city 
valls, and the corresponding western boundary 
of the Burgh of Canongate, had been desol- 
ished in 1764 (see Macmillan, Painting in 
Scotland The 6olden Age, Oxford, 1986, p. 46, 
for John Runciman's etching), 

57, rho History of the Reformation in 
Scotland, Book IV, for August IS61, glossed 
as "The Quenis List Arrival in Scotland' 
(Edinburgh 1848, ed, O. Laing, Vol, II, p. 269), 
58 Robertson, History ofScotlandYol, 1, p. 220, 

with footnote referring to 'BrantMeel', 
59, The 'to E two I large historical 

peices" [sit] mentioned by Allan in his 
letter of September, 1789, to Buchan were pre- 
sumably those seen by Robert Riddell at this 
tise (p. 227 and n, 10S infra), paintings of 
Mary's abdication in Lochleven Castle and her 
subsequent escape, Both of these, with 'The 
Assassination of David Rizziol, appeared in 
Sale I, all three being of similar size (short 
titles); p, 9, lot 82 (Rirrio Nunf timed 5ft by 40), 
lot 83 (escape 'fros Lochleven ,, frised, 
same size'), and lot 84 (Resignation of the 
Crorn, 'frased, companion to the preceding'), 
Of these three works, only the escape is 
still located (47' x 6111, private collection; 
Plate 1111). A photograph from 1925 (Witt 
archive, -see Figure 170, ficing p. 215) probably 
shows the 'unframed" version of the killing 
of Rizzio, but it could be of an otherwise 
unrecorded smaller version; Allan's scene of 
the Resignation is known only from such a 
copy, made in 1791 (184x 241, oilon woodsigned 
and dated on vorso, private collection; 
Figure 172, facing p, 218). Its dimensions match 
exactly the '2ft, by I foot 6ind of lot 77, 
, Queen Mary's Resignation of the Crown', sold 
on the same day as the three large paintings, 
This small Resignation was a pendant to 
'Beale reading to Queen Mary the Warrant for 
her execution' (lot 76), Since Allan had been 
'taken up intirely' with his cycle in the 
months between his letters to Buchan (Sept- 
esber 1789 - June 1790), there can be little 
doubt that this small 'Beale reading .- the 
Warrant' was also a copy of a larger piece, 
and it is possible that other Histories-vere 
executed then and at ,e now unknown, Allan ex- 
hibited three scenes from his series in 1791 
(see Appendix Yll), Wooden panels would have 
been sore robust, and less expensive to send 
to London than large canvases, but-the evi- 
dence on either hand is slight, While economy 
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eight have dictated ý one course, a sense of 
artistic fitness urges another, 

60, Robertson, op, cit,, Book 111,, 1562 
(Val. 1, p, 241). The governor, a son ot the 
Earl of Huntly, was hung from the castle's 
ramparts, - See T, C. Smoutl A History of the 
Scottish People 1560-1830, London, 1969, f or an 
interesting detail on the conflicting loyal- 
ties of the Clan Mackintosh (p, 45); 
61. Robertson, op, cit, Book 111,1563 (p. 251). 
62. History of the Reformation in Scotland, 

Book 111,1560 (p. 132), 
63, Robertson, opcit, Book 111,1563 (p. 252). 
64, James Boswell, The Journal of a Tour to 

the Hebrides with Samuel Johnson, LL, O, 1786, 
1911 August (ed, Peter Levi, 1984, p-,, 189), 
65, Knox, op. rit,, p. 396. Hume wrote that this 

assembly was "little short of rebellion' (His- 
iory YEnglan4 Chapter XXXIII, twelfth section), 
66, Robertson, op, cit,, p, 253. 
67, Knox, 

- op. cit,, p, 409, 
68, David Allan after Knox, with some minor 

differences in spelling, and 'gar' changed to 
'caus' without affecting sense, M& in SNPG, 
69. Ibid. 
70, In his letter to Sir William Hamilton, 

given as Appendix II, 
71, See notes 3,24 and 37 to Chapter III, 

Another coincidental similarity wýth Allan's 
practice in Portraiture is the inclusion of 
numbers to identify the various figures (see 
forexample the large family group painted for 
S irJohn Halkett-of Pitfirrane in 1784 (NGS). 

72. See Jules David Prown, John Singleton 
Copley, 2 vols,, Harvard University Press, 1966, 
ý 343 ff ,A brief account of the commission 
and progress of this painting is in Sir Roy 
Strong's And Phan did you list see your 
father? Hampshire, 1978, p, 28. 
73, Knox, op, cit,, p, 514, 
74, Robertson, op cit,, Book IV, 1566 (Vol. 1, 

p. 294; original spelling), 
7S. Ibid, Book IV, 1566 (Vol. I, p. 297),, vith 

a reference to Appendix No. XV, a letter from 
the Earl of Bedford and Thomas Randolph to 
the English Lords of Council, 27 th Narch, 1566, 
Boswell ( Tour, 117863,16th August; ed, Peter 
Levi, 1984, p. 178) tells how Robertson 'fluently 
harangued to Or Johnson$ upon the spot [the 
Palace of Holyrood], concerning scenes of his 
celebrated History of Scotland,, 

76. See An Historical and Critical Enquiry 
into the Eridence 

... against Nary ýuaen-of 
Scots, Pith -in Examination of the Rev. Or, 
Robertson's oissertation, and 1fr, Hume 'S 
History, (1771) by William Tytler of Wood- 
houselee, Vol, 1, p, 67 (Introduction), and 
Vol, II, p. 6 (Part II; Chapter III), where 
he quotes from one Blackwood, a contemporary 
of George Buchanan, a description of Rizzio 
as an "homme assez agd, laid, morne, et mal- 
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plaisant'. Huse, on the other hand, quotes 
Buchanan to prove that Rizzio was 'not past 
his youthu; but Buchanan had'better reason 
for lying than Blackwood, and was in fact 
guilty of deliberate falsehood, as Tytler 
proved (n, 113 infra), 
77, Oiscourses on gril V, lines 35-7, 
78, distory of Scotland, Book IV, 1567, 

(Val. 1, pp, 356-57), 
79, Allan's list of subject-titles on varso 

of NGS 0 459S (cf, 07 supra), For the Holyrood 
memorial portrait of Darnley, see Sir James 
Caw, Scottish Porfrails, 2 vols,, Edinburgh, 1903, 
Plate X, See also Sir Ellis Waterhouse, 
Painting in 8ritain ISSO-17YO, London, 1955, 
pp. 29-30, on what he calls Scottish 
'vendetta' portraits, and also Stenhouse, 
Illustrations of the Lyric Poetry and Ifusic 
of Scotland, p, 173, note to SXX 177, 'The 
Bonnie Erle of Murray", 
80, Private collection, See n. 59 supra for 

details of the Histories which Allan painted, 
81, Nistory of 'Scotland, Book V, 1567, 

Vol. 1, p, 365, 
82, Ibid, 
83, In addition to several volumes such is 

"A large Book, containing 192 prints, chiefly 
Historical, from the Old Masters" (Sale I, p. 5, 
lot 131). Allan owned prints after Guido Reni, 
and had copied works by him, by Domenichino 
and by others, -(nn, 36 and 44-5 to Chapter 1), 
84, Strong, 4nd Yhen did you list see your 

father?, Hampshire, 1978, p. 1301, Helen Stailes 
and Duncan Thomson, The ýuasn's litage, National 
Galleries of Scotland, Edinburgh, 1987, p, 107, 
85, Reynolds, Oiscourses, IV, lines 36-45, 
86. ' This character was probably intended to 

represent William Douglas, Keeper of Loch- 
leven Castle, 
87, The picture of Mary's escape was one of 

the two Histories seen by Robert, Riddell, in 
Allan's studio at this time (p, 227 infra), 
Allan's edition of rha 6antle Shepherd had 
been published at the end of U88; Tassie's 
vairriptive Catalogue (with fifty-seven 
plates by Allan) was published in 1791. When' 
the time that he oust have spent in re- 
searching his Historical project is taken 
into account, Allan's having told Buchan that 
he had hardly time to eat or sleep seems to 
have been but a slight exaggeration, 

88. Either Seaton or Lord James Hamilton; 
see Robertson, loc, tit, 
89. Ifesorandus published by George Buchanan 

and quoted by William Tytler, Historical and 
Critical Enquiry, 1771, Vol, 1, p, 77, 

90, Tytler, quoting in part Crawfurd's 
Ifamoirs, points to the various hands which 
could have forged the Casket Letters, and 
condemns the whole story of their seizure in 
the words quoted (Enquiry, 1, pp. 101 and 130), 
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91, Of James V and of 'Lodovic 2 duke of 
Lenox' (letter to Buchan September 1789, 
transcribed in full p. 204 supra), Allan had 
earlier sketched Dunfermline Abbey * and 
Culross Abbey (n, 54 supra); cf. also John 
Alexander's having painted 'the landscape of 
the lake, castle and adjoining hills ... from 
nature' (Whitley, ýrtists and their friends 
in England 1700-1799, London, 1928, p. 62, and 
also pp, 201-02 supra), 

92, List on Yerso of NGS D 4595: wille 
Langside', ,, Sher boat , 20 persons to 
Carlile", 'Mary Beheaded'. 
93. Sale-I, P. 9, lots 76 and 77, Allan's 

drawing, and lot 76, were of 'Beale reading 
to Queen Mary the Warrant for her Execution', 
The title "Mary Beheaded' (n, 92) may well 
refer to another composition planned, and 
possibly completed by Allan, 

94. Letter from the Earls of Kent and 
Shrewsbury, quoted as Appendix LI in Robertson, 
History of Scotland, Vol. 11, p. 40. 
9S. The Earls of Kent and Shrewsbury were 

empowered by Elizabeth's Privy. Council to see 
that the sentence was executed; only Kent re- 
plied to the headsman's words, all others 
'continuing silent and drowned in tears" 
(Robertson, op, cii,, Book VII, 1587; Val. 11, 
pp. 141-45), 

96. Letter from Earls of Kent and Shrews- 
bury; cf. n. 94, The letter identifies Mary's 
six attendants as Mrs, Curle, Mrs, Kennedy, 
"Melvil, her steward", and her physician, 
surgeon and apothecary, 

97. John Knox, History of the Reformation 
in Scotland, 11, p, 387, 
98, 'Book of Slight Sketches', Sale 1, p. 141 

lot 14; "Queen Mary and her Secretary, rough 
Sketch", Sale I, p. 12 lot 74 (Allan's list of 
titles is on verso of N6S D 4595). Its being 
described as a 'rough Sketch" may indicate 
that the latter picture was drawn in pencil 
(or crayon air, ) alone, and not that it was a 
hastily scribbled first idea; three other 
drawings from this series are listed on the 
same page, and are there described as 
'pencil'd Sketches' (lot 70, 'Escape' and 
"Resigning her Crown't a pair; lot 74, 
'forced to Resign the Crown'), Two of these 
are probably the wash drawings now in the 
N6S, the other being a lost copy, or lost 
early version of the Resignation, The use of 
a paintbrush (a 'pencil') to apply wash might 
be the origin of the distinction between the 
two kinds of 'Sketches', Lethington- is one of 
the characters identified in the later 
version of Knox before the Council; p. 212 
supra ('auld Lethington" was the poet Sir 
Richard Maitland of Lethington, Keeper of the 
6reat Seal of Scotland from 1562, a constant 
supporter of Mary, and also the compiler of 
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the famous Maitland Folio Manuscript), The 
subject of Miry and her Secretary would have 
allowed Allan to paint a scene of royal 
authority as typical as that of the siege of 
Inverness Castle, but any suggestion of 
skilful statecraft an Mary's part would have 
been sadly inappropriate, It is not likely 
that the Secretary in Allan's picture was 
Pierre de Chitelir (se 

,e 
Smailes and Thomsol 

The ýuaen's Isage, Edinburgh, 1987, p; 77-8), 
99, Letter to Buchan, December, 1780, 

transcribed in full as Appendix III, The 
opinion that because Allan's "outdoor con- 
versation pieces are bigger than their 
compositions would dictate', and are some- 
times bigger than any of his Histories, then 
he 'must hive regarded them is his most 
important oils' seems to accord too much 
weight to tere physical size, in a manner 
taking too little account of contemporary 
views (Irwin, Scottish Painiors at Rome and 
4road, 1700-1500, London, 1975, p. 70), 

100. 
r 'Pictures' comprehending drawings as 

well as paintings, The nine subjects are 
briefly reintroduced in the following two 
pages, Three of them ire known from Allan's 
paintings, five - either because the 
paintings he planned were never made, or, 
being made, were lost - are known only from 
his drawings, and one is admitted to 

, 
the 

canon on the strength of a 'rough Sketch' 
sold in 1797 (n, 98), 

101. The quotation is from Reynolds, 
Oiscourses on gri, VIII, line 345, 
102, Sale I, p, 12, lot 72. 
103, The Caledonian t1orcury, November 15' , 1788, 

gives Allan's address as Dickson's Close, and 
hig edition of rho 6on4lo Shepherd was also 
sold from 'Dickson's Class' Esic]. In his 
letter of September, 1789, to Buchan, however, 
Allan added the direction 'My adress Dicksons 
Close', suggesting that his flitting from 
Writers' Court (see Appendix V) had been a 
fairly recent one, 

104, Chambers, in his rraditions of 
Edinburg4 devotes a chapter, "The Town-Guard", 
to this 'characteristic feature of Edinburgh 
in old times' (pp, 179-82). Many besides 
Allan lef t an impression of these , veterans 
from the Highland regiments; Topham described 
their 'terrible" aspect (Letter XLIII), Lord 
Cockburn recorded the nickname suggested by 
their 'dingy red uniform' (1famorials of his 
ri'lel Edinburgh, 1856, Chapter VI, p, 339), and 
Fergusson, who gave the Guard many af leg in 
his verses, termed it a 'black banditti' in 
'The Daf t-Days' 

,( 
The Poem s of Robert 

forgusson, STS edn., ed, M. R McDiarmid, Val, 11, 
Edinburgh and London, 1956, p; 32-4 (line 65), 

105, Glenriddell MSS, National Museum of 
Antiquities (Library), Edinburgh; 1789, f. 232. 



Yates to pp. 228-211 " 0. 
106. Peter Wright, MO, 'Answer to Query re- 

specting Allan the Painter', in rho Scots 
11agazine, Val, LXVI, December, 1804, pp. 912-13 
(transcribed in full as Appendix VIII). Vright 
suggested that "a very tolerable biographical 
sketch of our departed friend might be made 
out" (emphases added), The "Five or six 
scenes of the life of Mary Queen of Scots' 
noted in his 'sketch' sees to have been owned 
by the merchant John Mair rather than by Dr. 
Wright himself, See also n, 31 to Chapter YI, 
107, See n. 114 to Chapter IV, 
108, The first quotation is from Burns's 

long autobiographical letter to Or, John 
Moore; tatters, Volume 1, pp. 104-116 Und edn, 
pp, 133-47), no, 125 (quotation from p. 106 or 
p. 136). The second is from Burns's letter of 
December 6th to Mrs, Dunlop, ibid, 1 Val. II, 
p. 50 Und. edn., p, 64), no. 428 (original 
spelling); his name appears in the sub- 
scription list to the edition mentioned (note 
in 2nd edn, Ferguson's text revised by Roy), 
109, Letter to Mrs, Dunlop, loc, cit, 
110, Information partly from William Tytler 

of Woodhouselee, ýn hlistorical and Critical 
Inquiry into the Evidence against ilary ýueen 
of Scots, Edinburgh, 1771 (Preface; all, refer- 
ences are to the enlarged edition of 1790), 
and partly from Alaister Cherry, National 
Library of Scotland, 
Ill, Tytler, Inquiry, Preface, p, S. 
112, For the 'Epistle to Mr Tytler", see 

8urns Poems and Songs, ed, James Kinsley, p. 266, 
no. 152; the quotation is of its first line, 
Burns also discussed Scottish Music with 
Tytler, who wrote a dissertation on the 
subject, collected traditional songs, and 
assisted with the Scots tfusical Ifusaus; see 
letter of c. August 1787, Loitorsllpp. 116-17, 
Und edn., p, 147), no, 126, a reference to the 
S0 in another, October, 1787, to James Hoy, 
Loiters, I, p. 132 Und edn,, pp, 163-64), 
no, 145, and two more in letters to George 
Thomson, 26th January, 1793, and the long list 
of 'observations" on songs, & September 1793, 
latfersý. 11, pp, 148 and 206 Und edn,, pp, 181 
and 247), nos, 535 and 586, Of particular 
interest in the context of Allan's song 
illustrations, which are discussed in the 
next chapter, is the fact that he owned a 
print of "William Tytler, Esq; Jones after 
Raeburn' (Sale 1, p. 4, lot 89), 

113. See for example Inquiry, Volume 11, 
Part 11, Chapter III, p, 6 (information about 
Rizzio); ibidp. 10 (a lie by George Buchanan, 
committed to print, concerning the supposed 
location of earlier testimony); Vol, 11, 
Part It, Chapter IX, p. 309 (a letter in 
Cecil's hand, discovered by Tytler himself). 

114. See in particular Inquiry, Vol, 1, 
Part 1, Chapter 11, p. 215 ff, esp, pp, 221-29, 
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115, Philosophical E*nquirýy into the Origin 
of our Ideas of the Sublime and Peautiful, 
London, 1759 (the second edn., revised and 
enlarged), Part III, Section IX, p. 204, 

116, Correspondence and Representation of 
the Execution Jr. in the National Library of 
Scotland, Acc, 8155 - 1789, and F, 5a 10; 
information from Alaister Cherry, NLS, The 
correspondence is partly concerned vith the 
choice of a suitable engraver, but does not 
indicate vhether or no Rigaud's paintings 
were commissioned as part of the venture from 
the start, 

117, "Sir, never talk of your independency, 
who could let your Queen remain twenty years 
in captivity, W; Boswell, Journal of a rour 
to the Hebrides with Samuel Johnson LL. 0, 
London, 1786, Monday 16th August, fourth para- 
graph (ed. Levi, Harmondsworth, 1984, p, 176), 

118. Cf. Discourses on ýrt, IV, 22-3, 
119, The first quotation is from a letter 

of 6th June, 1790, to Mrs, Dunlop, vith a copy 
of 'Lament of Mary 

... on the Approach of 
Spring'; Letters, ed. Ferguson 1931, Vol. 11, 

p. 21 (2nd edit, p. 28), no. 3991the song is in 
Surns Poems and Songs, ed. Kinsley, no. 316). 
The second quotation is from a letter of 28th 
February, 1791, to Dr. Moore, with the "Lament" 

and other pieces; Letters, Vol. II, p. 58 (2nd 

edn, p, 73), no, 437, In this letter, Burns 

commends Moore's "glorious 
'story 

of Buchanan 
& Tirgel in his loluro, 

120, Reynolds, Discourses, IV, 66-7, 
121, The letter to Gavin Hamilton, 3rd 

October, 1788, preface to Allan's edition of rho 
Mile Shepherd, Edinburgh 1788 (Appendix IV), 

122, The small copy of the Resignation is 

signed and dated 1791; Robert Riddell saw two 

paintings in 1789, probably those which Allan 

mentioned to Buchan in a letter of ? zr 
September, 1789 (transcribed in full, p. 204 

supra), In this letter Allan wrote that he 
had been occupied with the series 'for some 
time", but the preparation Of his edition of 
rho 6anglo Shepherd must have dominated his 

attention until the end of the previous year; 
the prints ý themselves, at least, had been 

published by July, 1788, 
123, See J, D. Mackie, 4 History of Scotland, 

Hiriondsvorth, 1964, pp. 311-13# V. Ferguson, 
Scotland 1689 to the Present, Edinburgh 
History of Scotland, Vol, 4,1968, pp, 248-63, and 
Bruce Lenian, Integration, Enlightenment, and 
Indust rialisa, 9 ion Scotland 17IS-1832, The Nev 
History of Scotland, Vol. 6,1981, pp. 75-6 and 
p. 100 ff. For sort-detail see Kenneth Logue, 
Popular Disturbances in Scotland 170-1015, 
Edinburgh, 1979, and Christina Bevley, #uir 

of Huntorshill, Oxford University Press, 1981, 
Edmund Burke's Reflections on the ROvolution 
in Franco vis published W1790; Thoaas Paine's 
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reply to this 'unprovoked attack', Part One 
of rho Rights of Ran, was published in March 
of the following year (the quotation is from 
Paine's opening paragraph), Part Two appeared 
in 1792. 

124. Cockburn, Remorials Of His rise, 
Edinburgh, 1856, Chapter 1, p, 45, 

125, The quotation is from Denis Richards, 
4n Illustrated History of Rodarn Europe, 
London, 1938, fifth edn,, 1950, p. 26, For the 
events mentioned, see for example Mackie, op 
rig,, pp. 311-12, 
126, Letters, Val, II, p, 144 (2nd edn, p. 174), 

no. 530; to Robert Graham of Fintry, 511 
Jinuary, 1793, 
127. The first and last quotations are from 

the prefatory note to the transcript of his 
letter to John, Francis Erskine of Mar which 
Burns made for the Glenriddell MS (NLS MS 86),, 
in letters, Vol. II, p. 169 (2nd edn, p. 207), 
no. 558, The second quotation is from 
Cockburn's Xamorials, Chapter II, p. 80, 

128. See Sir Roy Strong, ýnd when did you 
list see your father?, p, 17 ff,, and also V Edgar Wind, 'The Revolution of History 
Painting", Journal of the Warburg Institute, 
Vol-, II, pp, 124-26, 

129, History of Scotland, Val. 1, Book IV, 
(for 1566), p, 291. 

130, Nicholas White, Burghley's agent, 
visiting Mary in Tutbury (1569), saw the sen- 
tence embraidered, on her canopy of state, and 
cautiously reported it as 'a riddle I under- 
stand not'; see Smailes and Thomson, rho 
Mon's Isage, Edinburgh, 1987, p, 135, 
131, The Reverend Robert Blair, referring 

to the administration during the Interregnui, 
quoted in Mackie, 4 History of Scollandp. 227, 

132. Letter to the Earl of Oxford, quoted 
in Ferguson, Scotland 1689 to the Present, 
Edinburgh, 1968, p, 54, 

133, Letters of David Huse, ed, J, Y. T. Grieg, 
Oxford, 1932, Vol, 2, A 230; quoted by 0. Daiches, 
'The Scottish Enlightenment, in 4 Hotbed of 
denius rho Scottish Enlightenment 1730-1790, 
Edinburgh, 1986, p, 8. 

134, * Letter to Buchan, December, 1780, in 
Laing MSS, Edinburgh University Library (in 
La. IV 26); transcribed in full, Appendix III, 

135, The quotation is from Buchan's 
Discourse of 1780, a7 mo, " heading, 

1316. Ifesoirs of the late David Man, in 
Brown's edition of rho Oentle Shepherd, 
Edinburgh 1808, Vol. 11, p. 629. For the letter 
to Buchan, June, 1790, see p. 205 supra, 

137. Cf. Allan's letter of September, 1789, to 
Buchan, Laing MSS (also La. IV 26); transcribed 
in full, P. 204 supra, 

138. SNP6, in SPD 1-30, In 1792 Buchan 
published Essays on the Lives and Writings of 
Fletcher of Saltoun and the Pool rhosson, 
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139, Robert Lindesay of Pitscottie, The 
Historia and Croniclas of Scotland, edited by 
&-J. B. Mackay, Edinburgh 1899, 'The XXXIX 
Chapter', p, 407, 

Yates to Chapter VI 

Pastoral scenes and rural 
manners. (Title quoted f rom George 
Thomson's Preface to the 'Second Edition" of 
9 Select Collection of Ofiginal Scottish girs 
(Edinburgh, n, d,, -Preface dated 121', January, 1794), 
actually a reissue of his first set of 
twenty-five songs, published-in the previous 
year; 'Mr. BURNS ... has ,,, furnished a 
number of new songs that are excellently 
adapted to the Airs, and such is cannot fail 
to delight every one who has any relish for 
genuine poetry, or for the pastoral scenes 
and rural manners he so happily delineates, ' 

I. The second letter to Thomson, Oct, 26" 
and 27 th 

, 
1792; The toilets of Robert Purns, 2 

vols. 1 Clarendon Press/ 1931, ed. John de Lancey 
Ferguson, Vol. 11, p. 126, no, 511; 2nd edn,, 
revised by G. Ross Ray, 1985, Vol. II, p. 153, 

2. The chapter in the Rey, L C. Sordon's 
Vivid 911an of 91loa, Alva, 1951, entitled 
'The Illustrator of Burns', is very mis- 
leading, not least in the fact that only a 
few of Allan's song illustrations were from 
Burns Ut. n, 32 infra), Cunningham, Lives of 
the Rost Etinent 8rilish Painters, Sculptors 
and ýrchiiocis, 6 vols, London, 1833, Vol, VI, 
p. 44, states that the scheme originated with 
Thomson, and most other critics have agreed, 
A different emphasis is put on these works in 
each of the most important recent pub- 
lications: Skinner, rho Indefatigable Nr, 
411an, 1973, p. 13 (Thomson in 1793 'opened up 
to Allan the possibility of illustrating the 
poems of Burns and other Scottish songs'); 
David and Francina Irwin, Scottish Painters 
at Home and 0road, London, 1975, virtually 
ignore this activity altogether, allowing it 
only a brief paragraph and then mentioning 
only Allan's illustrations to Burns (p, 119); 
Mactillan's, account, in Painting in Scotland 
rho 6oloon ýgo, Oxford, 1986, pp. 70-1, is the 
best in any general history, and in addition 
to pointing out that Thomson, perhaps guided 
by Allan ... seems to have seen the poss- 
ibility of linking (Scots music and poetry] 
with painting", he mikes the interesting 
suggestion that Allan may have had some 
contact with the collector David Herd, Herd's 
having drawn analogies between comic songs 
and 'striking paintings of low life' is, 
however, no more than another instance of Out 
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Pictura Poesis"I discussed in Chapter -II supra; -Allan refers-to Herd's 1791 collection 
as 'L & S' (Lawrie and Symington, its pub- 
lishers). 1inally, acknowledgment oust' be 
made of The Scottish Song Illustrations of 
Cavid Nlan, a dissertation by James C. Brown 
submitted to the Department of History of 
Art, University of Edinburgh, 1984, and of 
its author's continued interest in the pro- 
gress of the present study, 
3. The -quotation. is from Thomson's first 

letter to Burns, September, 1792, - The corres- 
pondence cannot be studied as a whole; 
Thomson prepared an edited version for 
Currie's edition of Burns's Yorks, destroying 
his own letters (returned to his after the 
post's death) when this had been done, Fort- 
unately, his editing of, Burns's letters was 
confined to cancelling passages with ink, and 
the original text c: an still generally be 
discerned, A fuller version of the corres- 
pondence is in the 'six -volume edition of 
Burns's Yorks prepared by William Scott 
Douglas and published 1877-79, but the text 
is faulty in some places, When Thomson's 
words are quoted, reference will be made both 
to this edition (cited as WSO) and to 
Currie's, except on one occasion where 
Douglas accidentally omits some words, 
4, Fifty-six letters from Burns to Thomson 

are included in Ferguson's 1931 text, one 
more (574 V in Ray's of 1985, The quotation 
is from Burns's first letter to Thomson, 16th 
September, 1792; letters, Vol, II, p. 122 (2nd 
edn, 11, p, 148), no. 507, More than one hundred 
of Burns Is - songs were printed in the Select 
Collection (cited as 56), but many of these 
had appeared preyi , ously in James Johnson's 
rho Scots Nusical Ouseus, (cited as SN, For 
the different versions of 'Auld Lang Syne', 
see 8urns Poems and Songs, 3 vols'led. Kinsley, 
Clarendon Press, 1968, Vol. 111, pp. 1289-1291, 
Commentary an no. 240; the variant sent to 
Thomson is printed in Letters, III pp, 205-06 
(2nd edn,, III, pp. 246-47), noS86, 
5. Leiters, II, pp. 126-27 (2nd edn., 11, 

pp. 153-54), no. 511, 'Friday night' [26 th 
October, 17923, Burns added a lengthy post- 
script the following morning. 
6. A volume of rho dentle Shepherd (Allan's 

edition) -was inscribed by Alexander 
Cunningham, 4th Ap ril) 1794, and is now in 
Edinburgh Central Library, George IV Bridge. 
For the picture - which Thomson referred to 
in May 1795 is a-"drawing', - presumably in 
watercolours - see Currie, IV, pp. 230-31 
and 236 (WSO, V1, pp. 340 and 343-44), and also 
James C. Hadden, 6eorga Thomson rho Friend of 
Surns, London, 1898, p. 147; '1 got the ingenious 
artist David Allan to paint for [Burns] con 
amore the interesting scene of family worship 
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from The Cotter's Saturday Night". Two water- 
colours of this scene (private collections), 
and a print by Robert Scott, Allan's pupil, 
are known, together with two versions of 
another scene derived from the poem and de- 
scribed by Burns in a letter of & May, 1794, to 
Thomson; see n, - infra, When Dorothy Words-- 
worth visited Burns's house she saw 'over the 
desk a print from the 'Cotter's Saturday 
Night, ' which Burns mentions in one of his. 
letters having received as I present; 
Recollections of a Tour vade in Scotland 40 
1803, August 18th (1894 edited. 1 C. Shairp, re- 
printed by The-Mercat Press, Edinburgh, 1974, 
p. 7, The letter in question was sent to 
Thomson, c. May 1795; Letters, II, pp. 300-01 
Und edn., pp, 355-57), no, 670, 

7. The quotation is from a letter of 16th 
October, 1789, sent to Robert Riddell of 
Glenriddell (who hid visited Allan's studio 
earlier that year; p. 227 supra); Letters, 1, 
pp. 362-63 Und edn,, 11, pp. 443-44), no, 365, 
See also a letter of August (C' ISth) to 
Thomson, Letters, 11, pp. 189-90 Und edn,, 
pp. 229-30), no. 576; Burns also calls Masterton 
"honest Allan' in his own note to 'Willie 
brew'd a peck o' maut', $If#, 111 (1790), no. 291 
(Notes on . Scottish Song, ed, J. C. Dick, 
London, 1908, - included in Folklore Associates' 
reprint of The Songs of Robert Surns, Penn- 
sylvania, 1962), 

8, Evidence considered pp. 241-45 infra, 
9. - Letter of January 20*-h 1793; Currie, 

Vol. IY, p. 33; WSD, Vol, VI, p. 232. 
10. Currie, ibidt p. 91; WSOI ibid, p, 262, 

Burns's version of the song had appeared in 
S11N III, p. 269, no. 261. This was Allan's 
source; a sketch (Cowie Collection, SR 241, 
No 308864, The Mitchell Library, Glasgow) isý 
inscribed with two lines of verse and the 
reference 'Johns; p 269" (see Figure 246, 
f ac i ng p. 281 - infra, 
11, Pages 264-67 and Figure 219 infra, 

Letter of March 3rd, 1794, to Alexander 
Cunningham; Letters, II, pp. 236-38 Upd. edn,, 
pp. 284-86), no. 620, 
13. - Cowie Collection# the Mitchell Library, 

Glasgow, MS 308888. Thomson's letter is lost, 
The Rev. T. C, Gordon's biographical account is 
appropriate here; Allan realised his- health 
was failing and sought to raise money for his 
family, Another letter in the Cowie Collection 
reveals that he was "weakly living out of 
town under the care of a Physician who [vis- 
ited him] often'. Ironically, Thomson's debt 
was not paid until 1813, to the artist's 
daughter Barbara (note on the letter's cover), 

14. This etching for, MacNeill's 'The Maid 
of Cast lecary'/'The Wee Thing", signed and 
dated 1795, is unique among Allan's song 
illustrations, measuring only some 2% x 3% 
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(inches, the platemark 34 x 4) and lacking 
any definite 'frame'; etched lines simply 
fade towards the edges, The volume of poets 
contains another three designs by Allan, ' all 
for Scotland's Si-aith. These, averaging 4 
inches by 5, appear opposite the text, unlike 
"The Wee Thing' which fills the space below 
the last line of the song, The frontispiece 
was engraved by Robert Scott, who studied 
under Allan at the Trustees' Academy, The 
other prints are both by Paton Thomson, and 
were first pulled in 1793 (Sale II, P. 6, 
lot 101), There are some similarities between 
them and eillray's well- known "John Bull's 
Progress', itself dating from 1793. The 
"Three original Designs, from Macneil's 
Scotland's Skaithm (drawings] appeared in 
Sale I, p, 13, lot 133 (original spelling). 
15, The title page (NGS) has a list of the 

contents, It was executed by J. Macdonald, 
16, Sale I, p. 16, lot 3 (Seventh Day), 
17, Thomson commissioned a number of 

pictures from Thomas Stothard, among them 
'Robý Bruce at Bannockburn', specifying that 
Stirling Castle should be seen in the 
background; . 'Allan's Etching will give you a 
view of the castle' (NLS, MS 685, letters of 
November 24 th 1 

1821 and 8th April, 1823), For 
the publishing history of Allan's twenty-five 
etchings, see Appendix IX. The tortuous 
history of Thomson's publications is 
addressed in 'Thomson's Collections of 
National Song', an article by Cecil Hopkinson 
and e. & Oldman in Edinburgh Sibliographical 
Society Transactions, Vol. 11,1938-45 (1946). 
18, Burns refers to a "proposed Print for 

[his] 'Sager's Return" in a letter of 
December 9th, 1794, to Thomson; Letters, II, p. 279 
Und edn,, II, p. 332), no. 648. The song is in 
Surns Poess and Songs, ed. Kinsley, Clarendon 
Press, 1968, no, 406, Ramsay had written a 
song, also involving a soldier and a lass, to 
the same air ('The Mill, Mill-ON), and Allan 
illustrated this at, some, time after 1790; his 
reference '4-8911 is to the edition of songs 
then published by Morison of Perth (water- 
colour drawing in 'Baby Allan her Book 
Dalmeny June 29 18011, f, 4 recto: Cowie Coll- 
ection, the Mitchell Library, SR 241 308864). 

19, NLS, MS 685, letters of 16th and 18t, 11 
August, IBIS, from Thomson to Stothard, 
requesting that he retouch Thomson's 
brother's copy of Allan's original sketch, 
Little wonder that Basil Skinner comments on 
how the study of Allan's song illustrations 
is "bedevilled by second-generation retouch- 
ing" ( The Indefatigable /fr. Allan, 1973, p. 13). 
20. For one example, see p. 318 intra, 
21. Letter of 14 th October 1794 to Burns, 

(Currie, Vol, -IV, p. 170; WSO, Vol. VI, p, 309). 
22, Preface to Scotish Song, London, 1794, 
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Vol. I pp. i-ii. Sir Walter Scott praised 
Ritson (in print) for his %ndustry, research 
and antiquarian learning' ('Introductory 
Remarks on Popular Poetry' to rhe Minstrelsy 

of the Scottish Porder, 1830; Sir Walter 
Scott's Minstrelsy of the Scottish Sorder, 

ed, T. E Henderson, Edinburgh, London and New 
York, 1902, p. 47). 

23. "A Historical Essay on Scotish Song', 
pref ixed to Srotish Sony, 1794, Yol. I, p, lxxX 
footnote (69)-, 'Kr Burns, as good a poet as 
Ramsay, is, it must be regretted, an equally 
licentious and unfaithful publisher of the 
performances of others, Many of the original, 
old, ancient, genuine songs insetted in 
Johnsons Scots musical museum derive not a 
little of their merit from passing through 
the hands of this very ingenious critic'. 
24, lbid,, footnote (12D) to p, cxvii,, 
25, The album in the Cowie Collection -a 

compilation from at least two sketchbooks, 
with some miscellaneous' items - contains five 
distinct lists of titles, three of -these on 
one page, and one of the others relating to 
vignettes sent to Ritson, Sixty-six titles 
are noted in all, but some are repeated; 
fifty-four different songs may be identified, 
as well as "Reel" and 'Shepherd", Only two 
titles cannot be related to any known 
drawing, these being 'Dainty Davie' and 'My 
tithers ay glowrin our se', The latter (which 
figures twice) was also known as 'Katy's 
Answer* to the addresses of 'The Young Laird" 
(see Plate XVIII, Figure 232, and p. 275 infra) . 
Intriguingly, a version of 'Dainty Davie', 
the conclusion of which, at least, agrees 
very well with an . untitled illustration by 
Allan (Plate XIX) was collected by, Peter 
Buchan, c. 1820; see Hamish Henderson, 'The 
Ballad, the Falk and the Oral Tradition', in 
rho People's Past, ed, Edward J, Cowan, 
Edinburgh, ý1980, pp, 90-2- (on Buchan himself, 
see David Buchan, rha? Rallad and the Foli-, 
London and Baston, 1972, p, 205 ff), Allan does 
quote from memory an otherwise unknown ver- 
sion of IThe Cogie" (NGS 04494; Fig. 233, be- 

. 
tween pages 275-76), but he would hardly have 
passed over the notorious song about 'Ness 
David Williamson' and the Laird of Cherry- 
trees' daughter; a version is in David Herd's 
ýncient and Modern Scottish Songs, Yeroic 
Rallads Etc, 2 vols,, 1776, Vol. II, p. 215 (cited 
as 'Herd" in subsequent notes), 
26, Sote examples of such changes are noted 

infra, pp, 2S3 and 277, 
27, Sale 1, p. 11, lot 67. ýAlthough this lot 

is described as "Sketch, pair', it is 
unlikely that this refers to the two wash 
drawings illustrated; not only does the other 
side of the leaf contain designs for three 
ballads, the album of which it forms part was 
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still owned by 'Baby - Allan", presumably 
Allan's daughter Barbara, in 1801 (see n. 18 
supra), Ritson's volumes include versions 'of 
both these pictures, 
28, 'Gaberlunzie ... 30 in by 25" Sale 1, 

p. 9, lot 72, 'Anderson ,,, framed, 2ft 6in 
by 2f t, Sale 1, p. 9, lot 78, A "Sketch of 
the Picture from Burns's little ballad of 
'John Anderson my jo, John, ' 25in by 30" was 
sold on the previous day (p. 7, lot 39, also a 
"Painting", i, a, in oils rather than water- 
colours), One of these is all but certainly 
the "'John Anderson and his wife' Esic3 indis- 
tinctly signed and dated ... 24ý x 2ft, ', in 
Sotheby's sale at Gleneagles Hotel, 27t' 
August, 1985, part of lot 867, 

29, Cunningham, a nephew of Principal 
Robertson, was 'a coadjutor with [Thomson) in 
this business" (the S0, and, wrote Burns, 
'the first & dearest of my friends*,, Letters, 1; 
p. 127 (2nd edn,, p, 154), no, 511. ' It was 
probably he who provided Thomson with an 
introductory letter to Burns (Currie, Vol, IV, 
p, 3; YSO, VI, p. 216), Burns enclosed three 
songs - "Une bagatelle de lAmitii' --to his 
'very much valued friend' in a letter of 3rd 
August, 1795, to Thomson; Latiers, 11, pp, 307-08 
(2nd edn,, pp. 362-64), nos. 676 and 677. Unless 
a letter from Burns to Thomson is missing 
from the sequence, then Thomson's statement 
in a letter of 17th April, 1794, that 'Allan is 
much gratified by your good opinion of his 
talents" implies that both he and the artist 
knew of the letter. of March, 1794 (begun 3rd, 
sent 22nd), to Cunningham, in which Burns 
wondered about Allan's patrons, commended his 
edition of The 6entla Shepherd and described 
him as "a man of very great genius'; Letters, 
II, pp. 236-38 (2nd edn,, pp, 284ý16), no, 620 
(cf. n, 6 supra, pp, 266 and 283 infra, and see 
also Chapter 1, p, 4 supra), Since, in his own 
retter, Thomson mentions "perusing' the one 
which Burns had sent to Cunningham in 
February, ' 1794, and since Cunningham had 
recently sent an inscribed copy of The 6entla 
'Shepherd to Dumfries, it seems very likely 
that this was the case, This fact, or strong 
probability, is of more than anecdotal 
inte-fest,, as is suggested an p, 266 infra, For 
Thomson's litter, see Currie, IV, pp. 148-49; 
WSO, VI, pp, 295-96, 

30, Thomson tto Burns, 27 th 
- 

October, 1794 
(Currie, IV P. 186; WSO, VI, p. '317). 

_ 31, Letters, 11, p, 243 (2nd edn,, pp, 294-95), 
no, 625, and pp. '300-01 (2nd edn,, pp. 35S-57), 
no, 670,, One of the drawings mentioned by Burns' 
is in the Print Room, NGS (Box 6, RN 3961); a 
change he 'suggested was adopted by ýIlin for 
a version in Glasgow Art Gallery (Fig 2ý8, 
facing' p. 150 -infra), Another pair- of illus- 
ýrations to this poem was with Christiels, '19th 

478 

June, 1.979, See also Francina Irvin Early 
Scottish pictorial Handkerchiefs", Scotland's 
lfagazýno, LXIII, (1967), p. 10, for a printed 
cotton handkerchief after the drawings of 
this subject owned by John Mair, a Glaswegian 
calico printer mentioned in Wright's 'sketch" 
of Allan (Appendix VIII), The engraving by 
Robert Scott follows the 'interesting scene 
of family worship" which Thomson commissoned 
from Allan and sent to Burns in May. 1795; 
letters, II, pp. 300-01 Und edn,, pp, 35S-57), 
no, 670 (see Figure 2% ), For more details, 
3ie note 6 to page 236 supra, Thomson 
refers to the-painting as 1 'drawing' in his 
reply, 13th May, 1795, implying that it was a 
watercolour (Currie, IV, p. 236, WSD, YI, p. 344). 
Scott's engraving is not dated, and Allan's 
preference for pale tints in his later water- 
colours may have led Oarothy Wordsworth to 
mistake his drawing for a'print. 

32, When his illustrations to Fergusson, 
Thomson, MacNeill, "Ossian', Ross's ffelanore 
and Ramsay's rho Soolle Shophardare added to 
his illustrations of songs, the ýtotal of 
literary pictures , prepared by Allan is little 
short of one hundred and fifty, Only eight 
'designs" by Allan were definitely for verses 
which Burns 'made" (the allusion is to'one of 
his favourite expressions about the 'business 
of composing'; see for example Letters, 11, 
p, 166 --ý2nd edn., p. 204'-7'no. 557). Two designs, 
with copies and variants being made from 
each, 

_ 
were 'from "The Cotter's Saturday Night", 

Six drawings were certainly for songs written 
by Burns, as is proved either by inscriptions 
in Allan's hand or by specific features of 
the drawings themselves, In addition' to those' 
reproduced here (Plate XV, Figures 219,245-46 
and 260) his illustrations to 'Ca"the Yoves" 
and 'Lord Gregory' are for the versions madi 
by Burns rather than those he collected, 
Another five are accompanied by verses com- 
posed by Burns but inscribed by a hand other 
than Allan's, One of these is of a song which 
Burns reworked ("Let me' in this ae night', 
from HerdIl, 167-69; Private Collection), In 
another two the Identification is likely, if 
not. certain: 'Lassie wil the lint-white 
locks', NO; 'Now Spring has clad the grove 
in g reen', RSA (F 

, 
igure 2SO, facing P, 283), ' In 

two cases the identification not only has no 
authority ,' it is contradicted by in early 
sketch or by Allan's etched proof and list of 
titles; see p. 242 and n, 42 infra. Finally, the 
words' 'But warily tent . Jc, inscribed 
below at least' 

, one print of 'Jockey said to 
Jenny' ýBM 1868-3-28-580) should be ignored, 

33, Cf. letters of 2S th October, 1787,. to. 
John Richmond and the Rev, John Skinner, 
Letters, Vol, 1, pp, 

, 
132-34 Und edn,, pp' , 166-68), 

nos, 146 and 147), Od letter of late November 
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in the same -iear to James Candlish; Letters, 1, 
p. 179, no, 193, revised edn,, p. 177, no. 153 A. 
(Candlish replied on December 4 Ih , hence 
Ferguson's conjectural (February 1788? 3 was 
corrected), The first volume of the Wwas 
published in 1787, Five more were 
to follow, in U88,1790,1792,1796 and 
1803, Each - making allowances for S91f V, 
Nos, 403 and 404 -ý- contains one hundred 
airs, some of these having a choice of words, 
Burns contributed greatly to the venture, and 
had a strong hand in the (anonymous) Prefaces 
to the second, third and fourth volumes, 
34, The first quotation (original spelling) 

is from a letter of September, 1794, to 
Thomson, the second from the long list sent 
to his in the previous year; LaffiarsIl, pp, 256 
and 198-206 Und edn., pp, 306 and 239-48), 
nos, 637 and 586 (see remarks on 'N" 69, 
Todlin Hame', p. 204 or 246), Captain Topham 
also considered that the words of these songs 
were 'the cause of their longevity"; Letters 
fros Edinburgh, 1776, letter XLY, 
35, Cf, letter to Or, Moore, Letters, - Vol, 1, 

pp. 104-16 Und ednI pp, 133-46), no, 125 (esp. 
pp. 108-09 orý 137-39), and also an entry for 
September, 1785, in the First Commonplace Book 
(ed, I. C. Ewing and Davidson Cook, 1938). 
36. 'The stories of Percy and Douglas, on 

Chevy Chace, in five pictures' formed lot 58 
at the sale of Robert Foulis' collection, 
London, 1776, ' Four plates by Caldvall after 
Allan were published in Murray's edition of 
The SHSOU, London, 1779, most of his 
drawings for an interleaved volume of 
translations from- the Gaelic (Cowie Coll- 
ection, the Mitchell Library, SR 243 308888) 
are in sepia wish, but the Frontispiece is a 
fine watercolour (Plate XI, and Figure 179), 
Allan's two drawings of "Leith Races' are in 
the Ounimarle Album, NGSPrints and Drawings, 
37. See Chapter 111, p. 118 suvra, and also 

p, 260 and Fig 214 infra, 
38, The quotation is taken from a letter of 

May, 1795, sent f rom Burns to Thomson on re- 
ceipt of Allan's painting of 'The Cotter's 
Saturday Night', Burns had thought of pre- 
fixing a vignette taken from a miniature 
(probably the Alexander Reid profile, SNPG 
No, 341) to the song 'Contented wil little & 
cantie wi' mairl in order that. 'the portrait 
of my face & the picture of my mind may go 
down the stream' of Time togetherl; Letters, 
II, pp, 300-01 Und edn,, pp, 355-57), no, 670, 
and also ibidpp. 289-90 (2nd edn,, pp, 342-43), 
no, 658 to Maria Riddell, 

39. See p, 237 supra, On Tonson, and the 
illustrated edition of Dryden's translation 
of the Ineid (for subscribers only), see Alex- 
andre Beliame, Ren of Letters and the English 
Public in the E4htaenlh Century 16io-1744, 
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Orydan, 4ddison, Pope, first published- 1881, 
revised 1897; English edn., London, 1948 (trans- 
lited by E. 0, Lorimer), p. 114 n, ind pp. 356-57, 
40, Preface to "Second Edition' of the SC, 

dated I'll, January, 1794, This was actually a 
reissue of the first set of twenty-five airs, 
published in May, 1793, Each Volume of the SC 
consisted of two 'Sets",, eich,, contiining 
twenty-five airs and fifty songs, 
41, Thomson's letter of Sth February, 1796 

(Currie, IV, p. 252; WSD, VI, p. 351 ), The reply is 
undated; Letters, II, p. 317 Und edn, p. 376), 
no. 689, 'Thomson mentioned 'stroke-engrivings' 
in January, 1793 (p. 237 supra), but from 'this 
letter of three years later it appears that 
he had already, told Burns of the proposed 
octavo edition, No such information is in the 
correspondence as it survives (Thomson's 
editorial methods were drastic), but what is 
clear is that there had 

, 
been a lengthy gap in 

the sequence, Burns had list written Thomson 
in August (Thomson's 'letter of Slh Feb, 
begins 'The piuse you hive made, my dear Sir, 
is awful! ") and had endured "many weeks of a 
sick-bed" towards the end of the year; 
Letters, II, p, 315 Und edn,, pp. 373-74), 
no. 687, to Robert Cleghorn, 

42, The quotation is from Thomson's letter 
of 28 th July, 1821, to Stothard, suggesting he 
sake a copy of 'the graceful and richly 
coloured little picture which you call'd 
highland Mary, but which by the help of a 
back ground of birch trees on the precipitous 
banks of a stream would equally well re- 
present the subject of the birks of Inversay' 
(NLS MS 685), Three, of Allan's etchings were 
printed with different titles, or under false 
identities, it different times-, 'The Bagrie 
o't' (Allan's list and proof) became 'Con- 
tented wi' Little'; 'For the love of Jean' op 
'Jockey said to Jenny' (list and some prints) 
had lines from 10 Whistle, and I'll come to 
ye, my lad" added; i, third design appears as 
both 'The Yawking of the fauld' (list) and 
'Cowdenknowes", In the f irst two cases, the 
change is from a song omitted from the SC to 
one included, One of the drawings liter owned 
by Thomson (RSA album, no, 26) had lines from 
'Highland Mary' -added, Allan's early sketch 
of the same composition, however, was for 
Ramsay's "The last time I cam o'er the suirl 
(Cowie Collection, Mitchell Library: SR 241, 
No 308864, f. 24, racto; compare Figures 206 
and 230, between pp, 252-53 and facing p. 274 
respectively), Finally, a letter Thomson sent 
to Stothard on August 16th) 1815 (NLS MS 685), 
contains an intriguing reference to an illus- 
tration of 'Duncan Gray', drawn by Allan, in 
which a 'young woman' - i, #, Maggie - is seen 
holding a handkerchief, The solif is, of course, 
a familiar one, but no such drawing is known. 
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Unless one has been lost, this is another in- 
stance of, - Thomson's having known best; the 
most likely object of his learned revision is 
Allan's 'drawing for "Throl the wood, Laddie" 
(album in Royal Scottish Academy, no, 33). 
43, See only Currie, IV, p, 257, The text in 

WSO, YI, p, 353, is imperfect; the words 
between, 'plates' and "for that work' were 
omitted, Despite Allan's reported views on 
aquatint, he used the technique in two of his 
song illustrations ('Maggie Lawder" Esic3 and 
"Bonny Barbara Allan', Figs, 231 and 254, facing 
p, 274 and between pp. 284-85 respectively). 

44, Leiters from Edinburgh, 1776, Letter 
XLY, 'On the Scotch Music", 

45, Maggie Lauder lives in 'Anster", but 
the figure in Allan's illustration surely 
hiiIs from his "Napolitan Dance' ( sic), 
Figure 12, facing p. 12, Compare also the 
background figure in 'The Highland Dance' 
with others - in "Tullochgorum' and 'The Penny 
Wedding",, Plate I, and Figures 26 and 295 
f icing pp. 27 -and 348. 
, 46, Tihe five pictures of 'Chevy Chase' are 
unlocated, The interleaved volume of trans- 
lations from the Gaelic (Cowie Collectioni 
the Mitchell Library, SR 243 308888) has ten 
pictures by Allan, and thirteen very clumsy 
sketches in sepia wash by, IJ A" (? James 
Allan, the artist's half-brother), The volume 
is partly in manuscript and partly printed, 
and is entitled; 9 Collection of ftient 
Poems, Translated from the 6alic, "- of Ullin, 
Ossian, Orrin &c By John Smith, Minister at. 
Kilbrindon, Argyleshire 1780'(the words after 
'fialic' [sic] in manuscript), 

47. Allan's references on the sheet 
illustrated - from 'ýaby Allan I her Book" 
(Cowie Collection, Mitchell Library: SR 241, 
No 308864) - are both to Ritson's Scotish 
Song, 1794 (Figure 180, between pp, 243-44), 
48, For Allan's letter of June, 1785, to, Sir 

James Grant of Grant, see Chapter III, p. 121 
suora, where it is transcribed in full from 
the original (EReg, House, GO 248,, box 511, b. 2), 
49. See Chapter IV1pp. 154-55 and Figure 115, 

between pp, 168-69 suvra, - 
50, Chapter IV, p; 183-84 supra, The page 

references on this sheet -from the album are 
to Herd's 1776 collection; the printer was 
John Wotherspoon (Burns several timel refers 
to 'Yitherspoon's Collection of Scots Songs"; 
see #, g, a letter of June, 1793, to Thomson, 
Letters, 11, p, 178 - 2nd edn., p. 217 - no. 566), 
51. Allan listed eleven different subjects, 

cancelled two ("Margarets Ghost' and' 'Gill 
Morice") and sent eight: "Shepherdu, "Paties 
Courtship', 'Baberlunzieman', 'Reel-", 
'KillicrankieO, "Barbara Allan", "Hardyknutel 
and 'Cruel knight', three for 'Headpiece[sll, 
three for 'tail Epieces]", and the last title 
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"added". The 'Shepherd' was not assigned any 
place, and a 'Trophy' tail(piece) was not 
sent at all (Cowie Coll,, SR 241, No. 308864, 

18, 
52, - Chapter IV, pp. 183-85 suPra, 
53, - Scolish SongLondon, 1794, Vol. I, p. vii, 
54, Thomas Crawford calculates that "three 

thousand or so songs [were] published in 
Scottish poetical miscellanies and song-books 
from 1682 to 1785"; Love, Labour and Liberty,, 
the eighteenth-contury Scottish lyric, 
Carcanet Press, Cheshire, 1976, Preface, p, 7, 
and Society and the Lyric a study of the Song 
Culture of eighteen th -cen tury 

, 
Scotland, 

Scottish Acidemic Press, Edinburgh, 1979, p, 8. 
A 'Select List of Song Books And Miscellanies 
Published in Scotland (1662-1786)' is given 
in the litter work, pp, 216-19; the S0 
commenced publication in 1787, and Villiam 
Thomson's Orpheus Caledonius was publis 

, 
hed in 

London, More detailed lists are in I Mick's 
rho Songs of Robert gurns, London, ' 1963, 
reprinted 1962, and in The Folklore 
Associates' reprinting of rho Scots iYusical 
Ifussual Pennsylvania, 1962, The two most 
extensive and important collections of Scot- 
tiS'h songs before 1787 (words only), Ramsay's 
Tea-rable Ifiscallany and Herd's Anciaot and 
, Yoder n Scottish Songs (1776 edition), 
together account for almost seven hundred 
different songs, although not all of those in 
the rhYare Scottish, 
55, Herd's Preface, p, viii, 
56, In addition to the examples cited in 

the following paragraphs, see David Laing's 
"Additional Illustrations' to Stenhouse's 
Illustrations of the lyric poetry and ausic 
of Scotland, Edinburgh 1853, p. *4S7; an how 
"Sir Patrick Spence' (sic) had, since its 
publication in Percy's Roliques, lbeen 
printed - in a" hundred different shapes, 
generally with additional verses or 
improvements 'fortunately recovered, ' 1c, but 
most of which improvements are palpable 
interpolations', 
57, See p, 237 suora, Herd included OAuld 

Robin Gray" among his "Comic and Humourous 
songs", but Ritson interpreted it properly, 
as did the editor of rho Charser (1782); see 
pp. 280-81 infra, 
58, Discussed p, 264 ff infra. 
59, Burns gives Masterton as the composer 

in his 'Notes an Scottish Song', ' in the 
interleaved copy of the S0, in Songs of 
Surns, ed. J. Cý Dick, 1908, p. 27. 

60, The quotation is from Coleridge's 'A 
L. etter to ,, 'I some of which was published 
as 'Dejection, in Ode'; Colotidge Is Verse, 
selected and edited by W, Empson and David 
Pirie, London, 1972, p. 187. 
61, For 'Dainty Davie" only the title and a 
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line of verse are extant, in one of Allan's 
lists (Cowie Collection, the Mitchell 
Library, SR 241, No 308864, f. I racto). 

62. The first three quotations are troa 
Burns Is letters to Thomson: April, 1793, 
'Letters, 11, pp. 160-63 Und edn, pp. 195-99), 
no. 554 (p. 161 or 196); 19" November, 1794, 
ibid,, pp, 275-79 (2nd edn, pp, 327-31)l no, 647 
(p. 276 or 328); April, i796, ibidpp, 319-20, 
Und edn, pp, 378-79), no, 693 (p. 320 or 379; 
Burns actually wrote 'admirable! '), The last 
quotation is from his letterof 25th October, 1787, 
to the Rev. John Skinner, author of 
'Tullochgorue"; Letters, I, pp. 133-34 Und 
edn, pp. 167-168), no, 147. Skinner's words to 
this traditional air were printed, with the 
music, in the S1% 111 (1790), p. 298, N? 289, 
having first appeared in rhe Yeekly 11agazins, 
May 2nd, 1776; see rhe Poess of Robert 
Forgussoo, STS edn., ed. M. P McOiarmid, Vol. 11, 
Edinburgh and London, 1956, 'p, 255, 

63. Herd's Preface, 1776, p vii, 
64, Both phrases are quoted from the 

Preface to the Trff, p. vi, 
65, Four of the remaining five -ire of 

Historical Ballads, and the last - 'Bonny 
Barbara Allan' - was classed among the 
'Heroic Ballads', MacNeill's 'Maid of 
Cistlecary' is also a Pastoral, Of Thomson's 
seventeen plates, fourteen were comic. 
66, The five pictures of 'Chevy Chace' are 

here excluded from the reckoning, primarily 
because of their. early date and their being 
unlocated since 1776, although the ballad is 
in any case of English origin, with reference 
being made to 'our king' Henry (Herd, Vol. I, 
pp. 54-63). The title in the Foulis catalogue, 
of course, may have been 'chosen for a London 
market, and it is likely that Allan's design 
for the "Battle of Otterburn" repeats one of 
these early pictures (Figures 20 and 185, fac- 
ing p. 20 and between pp, 247-48 respectively). 
The distribution of songs in Herd's volumes 
is paralleled by that in a broadside coll- 
ection of c, 1775 from Aberdeenshire, said by 
Thomas Crawford to contain a 'fairly high 
proportion of comic songs" (Society and the 
Lyric, Edinburgh, 1979, p. 6). 
67. Herd, Preface, 1776, p vii, 
68. The vignette of 'Hardyknute" in 

Ritson's Scotish Song, 11, P. 129, is 
inscribed- 'Allen del. %, 'Parker fe". The 
"Head-' , and 1%il-" pieces prepared for 
Ritson are listed in n. 51 supra, 

69, The song is initialled 'C' in the MY, 
Vol. 1, p. 3; in the Index to SNIf 1, p. iv, it 
is given to "Mr Crawford' (the song is N? $0, 
p. 81), whom Stenhouse identifies is William 
Criwfurd of Auchinames (Illustrations, pp, 36 
and 84), Although Crawfurd's words were 
printed in virtually every collection ofScat- 
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tish songs published in the century, the page 
number in Allan's rough sketch refers to 
Ritson's Scolish Sov, 1794, 
70. Letter of 30th November, 1816; Thomson, 

in quoting "the words which thle Shepherd- is 
supposed to be uttering', identifies the song 
and thus Allan's sketch (NLS, MS 685). Thomson 
lent a 'Book of Allan's Drawings' to Stothard 
in 1822 (ibid,, 22nd, September, and also 24th 
February, 1823), 

71, Letter of 27 1h Octobero 1794 to Burns 
(Currie, IV, p. 186; WSD, VI, p. 317), but he 
disliked the idea; letters, III p. 297 (2nd edn., 
P. 340), no. 656, 

72, In Otto Van Veen's Eablemata Amorva, 
vignettes and verses are designed and arr- 
anged , 

in a similarly repetitive manner 
(Stirling-Maxwell Collection, Glasgow Uni- 
versity Library, Special Collections), Allan 
may have known this or other emblem books; 
see p. 284 and n, 207 infra. 
73, Cf, Thomson's letter of October, 1794, to 

Burns; Currie, IV, p. 16a, WSO, V11 p. 308, 
74. Beugo's plates were published in 1788; 

see Chapter IV, p, 152 and Figure 107 supra, 
75, A $elect Collection of favourita 

Scolish fallads, Perth, 1790, for R, Morison 
junior, Three of the illustrations are by 
Beugo after Yeir, presumably Wtlteri Veir who 
also illustrated rho 6ongle Shepherd (n. 101 
to Chapter IV, p. 465 supra) The fourth 
plate, also designed by Weir, was engraved by 
0. B. Pyet, who also worked on Morison's Poems 
of ossian, 1795; the illustrations after 
Allan which were printed in this ediiton were 
engraved by A, Stevenson, Allan certainly knew 
the 

, 
collection of songs from 1790; four of 

the page references written beside his 
sketches correspond only to this edition (see 
for example Figure 228, facing p, 273 infra). * 

76. Caldwall's prints are in the corres- 
pondence relating to the Earl of Abingdon's 
Representation of the &-scution of Mary, Men 
of Scots, NLS, Acc, 8155 (MS); see note 116 to 
Chapter V, The Robin Hood prints are in the 
Bodleian Library, Douce FF 71, no. 131; this 
similarity was first noticed by Jim Brown, 
and communicated by letter,, July, 198S. 

77, The first quotation is from Ramsay's 
Preface to the MY, the second from Crawford, 
Society and the Lyric, p. 6; the contemporary 
market for song-books is discussed and demon- 
strated at length in this book, On one 
significant change in 

- 
emphasis evident in 

collections of the end of the eighteenth 
century and beginning of the nineteenth, see 
pp. 303-05 infra, 
78, See Scottish rragir Sallads, 1781, for 

Pinkerton's note an "Sir Patrick $pens'; for 
Say's Achilles, 1733, see Stenhouse, Illus- 
trations, p, 477, note to SXXVI, no. 544. For 
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Burns's letter - (August, 1793, to George 
Thomsoný see Letters, II, p. 189-90 (2nd edn, 11, 
p. 229), no. ' 576, David Herd noted in his 
manuscript collection - BM ýdditional 22 311 
(MS. 1) and 312 (MS. II) - that 'The two 
following songs were' got from 'an Irish 
harper; the airs are very fine and much after 
the manner of ey Scots': see Hans Hecht, Songs 
from 0avid Hard's Manuscripts, Edinburgh, 1904, 
p. 334, footnote to CXX and CXXI (pp. 273-74). 

79, The same figure -a tan riding an a 
goat - appears in Garlands published in 
Paisley, Falkirk and Stirling (Wylie Coll- 
ection, Glasgow University Library, Spec. Coll. 
8h. 13 - c, II, passis), In the Egyptian 
Wedding Jc, ( i, #, 'The Gipsy's Wedding") 
Paisley n, d,, it is printed on its side. Other 
examples of this carefree attitude to illus- 
tration are recorded in Leslie Shepard, rho 
8roadsido 8allad 9 Study in Origins and 
Meaning, London, 1962, p. 82 and, a tore dis- 
concerting misuse, p. 89, 'Garlands' were 
often larger and tore expensive than chap- 
books, which were typically of twenty-four or 
thirty-two pages, and sold for ap enny or 
tuppence, "Garlands' sight contain 100 songs, 
At the same time, single songs might them- 
selves be termed 'garlands', 

80, The quotation is from a letter which 
Burns sent to Mrs. Dunlop On 6th December, 1790, 
and refers to a picture from which Allan 'made 
an aquatint print; Leiters, II, p. 50 (2nd edn. 
p. 64), no. 428, and also Chapter Y, p. 228 supra, 
Examples of woodcuts of such subjects may be 
studied in quantity in the Glasgow Room of 
the Mitchell Library or in the Special Coll- 
ections Department of Glasgow University 
Library, each of which has a Chapbook Index, 
See also William Harvey, Scottish Chapbook 
Literature, Paisley, 1903, Chapter I I, p. 89 ff, 

81, ' Reproduced several times in the 
compendium John Cheap the Chapman's Library; 
the Scottish Chapbook literature of list 
century, classified, Glasgow, 1877, and in 
Scottish Chapbook Literature, p. 95, 

82, See G. R. Gordon, rho Walks of Itomely 
Life Oavid 911an's Illustrations to 'rhe 
6enile Shaphord", 1984, Disserta tion 
submitted to the Department of Fine Art, 
University of Glasgow, Figures 16a and 16b, 
Lizars' engraving was made in 1823, after a 
woodcut of c. 1790, Some woodcuts of the early 
nineteenth century are reminiscent of Allan's 
prints, as might be expected; see for example 
rho Young Squire's Frolic, J. M. Robertson, 1807, 
and The Lawyer and Nall, Greenock tn. dj. 

83, Bunbury's stipple engraving was pub- 
lished in 'London FebT 10,1783, by W, 
Dickinson, N11 24 Old Bond Street', This print 
is one of three by Bunbury (the others, of 
similar form, from 1784 and 178S) pasted into 
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an interleaved copy of Alexander Campbell's 
ýn Introduction to the ffistory of Poetry in 
Scotland, Edinburgh, 1798, in Edinburgh Cen- 
tral Library (Scottish Room, RBR X PR 8510). 
This volume also contains proofs of most of 
the twenty-five etchings which Allan prepared 
for his first collection, in addition to the 
eight f inal versions originally published 
with it (p. 238 supra; for the publishing 
history of these etchings, see Appendix IX), 
The importance of this volume was pointed out 
by Jim Brown, in his study rho Scottish Song 
Illustrations of Oayid 411an, University of 
Edinburgh dissertation, 1184, " 
84, Lockhart published the anecdote in both 

his Life of Surns and his' Life of Scott; it 
is printed in Robert Surns rho Critical 
Heritage, ed. 0. Low, London, 1974, pp. 261-62, 
The incident is said to have occurred at 'the 
late venerable Professor Fergusson's" home 
(original spelling), 

85. Sir Ellis Waterhouse, Painting in 
Spitiin IS30-1750, London, 1955, p. 209; the 
date given is 1787, Scott's description of 
the print does not correspond with Wright's 
painting, He was, however, recalling the 
event many years later, and the verse may 
have coloured his memory. Wright also exhib- 
ited subjects from Sterne and Beattie, 
86. Pinkerton owned a manuscript of 1625-49 

with a version of this 'ballad, but Bishop 
Percy claimed to have a 'fragment" in manu- 
script written 'at least as early, if not 
before the beginning of the reign of Queen 
Elizabeth in 1558' (see Scottish rragir 
Sallads, 1781, p. 113; and Stenhouse's Illus- 
trations, p. 124). Child,, however, dated it to 
the early seventeenth century, and claimed to 
have identified the protagonist (English and 
Scottish Sallads, IV, ý 123, ) 

87, Not only in song illustrations; , see 
Chapter III, pp. 115-16 supra, and Figure 71, 
the Watson Family group (1782), 
88, Cf. p. 238 suora, The print was published 

in June, 1818, inscribed 'Oesignd by Allan 
Drawn by Stathard Engrav1d by P, Thomson', 
Stothard's version may not simply have been 
an enlarged copy of Allan's; the girl's head 
is quite different from any, picture of the 
subject made by Allan and extant, 

89, Ct Reynolds, Oiscourses on 4rf, IV, 
lines 28-33, and Jonathan Richardson, 4n 
irssay -on 'the rhoory of Painting, 1725, "Of 
Invention' and "Of Expression' (pp. 41-117). 
90, As in Allan's Italian costume studies, 

a major feature of -one picture becomes a 
background detail in anotheý (cf. Chapter 1, 
p, 14 supra). This incident was derived from 
one of his illustrations to ITranent Muir', 
an account of the battle- of Prestonpins 
written by Adam Skirven (father of Archibald 
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Skirving), Colonel James Gardiner was 
deserted by the dragoons under his command, 
and 'after maintaining an unequal contest, 
single-handed, with the enemy for a 
considerable time, he was it length 
despatched with the stroke of a Lochaber axe, 
at a short distance from his own house'; 
Illustrations, p. 107 (see Figure 182, between 
pages 245-46 infra). Allan deliberately 
excluded from his etching of "Sheriffmuir' 
all other evidence of fighting (such as is 
seen in. his preparatory sketch, album in 
Cowie Collection, Mitchell Library, SR 211 
No. 308864, f. 5, verso) because such realism 
detracts from the ridicule of the piece, 
91. For Vauxhall, see Lawrence Bowing, article 

in Burlington Magazine, XCV, January, 1953, 
Information in the following paragraph is 
derived from Algernon Graves, Royal ýcaoosy, 
London, 1906, and Societies, London, 1907, 

92. Sold in London, 1776, They may hive 
been painted as early as the 1760s, when 
Allan was a student in Glasgow, Bishop Percy 
wrote to Lord Hailes of ballad illustrations 
in the Foulis Academy; rho Percy Letters, ed. 
A. F Falconer, 1954 (cited in J. Brown, op. cit), 
93, Sale I. p. 9, lot 86, 
94. Allan's %greable Groupel (original 

spelling) is in the Seafield Papers, East 
Register House, Edinburgh, 60 248, box 511, b.; 
part of a letter to Sir James Grant of Brant, 
dated June 13th, 1785 (transcribed in full in 
Chapter III, R 121 suora), The 'concept at 
Hopetoun House" is in a private collection, 

95. The quotation is from Campbell's 
Introduction to the History of Poetry in 
Scotland, Edinburgh, 1798, p. 9. 

96. Samuel Johnson, 9 Journey to the 
Western Islands of Scotland, London, 1775, 
'The Highlands' and "Anoch' (ed. Peter Levi, 
Harsondsworth, 1984, pp. 62-3 and 60), 

97, The words quoted are from a letter of 
August, 1787, to William Tytler; Letters, 1, 
pp. 116-17 (2nd ednp. 147), no. 126, For the 
significance of the initials which Burns 
used, see his letters of October 23rd and 
November 13th, 1788, both to Mrs Ounlop; ibid, 
pp. 266-67 and 272-73 (2nd edn, pp. 329-31 
and 336-37), nos. 280 and 285, In SIMI IV 
(1792), songs marked 'Z' are stated to be 
"old verses, with corrections or additions', 
but, as Burns wrote in the second of these 
letters, in "a good many of them, little more 
than the Chorus is ancient' (p. 273 or 337), 

98. 'John De Lancey Ferguson, Pride and 
Passion: Robert Burns 17SY-1796, New York: Ox- 
ford University Pres%1939 (1964reprint), p. 261. 

99, Burns, in the long list of lobser- 
vitions' sent to Thomson in September, 1793, 
described 'Auld ling synel as 'the old song 
of the olden timesn; Letters, 11, pp. 198-206 
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Qnd, edn, pp. 239-0), no. 586 (p. 20S, p. 246; 
given as "Song" in 2nd edrL), The word artists 
an p. 256supra is to be understood in its 
widest sense, Allan, sensibly enough, took 
note of the airs of these songs as well as 
their words; see p. 286 ff. infra, 
100, Burns refers to the Rev. James Cririe's 

9ddress in a letter of Ist October, 1788, sent 
to Peter Hill; Letters, I, pp. 262-65 (2nd edn. 
pp. 325-27), no. 276, The second quotation is 
from a letter of 1911h November, 1794, to Thom- 

son; ibid, 11, pp. 275-79 (2nd edn, pp, 327-31), 

no. 647 (p. 276, pp. 327-28). 
101, lbid, II, p. 161 (2nd edn, pp. 195-99), 

no. 554; letter of April, 1793, to Thomson 
(Burns did not set out the words in separate 
lines, as they are printed by Ferguson, but 
simply ran them into ýis sentence, as they 
appear in Roy's revised edition), For Allan's 
illustration of this song, see Figure- 228, 
fie ing p. 273 infra, 
102, CC Ramsay's Preface to rho Ever 6reen, 

quoted (in part) in Chapter IV, p. 142 supra, 
103. Scottish Tragic Ballads, London, 1781, 

OissertationII Nnthe Tragic Ballad'), p. xxxv. 
104, Preface to the second edition ... of 
'Lyrical Ballads', 1801 (written 1800); Fords- 
worth Poetical Forks, ed. Thomas Hutchinson, 
revised Ernest de Selicourt, Oxford Univer- 
sity Press, 1904 (1978 reprint), p, 734 ff. 

105, 'A Critical Dissertation an the Poems 
of Ossian Son of Fingal', in rho Poems of 
Ossian Translated by James Ifacphorson, Edin- 
burgh, 1830, p, 94. Macpherson's Fragments. of 
Ancient poetry collected in the fighlands was 
first published in 1760, Derick S. Thomson's 
daelic Sources of Aacphorson's Ossian, 
Edinburgh, 1951, confirms that Macpherson 
made use of some fourteen or fifteen trad- 
itional ballads (p. 10), 
106, Pinkerton wrote that Poetry was such a 

language (Scottish Tragic Ballads, 1781, 
Dissertation 1, 'On the Oral Tradition of 
Poetry', p. x); the remaining quotations are 
from Campbell's Introduction to the hlistory 
of Poetry in Scotland, 1798, p. 9, 
107, CC Herd, Preface, p. v (first sentence). 

and Thomas Blackwell, An InViry into the Life. 

-ýrd- ! . -Writings of homor, London, 1735, 

. 
Section IV, p. 61. He discusses the subject at 
greater length on p. 17 ff, The argument is 
related to that involving climate, mentioned 
in Chapter IV, p. 153 and n, 40 supri, 

108, Cf. Sit Valter Scott's Introduction 
(dated from Edinburgh, 1802), to The Ninigrelsy 
of the Scottish Border; in Sir Paltop Scott's 
Ninstrelsy of the Scottish Border, ed, T, F. 
Henderson, Edinburgh and London, 1902, p. 156. 
109, Ibid, p. 157, 
110. Cf. Sir George hickenzit of Rosehaugh, 

Pleadings i#soso remarkable Casos, 1673,. quoted 
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by Maurice Lindsay, hfistory of Scot t ish 
Literature, London 19771 P. 153; and 
Wordsworth, Preface, p. 735. In this Preface 
also occurs the expression "a plainer' and 
tore emphatic language', 
III, Letter of April 261-h, quoted verbatim 

ot literatim from Ross Roy's revision of 
Letters, 1931 (1985), Vol. II, p. 211, no. 559; 
Ferguson's text omits the word "tore'. The 
organist Stephen Clarke arranged. many of the 
airs for the SMN, Pleyel was one of a number 
of- composers, including Haydn and Beethoven, 
engaged by Thomson to work on arrangements 
for the SC, and by him sometimes "guided" in 
their arrangements, His note on this letter 
is of interest: 'The Poet must have mis- 
understood the matter, As a Song the Lee-rigg 
willnot be altered inany respect whatever- in 
the Sonatas M, Pleyel is permitted to vary the 
Airs as he pleases'kLettars, 2nd edn, loc cil). 

112, The first quotation is from a letter 
of August, 1793, to Thomson; Letters, 11, p. 194 
Und edn, , p, 235), no 582, The second is 
f ram the Rev. I C. 6ordon, Oarid Man of Nloa, 
Alva, 19SI, p. 57, referring to a passage in a 
letter of the following month; Letters, Iý p. 201 
Und edn, p 242), no, 586, Burns worked more 
studiously on his songs than he cared to 
divulge; see for example p. 289 infra, 

113. The first quotation is from a letter 
of September, 1794, while the compliment to 
Thomson is from a letter of April, 1793; 
Letters, II, p. 256 Und edn,, p. 307), no, 637, 
and ibid, p. 161 Und edn,, p, 196), no, 554, On 
Thamson's musical skills, see Hadden, 6aorga 
Thomson the friend of 8urns, 1898, p, 16 and 
P, 92n, and also Chambers, rraditions -of 
Edinburgh, 1824, last revised edn. 1868,1967 
reprint, p, 2S4. 
114, Herd, Preface, p, vii, 
115, Quoted by Ritson in Scotish Song, 1794, 

Vol, I, facing p, 1, Ramsay could also, in 
different mood, mock Italian music in terms 
similar to those quoted (from Fergusson) on 
p. 260 infra, See for example his 'An Elegy 
on Patie Birniel, On Bocchi, see David 
Johnson, Music and Society in Lowland Scot- 
land in the Eighteenth Century, London, 1972, 
p. 191, and Mary Alburger, Scottish Fiddlers 
and their Music, p, 4AThe cantata, scored for 
soprano or tenor voice, continuo, and violin 
obbligato, was advertised with twelve 
"Sonatas', also by Bocchi, in the Caledonian 
Ifercury, February 22ný1726 (David Laing, Intro- 
duction to The Scots Musical Museum, four 
volume edn,, Edinburgh, 1853, pR xliv-xlv). It, was 
published as "A Scots Cantata, The Tune after 
an Italian Manner. Composed by SigniorLorenzo, 
Bacchi', in t he f irst volume of the m. 

U6, 
, 
'The Daft-Days', stanza eight, First 

published in rhe lVeekly Magazine or Edinburgh 
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Asusement, 2nd January, 1772, in appropriate 
date (see Glossary). Text from The Poems of 
Robert Fergusson, STS edn., 2 vols,, Edin- 
burgh, 1956 (ed. t2 McOiarmid), Vol. 11, p. 34. 
Punctuation, spelling and the use of italics 
differ in various editions, A tore heavily 
pointed version of this stanza appears in 
The Yorks of Robert Fergusson, ro which is 
prafi, wd, a Sketch of the Author's Life, 
London, 1807, p. 236: 

'Fiddlers! your pins in temper fix, 
And roset weel your fiddlesticks; 
But banish vile Italian tricks- 

Frae out your quorum; 
Nor fortes, wi' pianos lix, - 

Gie's Tullochgorum, o 

In the first edition of Fergusson's Poams, 
(Edinburgh, 1773) NTulloch Sarum' 

. was 
glossed, somewhat superfluously, as' the 
"Name of a tune, ' McOiarmid (op. cit,, II, 

P. 255) points out that the Rev. John 
Skinner's famous verses to this air are 
*almost certainly of a liter date than 
the composition of rhe Daft-Pays, ', the 
f irst known printing of Skinner's song 
having been in 1776, when it was prefaced by 
the stanza quoted; see also Figure 29S , 
facing P. 348 infra, Fergusson became a 
member of the Cape Club in 1772, one of his 

seconders being Herd, Other members included 
Alexander Runciman, Jacob More, Alexander 
Nasayth - and Deacon Brodie, See McOiarmid, 
op. cit,, pp, 49-60, and Davis 0, McElroy, rho 
literary clubs and societies of eighteenth 
century Scotland and their influence on the 
literary productions of the period fios 1700 
to 1800, PhO. thesis subsitted to the Uni- 

versity of Edinburgh, 1952, with Index by 
Lucille A. McElroy and O. O. McElroy (1956), 

117, In a letter of 1790 to the Earl of 
Buchan, Allan refers to an anecdote in 
Pitscottie's distory and Chronicles; see 
Chapter V, p. 20S supra, 

118. See Chapter III, p. 118 suora, The- 
account is given in full in the Rev. 7, ý 
Gordon's David Allan of Alloa, 1951 , pp. 33-5, 

119, lbid, p, 33, quoting 'Alloaensis', 
whom the Rev, Gordon identifies as 'Mt Robert 
Bald of Alloal, the source for the sub- 
sequent description of the song itself, 
given Yarbatim, 'The Humble Beggar' is in 
Herd's collection, Vol, 11, pp,. 28-30, as 
well as the S##, Barry, in An Account of a 
Series of Pictures -.. at the Adelphiwrote 
that music 'should necessarity require words 
for an exponent' (Worh-sLondon, 1809, Vol. II, 

p. 334. Ct also Addison, Speclatoeno. 18,1711, 

and James Beattie, who believed that music 
'neverappeirs to the best advantage but with 
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poetry for its interpreter" (quoted by Thomas 
Crawford in Society and the Lyric a study of 
the Sony Culture of eigh teen th -can tury Scot- 
land, Scottish Academic Press, Edinburgh, 1179, 
Preface, p. vii), Duncan Macmillan suspects- 
that to some' extent 'life is imitating art" 
in the story of Allan's recitaiiyo, but 
accepts that "even if all the circumstances 
are apocryphal, the central point must be 
true, Given so many other candidates for the 
task better qualified, there would be no 
reason arbitrarily to appoint Allan champion 
of Scottish song' (Painting in Scotland rhe 
6olden ýge, Oxford, 1986, p. 70), Chambers 
tells a kindred story about one 'Singing 
Jamie Balfour', who, in la company where an 
Italian vocalisý of eminence was present', 
performed a Scots song with all conceivable 
'Italian tricks", Balfour's friends' (supp- 
ressed) mirth was 'doubled by the foreigner 
saying very simply: 'Oe music be very fine, 
but I no understand de words, "; Traditions 
of Edinburgh, Edinburgh, 1824 (last revised 
edition 1868, reprinted 1967, p. 142; 'Con- 
vivialial) , 120, Memoirs of the lite David 911an, in 
The 6entle Shepherd, Edinburgh, 1808, Vol. 11, 
p. 629, Cunningham appropriated this passage 
(without acknowledgement), - and, by sub- 
stituting "leisure time' for the original 
'attention", deliberately suggested a less 
serious purpose in Allan's studies, thus dim- 
inishing the importance of the artist's 
antiquarianism and ignoring, or suppressing, 
its connection with his work; Lives, 1833, 
VoLYI, p. 48 (1879 revision, Vol, ll, p. 378). 

121, Extracts from Smellie's account of 
Buchan's 'Discourse' regardingý the foundation 
of the Scottish Society of Antiquaries were 
published in the Scots Magazine, December, 1780, 
pp. 621-23, The words quoted are from his "7mo' 
heading, 

122, CC Chapter IV, pp, 158-59 supra, For 
the 'Origin of Painting" itself, see Chapter 1, 
pp. 18-19, and also Plate IV, Cunningham's de- 
scription of the myth is quatedfrom Lives, 1833, 
Vol, VI, p. 27 (1879 edition, Vol, 11, p, 362). 

123, Edwin Muir, lComplaint of the Dying 
Peasantry', Collac led Poems, 1963, p. 262, 

124, Smellie's account, loc. cil, The meet- 
ing in question was held on Ot' January, 1783. 

125. The quotation is from, Pope's epistle 
"To Mt Addison Occasioned by his dialogues on 
Medals', line 35; glexander Pope's Collected 
Poems, ed Bonamy Dobrie, Everyman edition, New 
York and Landon, 1924 (1963 reprint, p. 106), 
126, Preface to Scotish Song, 1794, p, vi. 
127. Letter of 14 th October, 1794 (Currie, 

VoI. IV, p. 171; WSD, VoLVI, pp. 309-10). 
128. In the first edition of Volume III of 

the SC, published 1802, 
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129, Thomson's account of 'the concerts of 
St Cecilia's Hall'# with his other musical 
vemoirs# is given in Chambers' rraditions of 
fdinbur. gh, 1824 (last revised edn. 18681 re- 
printed 1967, p. 249-54), As Thomson wrote to 
Chambers in 18381 it was Tenducci who 
'inoculated Ehiml for Scottish song'; it was 
the result of "hearing him and Signora Corri 
sing a number of our songs so charmingly 
that [he] conceived the idea of collecting 
all our best melodies and songs, and of 
obtaining accompaniments to them worthy of 
their merit' U C. Hadden, 6eorgo Thoason the 
friend of Ourns, 1898, R 21). 

130, Letter of 26'-1 April, 1793 (Currie, 
Val. IV, p. 67; WSO, Vol, V1, pp, 219-50, with 
date 24 th April), 
131. See Chapter V, - pp. 204-07 supra, 
132, The portrait, from Sale 1, page 14, 

lot 140, is now in the SNPG (1390; SPD 154), 
It has characteristic notes in Allan's. hand: 
"Viscount Dundee Dark blue Eyes, Eybrows & 
hair colour between black & Brown', and on 
the rerso 'Slain at Killicrankie", Granger's 
History U vols, ) was published f rot 1769-74. 

133. Cf. p. 244 and n, 51 suppi, and also 
Chapter IV, p. 184, A version of the dance 
scene on the sheet illustrated was also pub- 
lished in Scolish Song, ind is probably the 
'Reel' of Allan's list (Cowie Collection, 
the Mitchell Library, SR 241, f. 19 vorso). 
134, Memoirs of 6reat Oritain and Ireland 

from the Vissolution of the last Parliament 
of Charles 11 until the sea-battle of La 
Hogue, 3 vols., fourth edn, Dublin, 1773, Vol, 1, 
Part 11, Book 11 (1689), p. 387 ff, 

135, 
-Both quotations are from Mark 

Napier's Nemorials and Letters Illustrative 
of the Life and Times of John Srjham of 
Cliverhouse, Viscount Oundae, 3 Vols., 
Edinburgh and London, 1862; Vol. 111, p. 655 ri, 
a letter from Gen. Robertson of Lude, dated 
March 251hijejoi telling of the removal of a 
seat from the Kirk of Blair and the con- 
sequent discovery. Robertson visited Dumfries 
around the close of 1793, and Burns later 
urged Alexander Cunningham to make his 
acquaintance, Since it is very likely that 
Allan knew Cunningham (see n, 29 supra), he 
may have heard of the helmet in this way; 
Leiters, Vol. I I, p. 236, no. 620,. March 3rd, 1794 
(the same letter as that in which Burns com- 
sends Allan's edition of rho 6on i le 
Shepherd, Burns also wrote briefly to 
Robertson, ibid, pp. 220-21 and 233-34, nos, 600 
and 617), The helmet J& were certainly in the 
collection at Blair Castle by 1798, having 
entered it some years previously, though not 
as early as 1780, the date of Allan's only 
recorded visit (information-from Brian Nodes 
and other members of staff at Blair), 
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136, A watercolour of 'Tranent Muir', 
virtually duplicating the early sketch in the 
Cowie Collection, Mitchell Library Ullus- 
trated; Fig. 182, between, pp. 245-46), but vith, 
both the details mentioned added, is in the 
National Library of Scotland, MS 15953, -f. 32, 
The words inscribed below this picture (not 
in Allan's hand) are from the song 'Colonel 
Gardener' by "the late Sir G[ilbert] Elliot" 
( S## Vo1.1111 pp, 214-15, ' no. 206 and 
attribution in Index, p. yi), 

137, See Sir Roy Strong, ýnd when did you 
list see your father? rho Victorian Painter 
and Pritish History, Hampshire, 1978, pp. SS-6. 
Grose was collecting materials for his rho 
4ntiquitiss of Scotland in the summer of 1789 
when Burns met him it Friars Carse (Robert 
Ourns Posas and Songs, ed. J. Kinsley, 1968, 
Vol. III, p. 1320). Friars Carse was the home 
Qf Robert Riddell, who visited Allan's studio 
that same year, 

138, See Duncan Thomson, The Life and 4ri 
of 6eorgo Jamesone, Oxford, 1974, pp. 95-101, 
esp. p, 99 ff, and plates 67,69-75, The paint- 
ings, 'all done by Jaaesons', are recorded in 
the Newbattle Catalogue of c 1720 ( ibid. p. 99). 
The description of a painting of Wallace 
recalls the aquatint which Allan made for 
Buchan in 1783 (Chapter V, p. 228 supra; see 
Thomson's Catalogue, no. 65), 
139, lbidp, 100, quoting from the. diary of 

Sir John-Lauder of Fountainh4ll, who made the 
observation in 1685, 

140, Tobias Smollett, rhe Expedition of 
Rumphry Clinker, in Works, ed, Y. E. Henley, 1899, 
Vol, IVJ p. 77 (letter of eth August, from 
J. Melford to Sir Vatkin Phillips), 

141, See Allan's letter of September, 1789, 
to the Earl of Buchan, transcribed in-full in 
Chapter V, p. 204 supra (original spelling), 

142, See Allan's letter of June, 1790, to 
Buchan, transcribed in full on p. 20S supra, 
Allan owned it least '4 Scottish Coins, 
Silver' (Sale 1, p. 18, part of lot 19). His 
collection of coins and medals is of greater 
moment as an indication of his antiquarian 
interests thin as a possible source in this 
instance; kings on medieval coins were 
typically shown enthroned, For a description 
of a hoard of coins, including one of 
'ROBERTVS'DEI GRATIA REX SCOTORVM', found in 
S(-, Andrew's in 1792, see $9, Vol. X (Fife), p. 731, 
143. Letter of 1511 December, 1793, to Mrs. Dunlop; 

Letters, 11, pp, 223-25 Und edn, pp. 267-70), 
no. 605 (pp. 224 or 

, 
269). Tht "history of the 

battle of BannockburnN 
, which Burns mentions 

in this letter is presumably that edition of 
which he hadtold Mrs. Dunlop on6" December, 1790, -, 
Letters, 11, p. 50, no. 428 (cf. Chapter V, p. 228 
and n, 109 supra), 
144, See both the longlist of'observations" 
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which Burns sent to Thomson in September, 1794 
and the note he v* rote for 'Hey Tutti Tiiti' 
in theinterleayed Sfflfll 0,788), p. 178, W? 17q 
Letters,. II, pp. 198-206 Und edn, pp. 239-48), 
no, 586, 'observation' on "N? 371 (pp, 201 
or 242), and Notes, ed. I C. Dick, 1908, p, 33 
(reprinted 1962), Burns made reference to 
the same tradition in another letter. to 
Thomsoni sent towards the end of August, 1793; 
Letters, Vol 11, pp 194-96 Und edn 235-36), 
no 582 (pp 195 or 235). 
145, Letter of 51-1 September, 1793 (Currie, 

Vol. IV, p. 113; WSO, Vol, VI, p. 283). Thomson 
suggested that the ideas associated with it 
hid made Burns favour the air; he had 'never 
heard any one speak of it as worthy of no- 
tice'. Professor De Lancey Ferguson believed 
that Thomson's tyeatment of this song (air 
and verses) represented his 'masterpiece of 
stupid meddling', ý Letters, 11, p. 374, 
146, Letter 582 (see n. 144) 'independance" 

was Burns's habitual spelling, 
147, lbid, postscript, Burns met Pietro 

Urbani in 1793 and "gave him a simple old 
Scats song' for his Selection of Scots songs 
harmonized and improyeJ-. He thought the com- 
poser, though he sang 'delightfully", a 
narrow, contracted creature'; Letters, 11, 
p. 191 and 262 Und edn., pp, 231. and 258), 

nos. 578 and 642; the latter is 593A in Roy's 
revision, 19854, 
148. The first quotation is from Franklin 

B. Snyder, Robert Surns: His Personality, his 
Reputation, his Art, Toronto, 1936, p. ' 420. 
The investigation-by the Board of Excise has 
already been mentioned in Chapter V, p. 231 
supra (see also Letters, 11, pp. 139-44542nd 
edn,, pp, 168-75'4- nos. 528-30), The 'Ode' was 
published in the. Iforniny Chronicle of 81-h 
May, 1794 (see Poems and Songs, ed James 
Kinsley, Vol. III,! p, 1440, and Letters, Vol, II, 
p, 240 42nd edn, p. 288ýrno. 62Zrenu.. mbered 620 B 
in Roy's reyision), Kinsley points out that 
0 the French Republic was just a year old" 
when Burns wrote of 'struggles ... not 
quite so ancient" (ibid, p. 1439; the trials 
of Muir and Palmer 

, 
in Edinburgh might als. o 

be remembered), 
119, Rev. T. C.. Gordon, Oavid Allan of 41loa, 

Alva, 1951, pp, 56-7.., His account of Thomson's 
revision is colourful, and ignores the ex- 
change of letters in which several changes 
were discussed, Allan's anachronisms may 
have been chosen precisely rather than 
generally; 

- 
in addi. tion, to "KillicrankieN, 

the climax of Ound 
, 
ee's campaign for King 

James, he had also ill 
- 
ustrated 'Hardyknutel, 

a ballad cen tred the battle of Largs. 
In the three figures most anachronistically 
dressed and equipped (see p, 264), Allan may 
have unitedthese two ancient struggles against 
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foreign domination with the events of 1745-. 46, 
150. Letters, III pp. 236-38 Und edn,, 

pp. 284-86), no 620, ind Thomson's repjy of 
April 17 th, with the caveat in n. 29 supra 
(Currie, Vol. IV, ý 149; WSO, Vol. VI, p. 296). 

151, Edinburgh Central Libriri, inscribed: 
'To I Mr Robert Burns I To whom his Country I 
is indebted I For I The best Pastoral and I 
Lyric Poetry I of the Age I This copy of I 
The Gentle Shepherd I is presented I By I His 

enthusiastic idmirer I and I sincere Friend I 
A, Cunningham IN 37 George Street I Edin- 
burgh 4th April 1 17941 

152, See p, 279 infra, 
153, Cf. John de Lancey Ferguson, Pride and 

Passion, New York, 1939 (reprinted 1964), p. 272; 
"Historically the song is an anachronism, The 
ideas underlying it are these of Rousseau and 
Thomas Jefferson and not those of the feudal 
Middle Ages'. 

154. Archdeacon Barbour, rhe Srus, Book 1, 
line 8, and Book XIII, line 711, The poem was 
'being compiled in 1375' (Alexander Kinghorn, 
in Saltire Society edn., 1960, p. 8; see also 
Maurice Lindsay, History of Scottish 
Literature, London, 1977, p. 12), Barbour was 
born c. 1320, and died 1395, 

155, rhe Prus, Book 1, line 222; the 

passage 'fredose is a noble thing! ' follows, 
in lines 225 ff. 

, 
156. The allusion is, to a letter sent to 

Thomson 
"in 

January, 1795; Letters, II/ pp. 283-84 
Und edn., ppý 335-37), no. 651, 

157, 
, 

Cited by Joseph Ritson in 'A 
Historical Essay an Scotish Song', Scogish 
Sony, 1794, Vol, 1, P. x4ii, Ritson also 
cited Barbour's Srus, and reflected 'that it 

must retain, a toot point, whether Bruce's 

army were cheared by the sound- of even a 
solitary bagpipe", 

158. Letter quoted by Uilliam Stenhouse in 
his Illustrations* of the Lyric Poetry and 
ilusir of Scotland, 1853, p. 193, 

_ 
note to S/f# 

Vo 1.111 ( 1790), p. 212, no. 203, 
IS9, Both quotations 

, 
are from Reynolds' 

Oiscourses, IV, lines 111-12, and. 17 ff, 
" 
The 

implications of, 'the natural deficiencies' of 
painting in treating of narrative subjects 
hive been considered in Chapter 11, p. 72 ff, 

160, Cf Rensselaer W. Lee, Ut Pictura 

-Poesis" 
The liumanistic Theory of Painting, 

New York, 1966, p. 62, paraphrasing Le Brun, is 
reported in Jouin, Confdrences, 

161. Stenhouse, Illustrations, p. 71, 
6ilderoy was hinged in 1638; Stenhouse dates 
a 'black-letter" copy of the ballad to 1650, 
but the earliest broadside version known to 
Thomas Crawford is from 1660 (Society and the 
Lyric, p. 147). The ballad is in Herd, Vol. 1, 
pp. 73-76, 

162, Allan's laterversionisillustrated here, 
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(RSA album, no. 29); the inscription an the 
mount is the same if with slightly 
different spelling as that in Allan's 
original sketch (Cowie Colliction, the 
Mitchell Library, SR 241, f. 6, racto) , 163. Sassanach, Sasun 

, 
njjch,,, Jc, referred 

(by the eighteenth century, and among the 
qaels) to those who spoke various versions 
of Inglis, rather than only to the English, 
The name was derived from Saeson, a Saxon 
(Welsh and Irish Celtic; see David Murison, 
"The Historical Background', in languages of 
scolland, Edinburgh 1979, P. 3 (original 
typography of title), 
164., Captain Burt, Letters f rom a 
6entle, van in the North of Scotland, 2 vols., 
London, 1754; letter 1. 
165, Ibid,, Letter XXIII, 
166. Val. Il, 'p 190. For an examination of 

corrupt versions of the ballad, and also 
documents relating to the events described, 
see Sir Walter Scott's copious notes in The 
Ifinstralsy of the Scottish Sorder; ed. T. F 
Henderson, Edinburgh, London and New York, 1902, 
Vol. 1, pp, 330-51, and Supplement, pp. 3S9-62, 
157. Robert Lindesay of Pitscottie, 

11istory and Chronicles, p, 145 (the edition 
published by Baskett, 1728), 
168, Sir Walter Scott, op, cil,, Vol, 11 p. 340, 

James was born -in 1512, and died, aged less 
than thirty, in 1542, This expedition was 
one of several which he undertook, 
169, Ibidp. 351. Armstrong 'rode ever with 

twenty-four able Gentlemen, well horsed" 
(Pitscattie, loc, cit'), 
170, Pitscottie, loc, cit, Allan refers to 

an anecdote from the Ifistory and Chronicles 
in his letter of June, 1790, to Buchan (tran- 
scribed in full, Chapter Y,, p, 205 supra), 
171, Pitscottiel loc. cit, 
172. Robertson, The Ristory of Scotland 

during the reigns of M-an #jry and of King 
lases VI till his accession to the throne of 
England, 1759 (1827 edn,, 2 vols,, London), 
Vol, 11, Book YII (Der., 1586), p. 137, 

173, Cf. Reynolds, Discourses, IV, 17-33; 
the quotation is from lines 20-1, 
174, For an account of these events, see 

Stenhouse, Illustrations, p. 123, ' or V, XI, 
(South and East Perthshire, Kinross-shire), 
pp. 452 and 461-62, The two lasses made a 
"bower' in 'a romantic spot, called BURN 
BREAS [sic]' within a tile of Lyndock (or 
Lednock) House, home of one of Allan's 
lbenefactorsl, Thomas Graham of Balgowan, 
175, The description is quoted from Herd, 

Preface, p. viii, 
176, See Chapter VII, p. 328infra. 
177, Ct- his letters of 23rd April, 1787, 

and 51-1 February, 1789, to, Dr. Moore and Mrs. 
Dunlop respectively; Letters, Vol, 1, pp, 85 
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and 301-03 (2nd edn, pp, 107 and 370), nos. 97 
and 310, Cf. also -the note to Z# Vol. IV) 
(1792), p, 311, no, 301, ICraigieburn Wood*: 
'It is remarkable of this air, that it is the 
confine of that country where the greatest 
part of our Lowland music, (so far as from 
the title$ words, 1c., we can localize it) has 
been composed'- (Notes, p, 53). Currie believed 
that the 'association of the words and the 
music of these songs, with the more beautiful 
parts of the scenery of, Scotland ... has 
given them not merely popularity, but 
permanence; it has imparted to the works of 
sin some portion of the durability of the 
works of nature'; 'The Life of Robert Burns', 
pp, 319-20, in 11orks, sixth edn,, London, 1809, 

178, SO 11 (1788), p, 173, no, 165; the song 
is commonly attributed to Burns, An earlier 
version is in Herd, Vol, 11, pp. 144-45, and 
another in OC, pp. 145-46, 

179, There are some slight differences 
between the etched plate and Allan's water- 
colour drawing; no 'first state" of this 
design is known, For the series of "Scotch 
Figures', see Chapter VII, p, 326, f f. infra, 
Robert Firgusson casts a satirical eye on 
'dandring Cits" in 'Auld Reikie', and begins 
his description of an Edinburgh morning with 
the sound of servant lasses' 'Lies and 
Clashes'; Poems, STS edn, 1956, Vol. II, p, 109 ff. 
(lines 2S-6 and 2S9), 

180, TTM, Vol, 1, p. 81; Herd, 11, p. 117 
(entitled 'Wat ye wha I met yestreen1l; the 
song begins 'Now wat ye' J0, The first line 
of 'Katy's Answer', 'My hither's ay glowrin 
our meN, -is among the words and titles noted 
by Allan (Cowie Collection, the Mitchell Lib- 
rary, SR 241, f. 1, recto; Allan's spelling), 
the song itself normally being printed 
immediately after 'The Young Laird': see o, g, 
SO, 11 (1788), pp, 179-80, nos, 171 and 172; 
Ritson, Scolish Sony, 1794, Vol. 1, p. 26 ff., 
Songs XII and XIII; rho Charmer (1782), Vol. I, 
p. 180 (both songs); and Thomson's SC, Vol, IV 
(1805), no. 194 (both songs), Allan's drawing 
of the Canongate 'Tolbooth is in the NGS; 
Castle Hill is described by Chambers in the 
words quoted (rraditions of Edinburgh,. 1824, 
last revised edn. 1868,1967 reprint, p, I]; 
"The Castle-Hilll), 

181, The words written (in Allan's hind) 
below this sketch are neither in any printed 
version of the song yet discovered, nor in 
any version recorded from oral tradition in 
the School of Scottish Studies, University of 
Edinburgh, Allan's words - which may contain 
a reminiscence of 'Auld ling synal, sent to 
Thomson in September, 1793 - ire actually 
easier to sing an the musical phrase to which 
they are set than 'three-giri'd cogm or 'veel 
fill1d stoupl, the printed versions which most 
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nearly correspond to his variant,, the 
tessiture of the air - as stated in Sff 11, 
p 170, N? 162, in D- is within the stave, 
but it this point it rises above it for the 
duration of one quaver, Allan also made a 
minor change to the words of 'Alloa House' 
(text and drawing in the Royal Scottish 
Academy album, no. 47), one, which is mar- 
ginally better suited to the music than the 
standard text, printed in Herd, 1, p. 17S, 
Slffi-Ill, pp. 246-47, N? 238, Ritson, 1, no, 37, 
Morison, IV, p, 5, and in several other con- 
temporary collections, He was quoting from 
memory, and wrote the words which he would 
normally hive sung, 
182, T. C. Hadden, 6sopffe rhosson rho Friend 

of Surns, 1898, p. 92n, Thomson's description 
of Muirland Willie, in the following sen- 
tence# is quoted from the letter he sent to 
Stothard on 81, h April, 1820, with a quotation 
from the song (NLS, MS 685). 

183, Stenhouse, Illustrations, p. 343, 
quoting Cromek's Select Scottish Songs, 
ýnciant and Podarn, D4 th Critical 
Observations by Robert 8urns, London, 1810, 

184, Burns, among many others, noted that 
the song was 'supposed to commemorate an 
intrigue of James the Yth'; Cromek's Reliquas 

of Robert Purns, 1808, p. 270. 
185, In Othello, Act 11, scene iii, Iago 

sings that 'King Stephen was and a worthy 
peer', In the version in Herd (1776), Vol. II, 
pp. 102-4 , reference is made to the 'days 
when our King ROBERT rang', perhaps a trad- 
itiona 

,I 
comparison; cf, the passage froia The 

Sentle Shepherd quoted in Chapter IV, p. 143, 
with a raprisa on p, 191. 
186, Letter of E April 1796 1; Letters, 11, 

pp. 319-20 Und edn, pp, 378-79), no, 693, This 
letter incidentally confirms that the design 
here reproduced, as Figure 239 (f icing p, 278), 
was indeed for 'Jockey said to Jenny' (OFor 
the love of Jean'), not for 'Whistle and I'll 
come to ye, my lad", the identity with which 
someone - suspicion most strongly failing 
upon Thomson - provided it once the plates 
hid passed from Allan's keeping, 

187, The first quotation is from Thomson's 
letter of 20 th January, 1793 (Currie, Vol, IV, 
P. 33; WSO, Vol. VI, p. 232). In his Octavo 
edition, Vol. III (1822)l no, II Thomson 
described Baillie's version - as having been 
Nwritten for this work in 1822', 
188, Reynolds, Discourses, XI, 206-07, 
189, lbid,, - IV, 34-61, esp, 38-53, 
190, From a letterof 19'Novemberk C 1794 1; 

Letters, II, pp, 275-79 Und edn,, pp, 327-31), 
no, 647 (pp. 278-79 or 330-31), Burns quotes 
fro$ Ramsay's Second , Epistle to William 
Hamilton of Gilbertfield, - 
191, Letter of 28t' November, 1794 (Currie, 
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VoI. IV, p. 212; WSD, 'Vol. VI, pp. a3O-31). 
192, Allan made two designs in illustration 

of Ross's Helenore (both f. 24, verso, album 
in Cowie Collection, the Mitchell Library 
SR 241). The allusion (p. 280) is to the 
epistle 'To W, S*****n, Ochiltree'; Poems and 
Songs, ed, James Kinsley, no. 59, 
193, For 'The Bagrie o't', cf, Herd, Vol, 11, 

pp. 19-20; 'Jenny was the lass that mucked the 
byre / But now she goes in her silken attire. 
A similar version is in Herd's original MSS; 
'And Jeny that was wont to muck the bier / Is 
now clade up in rich attiero(Hans Hecht, Songs 
from David Herd's Nanuscripts, Edinburgh, 1904, 
pp. 236-37, no, CI), For 'Woo'd and Married", 
cf, Herd, 11, pp, 116-17; "The Bride came out 
of the byre'; the full text is given as part , of Appendix X, infra. Both these songs are 
in the $0 (Vol. I, pp, 10-11 and 34, Noýs 10 
and 33), and in Ritson's ScoUsh Song, 1794 
(Yol. It p. 2SS, and Vol, 1, p. 206). The set of 
'The Bagrie oltl in the ftf lacks the verse 
to which Allan's picture refers, For the 
other two songs mentioned, see the lines 
inscribed below Allan's ftaýing (Figure 2SS, 
facing p, 28S), and the verse quoted on p, 281, 

194, Thomas Campbell, 'Florine", On the 
popularity of 'Auld Robin firay" see 
Stenhouse, Illustrations, pp. 230-35, 
195,, Cf, Burns's letter of 2151, August, 1794 

to Robert 'Cleghorn, quoting a version of 
"Todlin Hame' by "the late Mr McCulloch, of 
Ardwell-Galloway-'; Letters, 11, pp, 309-10 
Und edn., pp, 365-66), no. 680, 

19; " Cf, IffC, pp. 142-43, with a note on 
other versions current in the eighteenth 
century, Cf, also Wert Purns Poems and 
Songs, ed. -J. Kinsley, Vol, III, pp, 1334-35, 
Commentary on No, 302, Burns's version was 
published in S/ft/III (1790), p. 269, no. 260, 

197. Reynolds mentions 'little necessary 
concomitant circumstances' in his fourth 
Discourse, line 43, 

198, Cf, his letter of September, 1789, to 
Buchan, transcribed in full p, 204 supra, 

199, Jonathan Richardson, 0 fssay on the 
Theory of Painting, London, 1725, p, 74; 
Aristotle's Poetics, 8-4-1. Translated by B, 
Jowett, in Philosophy of art and asthatics, 
ed, F A. Tillman and S. M. Calvin, New York, 1960, 
200, Reynolds, Discourses on PrIjIV, 128-31, 
201. Compare Banks's relief 'The Death of 

Germanicus', and cf, A. W, Lawson, ireek and 
Roman Sculpture, London, 1952, Figures 83b 
and 50b; Haskell and Penny, Taste and the 
Antique, New Haven and London, 1981, no. 74, 

202. -"The Cruel Knight', which Allan read 
in Herd, I, pp. 165-66 (page reference in his 
original sketch, Cowie Collection, The 
Mitchell Library, - SR 

. 
241, f. 8 recto; a 

finished drawing is in the RSA album, no, 27), 
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His drawings of "Gilderoy' also depend upon 
this iconography (Figure 223, facing p, 269), 

203, "Strathallan's Lament', in Robert 
turns Poems and Songs, ed. James Kinsley, 1968, 
no. 1688 last four lines; the song was pub- 
lished in the W, 11 (1788), p. 138, no. 132, 
204, Stenhouse, Illustrations, p. 147, with 

a reference to 'Mr. Blackwood's MSS, which 
were transcribed by Thomas Wode in 1566, from 
a still tore-ancient church-susic book', The 
drawing which Stothard copied is not extant, 
but Allan's preliminary sketch is in 'Baby 
Allan I her Book I Dalmeny ... 1801' (Cowie 
Collection, the Mitchell Library, Glasgow, 
SR 241, 

. 
No, 308864, f, 10 

, 
rerto). For a 

sketch of the 'Captive Province" type, see 
one of Allan's sketchbooks, NOS (Print Room) 
DSOBB, f. Sit Porto, and compa re Figure 180, 
between pages 243-44 supra, 
205, This 'Scotch Song-' (Pooms and Songs, 

no. 602, with first line, 'Now Spring has clad 
the grove in green") was sent to Alexander 
Cunningham on 3rd August 1796, enclosed in a 
letter to Thomson; Letters, II, pp. 306-08 
(2nd edn,, pp. 306-08), nos. 676 and 677. It was 
included in the SC, Vol, 11,2nd Set, ( i-a, 4 th 
Part), no. 91; this volume was not published 
until 1799, For Burns's description of (part 
of) his method of composing, see the long list 
of 'observations" sent to Thomson in Sept- 
ember, 1793, notes on 'N? 37"; Letters, 11, 
pp, 198-206 (2nd edn., pp. 239-48), noS86, 
206. This version of 'Bonny Barbara Allan' 

was probably among the first of his song 
illustrations to be thus framed (Cowie Coll- 
ection, the Mitchell Library, Glasgow, SR 241, 
No. 308864, f. 12 Porto), 

207, Amsterdam, 1660, pp. 120-21 (Glasgow 
University Library, Spec. Coll., * Stirling 
Maxwell Collection of Emblem and FIte Books)'' 

208, In the list of subjects sent to 
Ritson, Allan noted 'Head 7 Barbara Allan" 
(Cowie Collection, the Mitchell Library, 
Glasgow, SR 2411 f. 18 verso), This was among 
the eight vigne t las sent for Srotish Song, 
but it was not used, 
209. Cf. Allan's letter of 3rd December, 1780, 

to the Earl of Buchan (Appendix III), his 
'open letter of October, 1788, to Hamilton 
(Appendix IV), his intention to study his 
"set of the Gentle. Shepherd 

... ýall from 
Nature', and also Chapter VII, p. 325 f f, infra, 
210, See Chapter V11, p. 347 and Figure 26, 

facing P, 345 infra (repeated from facing p. 27 
supra), For 'Sir Patrick Spens", see Fig- 
ures 211 and 215l facing pp. 2S4 and 262 supra. 
211, NOS (Print Room), D 4496, 
212, Herd, Preface, p, vii, 
213. Ritson, Preface to Srotish Song, 1794, 

p, it quoting from Tytler's Vissertition, 
214. Cf. for example rho Chawr, printed by 
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J. Sibbald, Edinburgh, 1782. More concerned 
with performance than any historical or 
poetic criticism, Sibbald arranged the songs 
in his collection into fourclasses - 'Elegiac 
and Pastoral", 'Passionate and Descriptive', 
"Comic and Humorous' and 'Anacreontic and 
Jovial" - and then gave the names of no less 
than seventy-eight airs, arranged in nineteen 
groups according to time, stresses Jc,, so 

, 
that verses not 

, 
traditionally connected with 

any air might be set to one of these; "the 
nature of the Song will lead to a proper choice 
of the movement', The fact that, like rho 
Charsor, his 417ciant and ftern Scottish 
Songs, hferoic Rallads, Etc, did not contain a 
single bar of music could never be guessed 
from Herd's Preface, in which he wrote that 
"of many of the songs in these volumes the 
chief merit will be found to consist in the 
musical air, while the poetry may appear much 
below mediocrity", 
215, rho i'ver Sroon, Vol. II, p. 190, One air 

to the song is in $0 IV ( 1792), p. 367, N? 356, 
but see Stenhouse, Illustrations, pp. 335-36, 
for "a similar, but still more simple, set of 
the tune' than this, 

216, Allan knew the 
, 
'setting in 01 111 

1790, p. 234, N1.1 226) 1 
,, 

as is proved by, his 
reference to "Johnston p. 234' beside a scrap 
of text f rom the song, - 

in 'Baby Al Ian I her 
Book' (The Mitchell Library, Glasgow, SR. 241 
No. 308864, f. 11 verso, presumably cut from a 
sheet such as Figure 181, between pp. 243-44 
supra, with its own reference to "Wotherl, 
i, e, Herd's collection), The setting in SNX, 
however, entails the repetition of. 'cadgily', 
which Allan only writes, once, Stenhouse had 
"often heard it sung; but the singers uni- 
formly used the same air that goes by the 
name of "Muirlind Willie, " which is at least 
as ancient as the ballad, and is, in all 
probability, the very tune to which it was 
originally, and still continues to be sung" 
Illustrations, p. 217). 
217. Cf. Figure 214 and p. 260 suora. For, all 

that the piece itself would immediately find 
a, place among Herd's 

, 
"Comic, Humourous and 

Jovial songs', the air to which "The Humble 
Begga. r" was sung is almost dirge-like, just- 
ifying the account of Allan's performance by 
"Alloaensis": the song 'was simply recited 
with humour, excepting the last syllable of 
, 
the, second and fourth lines, 

'and 
these only 

are drawled out with 
- with a sharp air, A 

little musical, a more grotesque song, if 
song it may be called, does not exist in 
Scotland" (Rey, T. C. Gordon, David 411an of d1l0a, 1951, pp. 33-4). 
218. Cf. n, 25 RPM Apart from the version 

of 'Dainty Davie" collected by Buchan, and at least two versions of 'The Lea Rig' which may 
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have been known to Allin,, a possible can- 
didate for the subject 'of this illustration 
(Plate X11) is 'Jocky and Jenny', in Herd, 
Val. 1, pp. 244-45, a duet not to be confused 
with "Jocky said to Jenny' ('For the Love of 
Jean', Herd, Vol, 11, pp. 195-96). A version of 
"The Lea Rig1which Burns believed was mostly 
composed by poor Ferguson, in one of his 
terry humors' appeared in SY 1 (1787) P. 50, 
N? A91 and also in Sibbild's The Charsor 
(1782),, p, 192, the source of at least one of 
Allan's song illustrations (Plate XX), For 
Burns's attribution, see Notes, ed. J. C. Dick, 
p. 17, and for his own words to the air, sent 
to Thomson on 27 th October, 1792 - Letters, 11, 
pp. 126-28 Und edn, pp. 153-55), no., 511 - see 
Poems and Songs, ed, James Kinsley, no, 392, If 
the song in S#ff I is FergussOn'S, it is 
curious that Herd, one of his sponsors when 
he entered the Cape Club in 1772, did not 
publish it in the 9nciant and ilodarn Scottish 
Songs of 1776, although it does figure in his 
manuscript collection (Hans Hecht, Songs from 
Oavid 11ord's Ifanuscripts, 1904, pp, 100-01; 
Fergusson died in 1774). 

219, For one account of Ramsay's being 
inspired to write this song,, see a letter 
from Burns to Thomson, Aprilý 7 th, 1793; 
Letters, 11, ppý 166-67 Und edn,, p, 20S) no, 557 
220, Or, John Gregory, Discourse III,, from 4 

Comparative View of the Slats and Faculties 
of #Jn with those of the ýniAal Popld, 
Edinburgh, 1765; quoted in David Johnson, 
Nusic and Socialy in lowland Scotland in the 
Eighteenth Century, London, 1972, pp. A-5, 
221, Cf. Thomson's letterof 27th October, 1794 

(Curriel 
'IVI 

P, 186; WSO, Vil p. 
ý 

317)': 
"(Maggie] is dancing' with such spirit as, to 
electrify theýpiper, who seems almost dancing 
too, while he is playing with the most 
exquisite ýgleel, 

For cool boag see Glossary; 
in an early Compleal rhoory. of the Scottish 
Ilighland Sagpips, 'rural pieces" or airs are 
termed cool meadhonach (article by Hugh 
Cheape in rhe People's Past, ed, E. J, Cowan, 
Edinburgh, 1980, P. 160. Burns liked the 
effect of some songs beginning on their 

- 
first 

beat, without any starting note, See a letter 
of November 19th, 1794, to Thomson$ Lattersi 11 
p. 276 (2nd edn, p, 328), no, 647; * 'In the last 
case [omitting a "star ting-note 1, with the 
true furor of genius, you strike at once into 
the wild originality of the air-, whereas in 
the first insipid business, it is like the 
grating screw of the pins before the f, iddle 
is brought in tune', 
222, Preface, 1776, p, vii. 
223, 'Prefatory Remarks on the Characterand 

Condition of the Scottish Peasantry% in rho 
Yorks of Wort Surns, 4 vols,, 1800, sixth 
edn,, London, 1809, Yol. 1, pp. 13-14, Currie was 
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right to remark on Itheir accurate observance 
of time*, judging by the last verse of 'The 
Country Wedding'; 

'Weel danc'd DICKIE, stand aside SANDIE; 
Weel dancld EPPIE and JENNY! 

He that tynes a stot o' the spring, 
Shill pay the piper a pennie, l 

Hord, 11, pp. 88-92, See also Burt, Letters 
fro-1 ... the #orth of Scotland, Vol. 11, p. 150, 
letter XX. 
224, Currie, op. cit,, p, 14, 
225, Leigersfroo Edinburgh, 1775, IX and XLY. 
226, Crivford, Society and the LyricEdin- 

burgh, 1979, p. viii, 
227, Tophis, Letters from Edinburgh, XLY. 
228, Letters to Thomson, (September, 17941 

and c, 30th August, 1793: Letters, Vol, 11, 
pp, 256 and 194 Und, edn. pp. 307 and 23S), 
nos, 637 and 532, Letter to Johnson, c. 1791; 
ibid,, Vol, 11, p, 76, no. 452, Text from 2nd, 
edi, 11, p. 91 US unlocited in 1931; nov 
Birthplace Museum, Alloviy), 
229, Cf. Chapter IV, pp, 157-58 supra, and 

Chapter Yll, pp. 336-44 infra, 
230, CC Cravford, love, Labour and Liberty., 

the eighteenth-century Scottish lyric, 
Carcinet Press, 1976, p. 8; 'broadside or 
still songs ... 

Everel the popular art form 
of the tovns, and in their concern vith crime 
and scandal as vell as in their sometimes 
nirrov moralism they anticipate the sen- 
sitioniliso and opinionated didacticism of 
the modern popular press, ' 

231, Heron, 9 Namoit of the Life of the 
Late Robert Burns, Edinburgh, 1797: reprinted 
in full as an Appendix to Hecht, Robett Burns 
the man and his work, Heidelberg, 1919, trans- 
lition by Jane Lysburn f irst published 1936, 
reprinted 1971, and by Allovay publishing 1981, 
pp. 2S7-82 (p. 262). Extract also given in 
Robert Burns rho Critical heritage, ed D. Lov, 
London and Bostonj1974, pp. 117-27 (p, 118). 

232, Vordsvorth, rho Prelude, (1851), Book 
Fifth, lines 208-10: Poetical YOU, ed, 
Thomas Hutchinson, revised Ernest de Selin- 
court, 1904, Oxford Standard Authors Series, 
London 1936,1978 reprint, p. 523, 

233. Vordsvorth, Preface to Lyrical Ballads, 
2nd. ed. 1801, ibidp; 734-3& Cf. pp. 257-58 suppa. 

234. Burns vrote of his 'flaming Preface' 
for S## III in a letter to Johnson of 15%h 
November, 1788; Letters, Vol. 1, p. 275 Und, ednj 
p. 339), no 289, This Preface is dated 'Edin. 1' 
February 21 17901; the Preface to S/K III 
quoted on p. 290, is dated 'Edint Match 1.17889 
235, Addison, Spectator 70 and 74 (May 21al, 

and 25 th : Everyean edn,, 4 vols,, London and 
Nev York, 1907,1957 reprint, Vol. 1, pp, 215-19 
and 228-32, On June 7 1h Addison took up the 
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subject of 'the old ballad of the Two Chil- 
dren in the Wood, which is one of the Darling 
Songs of the common people, and has been the 
Delight of most Englishmen in some Part of 
their Age, 1; ibidpp. 264-66 (No. 8S; cf Edmund 
Burke, quoted p, 36 supra), Several editions 
of the Spectator papers were published during 
the eighteenth century, For the period in 
question, i, #, 1786-96, the most recent were 
those of 1793 and 1794, but Allan could also 
have read Addison and Steele in the 1778 
edition, as Burns probably did (see letters, 
Vol. 1, p. 109 - 2nd, idn,, p. 14 - no. 125, the 
autobiographical letter to Ot Moore). In Edin- 
burgh, these essays were 'read, discussed and 
imitated throughout the century"; Nicholas 
Phillipson, 'Huse as Moralist: A Social His- 
torian's Perspective', in Philosophers of the 
Enlightenment, Royal Institute of Philosophy 
Lectures, Vol, 12, Sussex and New Jersey, 1977-78, 
ed, S. C, Brown, pp. 140-61 (p. 142 quoted), See 
also rho Ports of Allan Ramsay, SYS edn, , 
Vol. ly, Edinburgh and London, 1970, ed. 
Kinghorn and Law, p. 12; the minutes of the 
Easy Club for August 8th 

, 
1712, shov that 'it 

was ordered that one Spektator (sit] be Reid 
it every setting till all be Reid*, 

236, The quotation is from Spectator 309: 
see also Albert B. Friedman, rho Ballad Re- 
vival Studies in the Influence of Popular on 
Sophisticated Poetry, University of Chicago 
Press, 1961, pp. 97 and 161, and especially 
Chapter 5, 'Ballad Collections before Percy's 
'Reliques", passim, - 
237, The first quotation is from Felton's A 

OisrMation on Roading the Classics, 1713, 
quoted Friedman, op, cit,, p-169, the second 
from Blackwell's An Enquiry into the Life and 
Writings of lloser, 1735, p. 56. See also Dryden's 
'Dedicationm to his translation of the 1noid, 

238, 'Hoser is allowed to be the oldest 
Ballad singer on record': original footnote 
to 'Love and Liberty-A Cantati' line 194; 
Poems and Songs, ed. James Kinsley, Clarendon 
Press 1968, no, 84, In his Commentary, Vol. 111, 
p. 1159, Kinsley cites A Collection of Old 
Ballads, 1723; *the very Prince of Poets, 
old Rotor ... was nothing more thin a blind 
Ballad-singer', 'Love and Libertyl is gen- 
erilly known as IThe Jolly Beggars', Ct also 
p. 132 supra, 
239. Remoirs, 1808, p. 629, 
240, C f. pp. 183-84,239 and 244-45 suara, 

The fact that illustrations after Allin 
appear in Scogish Song suggests that he met 
Ritson before 1794, after which time he cer- 
tainly knew, and probably owned the work (see 
for example n. 47 to p. 243 supra), 
241, Herd, Preface, pp. vi and vii, 
242, Pinkerton edited Scottish rragir 

Ballads, 1781, Select Scolish Ballads, 1783, 
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Ancient Scogish Poems, 1786, Barbour's rho 
Srus, 1790, and Scotish Poems, 1792, as well 
as an ifnquiry into the 11istory of Scotland, 
In addition to the introductory essay and ex- 
plinitory notes in the Reliques, Percy's works 
include translations from Spanish, Chinese 
and 'runic' poetry, together with some orig- 
inal poess; Burns thought his song 'Fairest 
of the Fair' ( Ulf 1, p. 33, N! 32) 'perhaps, the 
most beautiful Ballad inthe English language' 
(Leflots, 11, p. 126 - *2nd. edn, p. 153 - no. 611, 
which continues in the words prefixed'to this 
chapter, p. 236 supra), 8. H. Bronson, . 10soph 
Rilson, Scholar-at-Pros, California, 1939, 
his a bibliography of Ritson's works, - 
243, Cf. Chapter 1, p. 20 and Figure 20 supra, 

pp. 243-45 and 248, with Figure 185 (between 
pp. 247-48). 1t say be, of course, that eat ly draw- 
ings of Pastorals and Comic songs are lost, 

244, The 'first quotation is f rot Fuseli, 
Aphorism 48, in Life and Pritings, 111, p. 78, 
the second from Reynolds, Ciscourses on Art, 
IY, Iine 28, C f, Chapter III, p, 132, n, 85 supra, 
245, Pine was awarded the premium in 1760 

for his 'Surrender of Calais to Edward IIII; 
Percy's Raliques was published in 1766, Cf. 
Chapter I It p. 56, and Chapter Y, p, 199 supri, 

246. - Fingal was published in 1761, resora 
in 1763, See Derick S, Thomson, rho Siolic 
Sources of Aacphorson's Osshn, London and 
Edinburgh, 1951, and cf. Chapter V, pp. 202-03 
and n. 39 supta, 

247. The quotation is fro& Duncan Mic- 
millan, Painting in Scotland rho folden Age, 
Oxford, 1986, p. 64 (account of the Penicuik 
paintings, pp, 64-9), Runcisan exhibited two 
paintings from Fingal in 1774; among a dozen 
other artists who exhibited scenes from the 
'Poems of Ossitn' around this time were 
Angelica Kiuffmann, Henry Singleton, Mary 
Flixsin , Maria Cosvay and, perhaps, Sir 
Robert Ker Porter, with 'A portrait of Mr H. 
Johnston in the character of Carrol in Oscar 
and Milvinil (Graves, Royal Academy), 
248, See pp. 2SO-52 and 254-56 supra, 
249. , It is likely that sore pictures were 

drawn from such sources than hive survived or 
been recorded, but inconceivable that their 
number would hive equalled that of those de- 
rived from the works of Shakespeare (see 
Chapter 11, pp. 54 and 65-7 supra), An astute 
observation by Thomas Crawford is pertinent 
in explaining why so few artists drev upon 
songs for their subject-matter at this time: 
'in countries with a strong tradition of 
puritanism there has always been a tendency 
to look down on sung (sic] lyrics because 
they do not take up such room on the page and 
their idei-content is often slighto (society 
and the Lyric, Edinburgh, 1979, p. 1, opening 
sentence), Among editors, Percy claimed that 

he made 'these things only the imusements of 
Ehisl most idle moments': Letters'froo Thomas 
Perry, John Callinder, David herd, and others 
to fieorge Paton, Edinburgh, 1830, p. 48, quoted 
by Dr. Hans Hecht in Songs from David lie rd Is 
Nanuscripts, Edinburgh, 1904, p. 22. 
250, See Chapter IV, pp. 145-46 supri, 
251, For the f irst two songs, see $ff II 

p, 88, N! 87, and 111, p, 278, N! 269, by IN! 
Alex., Ross, Author of the Fortunate Shep- 
herdess' (Index); for the third, see n. 218 
supra, Allan made it least two illustrations 
from fielanore, or the Fortunate Shepherdess, 
one, of which is a variant of Plate XVI; Cowie 
Collection, Mitchell Library Glasgow, SR 241, 
No. 308864j f. 24 verso, Cf, also Chapter VII, 
pp. 348-49 infra, 
262, Pope, Preface to llijd (paragraph 20) 
253, The first three quotations ire frýs 

Hugh Bliir,, 9A, Critical Dissertition, on the 
Poems of Ossian', in The Poems of Ossian 
Translated by lases Nacpherson Esq., Edin- 
burgh, 1830, pp. 116 and 113; the two single 
voids quoted liter are fro& the same source, 
p. 94, Burns ý wrote of 'compositions, I Frag- 
ments* in his First Commonplace Book, entry 
for September, 1785, The final quotation is 
from Tophas's Letters fro& Edinburgh, 1776, 
Letter 1; the passage f roo which it is taken 
is given at greater length in Chapter 111, 
p, 131 supra, 
254. Cf. pp. 256-59 supta, Pinkerton (p. 257, 

n. 103) wrote on the language of the ballads 
in terms reminiscent of Blair's critique of 
Ithe Poems of Ossian'; Percy, too, saw the 
Reliquai 'not as labours of art, -, but as ef- 
fusions of nature, showing the first efforts 
of ancient genius, and exhibiting the customs 
and opinions of remote ages' (Yol. 1, p, vi), 

255. Preface to the Ulf, The passage is 
given it greater length in Chapter IV, p., 156 
supra, For a sore accurate account of the 
songs in the Tt#, see pp, 301-04 infra, 
256, William Tytler of Voodhouselet, Diss- 

ertation On The Scottish flusic, Edinburgh, 1780, 
The words were quoted by Ritson in Srotish 
Song, 1794, p. i, in a passage given on p. 286 
supra. Cf. also Addison's first essay on 'Chevy 
Chase', second paragraph; Spectator, No. 70, 
Evefyman Edition, 4 vols. - , London and New 
York, 1907,1957 reprint, 1: p. 215. - 

257, Preface to second edition of Lyrical 
Ballads, 1801; Poetical Forts, ed. Hutchinson, 
revised do Selincourt, Oxford Standard 
Authors series, 1936,1979 reprint, p, 735. Cf. 
Wordsworth's own poem. on Burns: 'Deep in the 
general heart of son/His power survives', ibid 
p, 227, lines 47-8. The word *ingenious' in 
the text (p. 294) is to be understood in its 
contemporary sense, and does not refer only 
to Ramsay's group of young gentlemen, 
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258, Discourse VII, 520-21,539-40, 
269, Preface to S11# 11, dated from, 'Edin! 

Match '1.17880; the relevant paragraph is 
given on p. 290ý supri, Allan's letter of 
dedication to rho 6entle Shepherd is also 
dated, f roi . 'EDINBURGH, October 3,17881, and 
appeared with the edition at the end of the 
same year (cf. Chapter IV, p. 153 supra). 

260, John Aikin, Essays on Song4riling, 
London, 1772, - p. 22, quoted by Albert- Friedman, 
rhe Ballad Revival, Chicago, 1961, p. 178, Burns 
knew of Aikin's work and admired it greatly; 
letter of [January 17951 to Thomson (Letters, 
11, p. 284 - 2nd. edn,, p. 336 - no 651), 
261, Addison, Spectator No. 85, f inal words; 

Everysan edn, 1907,1967 reprint, 1, p. 266, 
262, Letters to Alexander Cunningham, March, 

117941, Leiters, 11, pp. 236-39 - 2nd edn, , pp-284-86 - no. 620, and to Thomson, May, 1794, 
November, 1794 and May, 1795; Letters, 11, 
pp. 243,278-79,300-01 - 2nd edn, pp, -294, 330-31,355-56 - nos. 625,647 and 670, Part 
of the letter to Cunningham is quoted in 
Chapter '1,4 p. 4 supra, and part, of that of 
November, 1794, to Thomson is quoted p, 279 
supra, Passages from the other two letters to 
Thomson are given below illustrations in 
Chapter VII; Figures 296-98 , facing pp, 349 
and, 350 respectively, Burns wrote of ISim- 
plicityl as a necessary quality in Song and 
is Ithe very essence of a Ballad' in a letter 
of [April, 17933 to Thomson; Leiters 11, p. 161 
(2nd edn,, p. 196), no, 564, 

263. ý Letter to Burns, 171, h April, 1794; 
Currie, IV, p. 147, VSD VI, p296, -, Thomson prob- 
ably uses 'sombre' in this letter to mean 
'subdued' rather-. than 'dark'; cf. Dr. Wright's 
opinion of Allan's 'tints' (Appendix VIII), 
264, Sale 1, title, 
265, Letter - of April 7 th * 1793, to Thomson; 

Letters, 11, pp, 166-68 (2nd edn,, pp. 204-07), 
no. 557, At least two songs to the air 'I'll 
never leave thee" were current in the eight- 
eenth century (Orpheus Caledonius, 11,, 1733, 
No. 13, p, 28; S0 I, - No. 91, p. 92; see Illus- 
trations, pp, 93-4, for older examples), The 
words written below his drawing - Figure 228, 
facing p. 273 - show which of the modern songs 
Allan chose to -illustrate; it was the less 
obviously "artificial' of the two, , although 
its Scots diction, should not cause Ramsay's 
blend of the traditional and the Sentisental, 
to be overlooked, Allan's source, Morison's 
collection of Favourite Scottish lillids, 1790,, 
gives both texts, as does Herd (1, pp, 232-34). 
Burns actually thought the other version, by 
Crawford, 'a fine Song', but disliked the in- 
congruity of "these Greek i Roman pastoral 
appellations',, Leitets, lorcit, 
266, For mining near Dunferaline and Alloa, 

see SA, llpp, 679-86, X, pp. 130 and 310-19, The 
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Earl of Hopetoun ovned sines in the parishes 
of Bathgate and Ormistoun, and inI790 success- 
fully had a nev, pit sunk. in his land at 
Auldcathy, in the parish of Dalmeny: $4 11, 
pp. 688,539,731 and 741-(the pit vis opened 
by 1793). In Creech's letters, Mdressed to 
Sir John Sinclair, Bart, readers awinformed, 
"it is estimated that the consuept of coals 
in Edinburgh (on an average) amounts to 500 
tons per dayl; $4,11, p. 33. Cf. T. C. Siout, A 
History of the Scottish People 1560-1830, Lon- 
don, 1969, Chapters Yll and XYII, 
267. The vords quoted ire from Burns's 'The 

Holy Fair', stanza VII, line 59; Poems and 
Songs, ed Kinsley,, no. 70, See also Kinsley's 
note, Commentary, Yol. III, p. 1098, 
268. The first quotation is from Cockburn's 

Nemoriali of his Time, Edinburgh, 1856, Chapter 1, 
p. 78 , the second from Ramsay of Ochtertyre, 
Scotland and Scotsmen in the Eighteenth Cen- 
tury, Edinburgh, IBM, 1, p. 19. On 'serfs", cf, 
Chapter Yll, n. 1381 to p. 350 infri, In 1785, 
William Burgess exhibited 'Portraits in the 
character of gypsies$. His subJecti are not 
identified; neither vis the sitter in Charles 
Beitlind's miniature 'Portrait in the-char- 
acter of a gipsy fortune-teller',, Another of 
Burgess' paintings, - 'Summer's evening vith 
haymakers; a viev near the Edgvire Road% vis 
probably a conventional image of 'rude and 
simple life', - of cheerful peasants 'robust 
vith, labour', and thus, in effect, an ironic 
contrast to Allan's sombre picture of tvo 
years before-Vigure 262, facing p. 298: the 
others from firivei, Royal Acadeso, - 
269, The first quotation is, fros the Rev. Dt 

James Mayfair, Parish of Neigle, Perthshire, 
SA, II, p. 434, vhose vordi are quoted it greater 
length by T. C. Smout, op. cit., p. 252 ý (paperback 
edn,, p 234), The second is from Ramsay of 
Ochtertyre, op, cig, IIj pp. 384-85, also quoted 
by Smout, ibid, A 300 (paperback edn,, p. 280). 

270. The first quotation is from Bosvell, 
Tour,, first paragraph; ed. Peter Levi, Hit- 
mondsworth, 1984, p. 161, The other tvo ire 
f roe, Dr. Johnson, , Journfy, near , the end of 
'Coriatachin in Sky"; same edn,, p, 73, - 
271, , The first quotition is f too Smout, op, 

cit., p. 309 (paperback. edn,, p. 299); see 
Chapters X, III and X111 passim, The second 
quotation is from the Rev. Kettle, Parish of 
Leuchars, Fife, S4, I, p. 610. ý Kettle believed 
that this amalgamation vis 'unfriendly to 
population', and many others agreed: see for 
example S4,11, pp-655, vd446, the latter an 
interesting note on . 

4this ruinous and pre- 
vailing practical in the account by John 
Muckirsie of the parish of Kirklistoun, - the 
other from the account of the parish of 
Uhittinghim, also -in the Lothiins; Sh, 111, 
pp. 467-68,489 and 707, the parishes of Hounis 
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(Roxburghshire), Jedburgh and Selkirk; S9, VII, 
pp. 5-6,272,495-96 and 723-24, the parishes of 
Avendile or Strathaven, Dunsyre, Libberton 
(Lanarkshire), and the united parishes of 
Houstoun and Killallan, The Rey, Fraser of 
Libberton -suggested several causes for ýde- 
population, and, like the Rev. - Brovn of 
Innerkip in Renfrevshire (S9, YIl, p. 746) come- 
ented upon the numbers of ruined cottages to 
be seen in his parish; cf, in this connection 
Scott's letter of 23rd November, 1806, to Lord 
Dilkeithl 'I could name many fares Aire the 
old people remember Wenty smoking chimneys 
and vhere there are not nov tvol (Letters, ed. 
H. firierson, Vol. 1, ýp. 329). , In some cases, 
occupants vould hive been forcibly expelled; 
A 1, p, 485n., parish of Kinghorn, and S4,11, 
parish of Abernyte in Perthshire, The Rey. 
Robertson of Dalseny, hovever, disputed the 
connection betvien amalgamation and de- 
population, vriting that the fall in numbers 
in his parish lappears to have been caused 
solely by one large district having been 
turned f roe tiI lage into pasture ', and - that 
'in many instances population has been knovn 
to increase, on a great farmer's succeeding 
to many small onesl; S9, II, pp, 727-28. See 
also P Berresford Ellis and Seumas Mac A' 
Ghobhainn, The Scottish 4nsurrection of 1820, 
London, 1970, nev edn, 1989, p. 87: 'during the 
reign of George III no less than 3,200 En- 
closure Acts vere passed and sore than six 
million acres of land vere enclosed. Libourers 
deprived of their little plots -of land and 
their rights to the use of common ground, nov 
hid to rely on scanty vages of 'daily labour 
from an employer', A General Enclosure, Act 
vas passed in 1801, 
272. S9,11, p. 126, Rey, Ebenezer Marshall's 

account of the parish of Cockpen; a comma has 
been deleted after laffluencel, On 'adequate 
rents', see Smout, op. cit, Chapter 1111, p. 309 f f, 
(paperback edn, , p. 289 f D, nn. 8 and 9, The 
Rev. Lyon of Stratheiglo in Fife vrote that, 
vhile in his parish Ithe rents are greatly 
raised, in sowplaces of the parish doubled, 
and in one fare almost tripled, the farmers 
ire in appearance richer, and their families 
dress and live such better'; S9, X, p. 777, 

273. The first quotation is from the Rey. 
George Cupples, united parishes of Svinton 
and Sisprin, Bervickshire; S9 111, p. 296. The 
second is from Dt George Keith, in Sinclair's 
6enePal Report of the Agricultural State and 
Political Circiastances of Scollind, Edin- 
burgh, 1814, Appendix 1, p. 300, quoted by 
$lout, op. cit, p. 312 (paperback edn,, p. 291); 
according to Keith the tenant-farmers of East 
Lothian, of vhos Allan can reasonably be 
expected to have had some knovledge, vere len- 
titled to tank vith those of any other 

494 

district in the kingdool, -a judgment vith 
vhich Smout-agrees, Their education 'in many 
instances Evas] perfected at the university' 
(Keith, quoted Stout, loc. cit); The Rev Inglis 
of Tibbersuir, Perthshire, vis glad that the 
typical firser in his parish vas no longer 
'obstinately prejudiced in favour of the 
practice of his fathers"-, V, 11,, p. 689, 

274, The first quotation is, -from George 
Robertson, Rural Recollections, Irvine, 1829, 
p, 105, quoted Stout, -op, cit., p. 313 (paperback 
edn, p. 192), On nev cottages in the Lothians, 
see $9,11, pp. 323' and 449, the parishes of 
Inveresk and Athelstaneford; - 'commodious', is 
the adjective most frequently employed to 
describe these nev houses, John, huckirsit of 
Kirklistoun vriting that Ithe fare-houses in 
this parish ire extremely commodious, and 
even elegant$, ibid,,, p. 747. The Rev. Lavrie 
of , Nevburn in, Fife vrote -that 'ill ranks, 
indeed, sees to participate sore of the com- 
forts and conveniencies of life than their 
fathers-tore than many of themselves did in 
the days'. that ire past'; $4,1, pp, 691-92 
(emphasis added), iý The Rev, Henry Sangster, 
minister-of Husbie, vrote in his account of 
the parish of Pincaitlind that a *Page for 
finery' there vas, -shared by people 'in the 
neighbouring , districts'; 4A, 11, p. 559, The 
list phrase quoted on p. 299 is f roe the Rev 
Mayfair of Neigle I- vho referred to 'improve- 
mentsl being thus . -dif f used'; $4,11, p, 434 - Qf 
n. 269 supra). - 
275. - In, addition to the reference to Robert 

Fergusson's 'Braid CUM% the quotations 
are froa, John Ritchie's account of the parish 
of Coupir of Angus, $4, XI, , p. 97, and the Rev 
Walter Jardine's account of the parish of 
Bithgite, $4,11, p. 696, Many, contributors to 
the Statistical Account commented upon the 
recent wilterition in dressl (54,11, p. 695, 
Bithgate), one of the most detailed accounts 
being that vritten by the Rey. James Wilson 
of ý Mid-Cilder, ibid, pp. 97-8. The Rey. William 
Auld (1709-1791) drev-on the experience of a 
ministry of half a century 0in he vfote: 
, *As to dress, about 50 years ago, there vere 
fev females vho vore scarlet or silks, , But 

, nov, nothing is more common, thin silk caps 
and silk cloaks; and vosen, in a middling 
stationlýare as fiwas lidies of quality 
vere formerly. The -like change say be ob- 
served in the dress of the sale six, though, 
perhaps, not in the same degteel; $4, VI I 

p. 460, Parish of Michlin-(ric; see n. 353), 
vhere Auld hid been 1pliced' in 1742, Similar 
information vas given by the Rev. Michael Mic- 
culloch ofBothvell and the Rey. 6eorge Mirk of 
Citnvath, both in Lanirkshire (SAJI11 pp. 45-6 
and, 191), and by the Rey. Robert Rennie in his 
long account of Kilsyth, SA, 11, p. 500. The Rey. 
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Robert Arnot of Ceres in Fife confirmed that: 
'the - plaid is nov almost vholly laid aside 
by the vomen, and the use, of the cloakýand 
bonnet has become gentral. Among the men, the 
Scotch bonnet his given place to the hit; 
the servant son ire-generally clothed vith 
English cloth, and many of thee have vatches 
in their packets' - (S4, X, p. ISO), The1ey. 

William Campbell 'concluded his account of 
Lillies-Letf, Roxburghshire, vith a similar 
observation; 'thirty-tvo years ago, there 
vere only 7 hats in the church, but at, pre- 
sent there are not as many bonnets' W, 111, 
p. 547). See also Stout, op. cit, p. 318 (paper- 
back edn, p, 297), and H. G. firahis, The Social 
Life of Scotland in the Eighteenth Century, 
London,, 1899 (Fourth Edition, illustrated, 1937), 
p. 215, vith details from Robertsonli Agri- 
culture of Aidlothian, Rogers' Agriculture of 
forfarshire, Cunningham (in Lockhart's Life 
of Burns) and the Statistical Account itself, 
276, Cf. Smout, op, cit, p. 331 (paperback edn. 

p, 310); his account of the bothies should, 
hovever, also be kept in mind Ubid,, pp. 321 
or 301), Cf also, Win Sprott, 'Traditional 
Music the Material Background' in TILe People's 
Past, ed. E. J. Covin, Edinburgh, 1980, p. 67; 1 in 
material things, is an octogenarian Highlander 
remarked, there are no good old days"@ 
277. Alexander Pope, 4 Discourse on Pastoral 

Poetry, 1709, Poetical Yorks, London Eno], (Chandos k 
pp. -IO-11. Pope actually vrote that lpastoril 
is an image of vhat they call the golden 
&gel. Cf Chapter IY, pp. 144-45 supra, - 
278. Lettet-to Burke, in The Yorks of Jamfir 

Barry Esq, Historical Pain4p, 2 vols,, Lon- 
don, 1809,1, p., 109. The other quotation is 
from Ferguson's Essay on the History of Civil 
Socif ty, 1767, Part Y, Section IIIIf irst para- 
graph; Edinburgh University Press edn, -, vith 
introduction by Duncan Forbes, p. 249 (if. also 
Forbes's introduction, pp, xxxi-xxxiii). For 
examples dravn from a specifically Scottish 
context, and for reference to Smith's vievs, 
see pp-307-08 infra, nn. 327-30, ,. - 

279, The quotation is from Wordsvorth's 
Preface to the second edition of Lyrical 
Ballads; 1801; Poetical Yorks, ed. Hutchinson, 
revised de Selincourt, Oxford Standard Authors 
series, 1936,1978 reprint, p. 735,0n the effects 
of $such disruption" Jc,, see infta, p. 305 ff. 

280. Burns vrote of 'that alacrity I life 
vith vhich (he] used to voo the rural Must of 
Scotia', in a letter of spiing, 1796, to James 
Johnson; Letters, 11, p. 322 (2nd edn, p. 381), 
no. 696, Johnson quoted from the letter in the 
Preface to SVY, and again in the Preface to 
SNN YI, both of vhich vere published after 
Burns's 'death, On 'gloomy predictions' 4c,, 
see infra, p. 306 ff. 
'281. Cf pp. 261-62 supro, 
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282, The first quotation is from Robert 
Blair's poem 'The Gravel, vhich Burns quoted 
in his Preface for SNN 11 (and on numerous 
occasions in his letters); the second is from 
Percy's bliques, 1766, Preface, p, x, 
283, Heron's Nesoir, quoted p. 290 supra, 
284, The first quotation is from Stenhouis, 

Illustrations, p. 444 (note to SNN N! $09), the 
second from Henry Mackenzie, The anecdotes and 
agotisms of fienry Nactenzie, 1745-1831, ed. 
Harold W, Thoison, London, 1927, quoted in David 
Johnson, Nusic and Society in lorland Scotland 
in the Eighteenth Century, London, 1972, p. 17. 
Johnson adds that -the accompaniment 'say have 
been from a cittern, vhich could easily be 
played sitting at table4; accompaniments in 
contemporary song-books are often scored for 
guitar, violoncelloor harpsichord, 
285, Thomson, Preface to SCYol. 111, dated 

from 'York Place, Edinburgh, Dec. 1801', and 
printed by Moir, 1802, The UNcossenced pub- 
licition in 1723# and vas regularly reissued 
throughout the century, -Burns contrasted 'nev 
Musical Publications. ... Gaudy, hunted 
butterflies of a day, $ vith the SNI/vhich, he 
prophesied, vould 'outlive the lostntiry 
neglects of idle Fashion, I defy the teeth of 
Time'; letter of November 15", 1788, to James 
Johnson, Letters, 1, p. 275 Und. ed., p. 340), no6 288. 
On contemporary song-booki, cf, n. 54 supri, - 
286, Hord#, Preface, p. ix, Theis Wo volumes 

incorporated all but one of the songs printed 
in Hord's first collection, 1769, Ovith the 
addition of nearly an equal number" Ubid). 
See also Hans Hecht, Songs from Vivid Nord's 
Ainuscriph, Edinburgh, 1904, 'pp. 65-9l cited 
as Ainurtripis in subsequent notes, Of the 
three hundred and sixty-nine songs in Herd's 
second collection, one hundred and fifty-nine 
had appeared in the UN, vhich itself con- 
tained four hundred and sixty-three songs, in 
four - volumes; the thirdi published in 1727,, 
consisted of English songs, - Of tither more 
than six hundred song-texis in thg SIN, more 
thin tvo hundred hid appeared in Ramsay's 
collection, in Herd's, or in both, Ct also 
n. 299 to p. 303 infra. 
287. Ramsay's apostrophe to the 8hippy Vol- 

uses' of the Ulf is quoted in Chapter IV, p. 156 
supri, As his been shovn (p. 286, n, 214 suppa), 
that a song-book had nev songs Isetl to old 
airs certainly did not imply that it con- 
tained any music at all, 
288, Preface to the T771, On the Itea-table 

habit', see Thomas Cravford, Society and the 
lyric, Edinburgh, 1979, p. 37, and nn. 9 and 10, 
299. From Preface and Dedication to the TTN. 
290. The vords are George Thosson's, from 

his first letter to Burns, September, 1792 
(Currie, IY, p. 2; VSD, YI, p. 216). As David 
Johnson remarks in Nusic and Society, 1972, 
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p. 145, the SC was 'in many ways a spiritual 
descendant of Ramsay', though the inf luence 
of Uillias Thomson's Orpheus Caledonius (2 
vols., London, 1726 and 1733) should not be 
discounted, Johnson's Chapter 7, INational 
Song", pp. 130-49, gives a good impression of 
Ramsay's very uneven handling of his material. 
291, The first quotation is from Stenhouse, 

Illusipations, p. 463, note to SAN NT 524, the 
second from Burns, note to the song 'She rose 
and loot me in' (SIN K? 83), f roe I C. Dick, 
Notes, 1908, note 20 (also Illustpationsp. 87), 
The last quotation is from Thomson's first 
letter to Burns (cf. n. 290), Cf. also Chapter IY, 
p. 156 sWpaon the popularity of these songs, 
292, The 'repeitire' is obviously to be in- 

terpreted here as the -body of Scots song 
actually in print; it is certain that many 
folk-songs were as familiar to the "polite', 
at least in the country and until the end of 
the century, as they were to their tenants, 
independently of their being published (see 
David Johnson, ov, rig,, esp. Chapter 10, 
'Nationalism and Xenophobia', p, 187 ff,, and 
Thomas Crawford, op. cit,, passim). 

293, The quotation is from Herd, Preface, 
P. ix, Most of the previously unpublished 
songs which he printed were $Cosic, Husourous 
(sic], and Jovial", but almost all of these 
were anonymous, Among about a dozen 'Sen- 
tisentil, Pastoral and Love Songs' which had 
not previouly been in print veto Sir Gilbert 
Elliot's 'My sheep I -neglected', 'For the 
lack of gold she's left it' by a Dr. Austin of 
Edinburgh, Richard Hewitt's set of words to 
'Roslin Castle', and Mrs. Cockburn's version 
of 'The Flowers of the Forest'. Sose of Herd's 
printed sources are given in Hecht, Nanu- 
scPipis, 1904, p. 77 ff., and included Yiir's 
Charter, Ross's Fortunate Shephepdýss, vol- 
uses of poetry by Hamilton of Bingour, Dr. 
Blicklock and other gentlemen, and by Dougal 
Graham, Skellat Gellman of Glasgow, a 'flying 
stationer' whose chapbooks and broadsheets of 
racy Scots prose and doggerel verse sold in 
their hundreds of thousands every year, H. 6. 
Graham, The Social Life of Scotland in the 
Eighteenth Century, London, 1899 (Fourth 
Edition, illustrated, 1937), p. 189, called 
him 'the Boccaccio of the Byte'. 
294, The full title of Herd's collection is 

Ancient and kdepn Scottish Songs, Hepoic 
Ballads, Etc, Collected fpos heivopy, Trad- 
ition and Ancient Authors The Second Edition, 
In Two Voloes (Edinburgh 1776), The second 
quotation is from his Preface, p. viii (sore 
fully quoted, p. 245 suppa), The comparison 
between the 'sending' of incomplete songs 
and billids and the restoration of stituet 
was side by Bishop Percy, in a letter of 22nd. 
August, 1774, to fieorp Piton, given in Hecht, 
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Nanuscripts, 1904, pp. 20-22, Paton was one of 
Herd's many correspondents - see Hecht, ibid, 
pp. 77,87 and 329, note to Song CIX - as was 
one William Bell, who sent him an old Ballad 
around 1775 or 1776: he 'had picked it up in 
Annandale; it was all in detached scraps of 
paper, wrote down by himself it different 
times, as he met with those who remembered 
any thing of it-part of these he hid lost, 
and some of the remainder were illegible, 
being chaff'd in his pocket' (letter from 
Herd to Paton, quoted, from Letters from 
Thoias Percy, John Callandfr, David Herd, and 
others to foorge Paton, Edinburgh, 1830, in 
Sidney Gilpin's OMesoirl of Herd in the IPage 
for Page Reprint of the Edition of 17761, 
Edinburgh, 1870, ý *ix), Almost seventy songs 
and fragments preserved in Herd's ass, did 
not appear in his collections (he continued 
collecting and receiving such piecet long 
after 1776); see Hecht, ibid,, p. 100 ff, 

295, The first quotation is from Herd's 
Preface, p. vi ii; the passage is given on p. 24S 
supra, In August, 1787, Burns wrote to William 
Tytler of Woodhouselee, "I invariably hold it 
sacriledge to add anything of my own to help 
out with the shatter'd wrecks' Ac,,, Letters, 
1, p. 117 Und, edn, , p. 147), no, 126, Burns 
changed his mind later; see p. 256, n. 97 impra, 
The editorial methods which Herd mentions say 
be seen from his-as. note to 'Rob's Jock or 
the Country Yedding" (the song published in 
Herd 11, pp. 88-92); $to be added six verces 
Esirl of 9 lines each from a copy of this 
song in the Collection of Scots poems printed 
by W. Ruddiman, Jun 1766 These case in it 
different places of the song and it's to be 
considered, whether a reformed copy from both 
copys [sic] should not be printed' (Hecht, 
Nanyscripts, P. 80). When Percy 'looked over' 
Herd's is, collection - Paton sent it to 
AInvick Castle in the summit of 1774 - he 
found that most of the songs were 6fragments 
too mutilated and imperfect to afford Ruch 
pleasure to a reider in their present state$, 
and offered to 'fill up the breathes of some 
of thee' himself. While both Herd and his pub- 
lisher Votherspoon Icheirfully consent(ed] to 
his making use of Etheir) MS. vol, 8 in this 
way, they were nevertheless prepared to pub- 
lish even 'imperfect fragments' when Percy 
returned the ass, a year later vithout having 
made 'the least use of the contentil (Hecht, 
ibid,, pp, 6-29 passim, extracts, and cf. also 
n, 249 supra), For the fragments of folk-song 
which they published, see Herd, 11, pp. 201 ff, 
Of the fifty-tvo pieces printed there, around 
half seem to be fragments of longer pieces 
(one is actually a close variant of the lat- 
tot part of a song printed earlier in the 
same volume), while others have a fascinating 
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relationship to songs by Ramsay and by Burns, * 
296, It is I critical commonplace that the 

exact boundaries of Burns's rediction, in the 
titter of collecting, composing and 'sending" 
traditional song, cannot be definitely drawn, 
and that the extent of his contribution to 
the SY cannot therefore be precisely deter- 
mined, His work for Thomson's SC his been 
mentioned, pp. 236 and 240741 supra, It'should 
be remembered that not ill of the 'fine airs' 
for which Burns '(made] a stanza' were an- 
cient; many were contemporary compositions by 
Niel Gov, his sons, William Marshall, and a 
host of lesser-knovn figures, 

297. The first quotation is from Burns's 
letter of June, 1796, to Johnson; Letters, 11, 
pp. 322-23 (2nd. edn,, pp, 381-82), no, 696, pub- 
lished in part and with minor alterations -in 
SN#Y, YI (quoted fros'Lettert, 2nd edn), The 
second is from Herd, Preface, pp. viii-ix, 
298. The first quotation is from Johnson's 

Advertisement of the RX, quoted by David 
Uing in his Prefice to the 1839 reissue by 
Blackwood (Folklore Associates reprinting, 
Hatboro, Pennsylvania, Yal, 1, p, i), Johnson 
wrote in SRI: I 

'It his long been a Just and general Com- 
pliint, that among all the Music Books of 
SCOTS SONGS that hive been hitherto offered 
to the Public not one, nor even all of thee 
put together, can be said to have merited 
the niae of what say be called A COMPLETE 
COLLECTION; having been published only in 
detached pieces and parcels,, amounting how- 
ever upon the whole, to sore than twice the 
price of this Publicition; attended moreover 
with this further disadvantage, that they 
have been printed in such large unportible 
Sizes, that they could by no means answer 
the purpose of being' pock et-cospinions; 
which is no small incumbrance, especially to 
the admirers of social Music% 

Burns described the Sffas a 'handsome pocket 
volume" in a letter of 20 th October, 1787, to 
James Hoy it Castle Gordon; Letters, 1, p. 132 
Und edN p. 164), no. 14S, 
299, The quotation is from Johnson's pre- 

face to WI, The bass lines, often figured,, 
ire by Stephen Clarke and his son William, 
and ire sometimes remarkably similar to those 
in William Thomson's Orpheus Caledonius (1725 
and 1733); compare especially 'A Cock Laird", 
S## II, P-155, No. 148, vithThosson's version, 
Orpheus CalsdoniusYol. 1, N? X1YI, Fofty-six 
of the songs in SW 1, and tventy-seven of 
those in S## 11, had appeared in Orpheus Cal- 
edb, Vur, only slightly sore in each of these 
volumes had been published in the Tr#, while 
Herd's volumes contributed about twenty texts 
to SW I and a dozen to SW 11 in jddijj0,7 to 
those common to his second collection (1776) 
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and Ramsay's (for the relationship betveen 
Orpheus Caladonims and the UN, see David 
Johnson, Ausic and Socifty, pp. 140-41). In 
each of the four later volumes of the 9N, 
about a tenth of the texts had. ýeen published 
in the rr#, around a quarter usually coming 
from Herd; in most cases, the songs concerned 
had appeared inboth collections. Jases Johnson 
vrote in SO I that besides the hundred songs 
promised for each volume 'under the Music and 
Song inserted in the respective titles at the 
top of the page, the perforservill frequently 
find tva or three additional Sets of apposite 
vords to the same tune', There ire one hundred 
and eleven texts in Vol. 1 and one hundred and 
thirteen in Yol, 11, Yol. III has one hundred 
and four texts and Yol. YI one hundred and 
tvo, but Yols. IY and Y have only ninety-nine 
apiece and really have only ninety-nine airs; 
see W 402-04 and 338-39, The litter. eximple 
gives an idea of contemporary performance by 
Urbini (cf. Illustrations, p. 319), Finally, as 
can be inferred from these examples in con- 
Junction vith Figure 259, facing ý 289 supri, 
the $111f contained not six hundred airs but 
five hundred and ninety-seven, 
300. For the source of the first quotation, 

see n. 298; the second is from Herd, Preface, 
pp. vii-viii. Cf. also n, 214 supra; these tva 
collectiont successfully combined, or held in 
balance, the demands both of "the Giy, ind the 
Cheirful [sit]' and of 'the Speculative and 
Refined' (Herd, Preface, first sentence), 
301, For the source of the first quotation, 

set a. 299, In a letter of 25 th October, 1787, 
to John Richmond, Burns vrote: 

'I am busy at present assisting vith a Coll- 
ection of Scotch Songs set to Music by in 
Engraver in this tovn, -It is to contain 
ill the Scotch Songs, those that have been 
already sit to music and those that hive 
not, that can be found, -'; Lettersl, p. 133 

Und edn., p. 166), no. 146, This vas some five 
months after the issue of $## I and about 
four before SNN 11 was published, March, 1788, 
The quotation from Johnson's address is given 
verbatis Lit literatim, 
302. Burns, Preface to 

, 
$Iff 11; the quot- 

ation from Robert Blair's 'The Gravel is 
given in double II in the original; 
303. See James Hunter, rhe Fiddif Nusic of 

Scotland, Edinburgh, 1979, pp. ix-x, and Francis 
Collinson, the Traditional and kational Nusic 
of Scotland, London, 1966, p. 205, I 
304. In the sixth stanza of 'Peblis to the 

Pliyl by King james. 1, a young sin 'cleikit 
up &no hie ruff sing/Thiir fur@ ane man to 
the holt'; the other quotations in this sen- 
tence and the next are from the Preface to 
the rrX The collection addressed the needs 
of its time, and Ramsay can hardly be 
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condemned directly, for the problems which its 
success has caused collectors and critics of 
Scottish songs, from at least the end of the 
eighteenth century (see Leyden's Preliminary 
dissertation to the Complaynt of Scotland, 
Edinburgh, 1801, quoted D. Johnson, Ausic and 
Society, London, 1972,, p. 134 n, ); he never saw 
himself as a collector of 'folk-songs', and, 
both in the TT# and in the Ever 6reen, he 
'did no sore damage to his originals thin did 
any contemporary editor' (Yorks, STS edn, IY, 
ed. Kinghorn and Law, Edinburgh and London, 1974 
Chapter V, 'Rissay the Antiquary', p. 133). On 
Ramsay and the UN, see also I Johnson, op. ci4 
pp. 17,130 ff., 191-92; Co II inson, op. ri t. , 
pp. 126-27; Cravford, ý Society and the Lyric, 
Edinburgh, 1979, passim, e, g, pp. 114-16 and 
esp. pp, 172-73; David Daiches, Robert Burns, 
London, , 1950 (revised 1966,1981 reprint), 
pp. 24-8. To determine the extent to which 
the gold Yersesl in the Ulf have been 'cleared 
from the Dross of blundering Transcribers and 
Printers' is in most cases isposiible, and 
critical decisions are of necessity personal; 
around a score of songs in the collection 
sight be accepted is relatively authentic 
'folk-texts', and less than one hundred in 
all (about a fifth of the total) can be re- 
girded as either having come originally fro& 
oral tradition Vold with additions'), ' or 
entirely from the pens of lingenious' poets 
with a knowledge of that tradition, and an 
ability to imitate it convincingly, - 

305. The first quotation is from Herd, 
Preface, P, ix, the second from Stenhouse, 
Illustrations, p. 127, ý quoting Crosek's 
Reliques of Robert turns, Ladies, of courts, 
also took down songs; see D, Johnson, opcit,, 
p. 198, and see also Chapter 5, 'Music in a 
Stable Society', pp. 87-107, 

306, The first quotation is fro@ a letter 
of February 14th, 1822, sent by James Hogg to 
George Thomson, and is a reminder that coll- 
ectors' eagerness for old -songs was often 
sore apparent than real, Hogg and Cunningham 
rival with their forgeries anyone of the 
previous century: 

'if you therefore adopt the songs, please 
publish them simply as Jacobite songs, leav- 
ing the world to find out whether they are 
old or nev. This his a fir better effect thin 
saying 'A Jacobite song by such and such an 
author'. The very idea that perhaps they may 
be of a former day and written by some senn- 
achie ofthe clan gives them double interest' 

(quoted - from I C. Hidden, 60orge Thomson the 
friend of Burns, 1898, p. 182 - in Nusic and 
Society, p. 146, by D. Johnson, who comments, 
'rules for faking up a tradition! '), The sec- 
ond quotation is also from Hogg, referring to 
IThe Whigs of Fife' in The Jacobite Relies of 
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Scotland, 2 vols,, Edinburgh, 1821,1, p. 130, The 
other three quotations are from Stenhouse, 
Illustrations, pp. 161, - 130 and 488 (notes to 
SIN N,! s 168,139 and 664). Just as he had, per- 
hips unconsciously, 'echoed, Rassay in the list 
of these notes, Stenhouse echoed Herd in his 
notes to SM Nt% 65 and 484 (op. cig,, pp. 69 
and 426), the verbal parallel 'irrecoverably 
lost' being indicative of a prevailing per- 
ception (cf. n. 313), 
307, Stenhouse, op. cit, p, 488, 'SM Ný 563, 
308, Cf. pp, 261-62 suora. The f ive quotit ions 

in footnote 't' are all from Thomson's Pre- 
faces to several issues of the SC, The first 
two ire f roe the 'Second Set' (1799), the 
third from the ISecond Edition$ (1794); cf, a 
letter of ý01, h January, 1793, to Burns (Currie 
IY, p. 33, WSD, YI p, 232), and also n, 17 supra. ' 
The next quotation is from the 'Third Set' 
(1799), original spelling, and the list from 
the first edition of Val. 111 11802), 'quoted 
more fully on p, 261 supra, For an example of 
Urbini's embellishments, see SNIf NIN 338-39, ' 
and Illustrations, pp. 318-19; cf, Figure 213, 
facing p. 257 supra, 
309. Cf. Chapter Y, p. 203 supra, On literary 

antiquarianism, see Patrick O'Flaherty, 'John 
Pinkerton (1758-le26): Chispionof the Makars', 
in Studies in Scottish Literature, Vol. XIII, 
ed. 6. Ross Roy, University of South Carolina 
Press, 1979, pp. 169-95, Albert Friedman, rho 
Ballad Revival, Chicago, 1961, or Sit Walter 
Scott, *Introductory Remarks on Popular 
Poetry' (1830), in, Sir falter Scott's Min- 
strolsy of the Scotfish'Border, ed, Henderson, 
Edinburgh and London, 1902, pp. 21-54. An easily 
accessible view of the situation in Britain 
is in Sir Roy Strong, And when -did you last 
see your father! 1ho Victorian Painter and 
British History, Hampshire, 1978, esp. pp. 46-76, 
310. Advertisement to Ancient Songs and 

Ballads from the Reign, of King Henry the 
Second to the Revolution Collected by Joseph 
Ri9son Esq,, 2 vols,, London, 1790, printed 1787, 
issued 1792; 
311. The first quotation is from a letter 

sent by Percy to George Piton, 1774, given in 
Hecht, Ifanuscripts, 1904, pp, 20-22; cf. p. 302 
and n. 294 supra, The second' is f roe Joseph 
Nollekens, answers to the Parliamentary 
Committee set up to advise on the purchase of 
the Pirthenon sculptures from the Eirl of 
Elgin; Report, London, 1816, p. 69, 
312, Stenhouse, Illustrations, P, 137, note 

to SM N? 148, In sole cases, however, Sten- 
house saw that 'the refined sinners of modern 
life [would] be a bit, perhaps, to (their] 
general reception in the fashionable circle 
of a driving-roos", and he could even commend 
Ramsay for his having 'very properly supp- 
ressed the old song, enough of which is still 
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but too well known' (ibid, pp. -291 and 441, 
notes to SO Nts 297 and 504; cf. also p. 127, 
note to SO N? 134), When, in 1805, there was 
a rueourthat Scott intended to re-edit Herd's 
collection, Ritson's acquaintance George 
Chalmers wrote, 'I hope Mt Scott will not 
touch the text'; Hecht, Nanuscripts, - p. 68, 
quoting from Orchibald 1onstable and his 
Literary Correspondents, 1, p. 414. See also 
O'Flaherty, op. cit., pp. 179-84, 
313, Illustrations, pp. 134 and 111, notes 

to SM Me 142 and 110, 
314, - The quotation is f roe 11asoirs, 1808, 

p, 629, Even without Allan's specific anti- 
quirian interest this question would be of 
importance, since speculation about the fut- 
ure of - traditional song was a significant 
feature of contemporary Scottish urban and 
literary life, as is shown in the following 
hilf-dozen pages, 
315, See, for example, Currie, 1,, p. 320, 
316, In addition to the views quoted4n the 

following pages, see also Hazlitt, Lectures on 
the English Posts, London, 1818, Lecture I, 'On 
Poetry in General' (Everyman edn,, London and 
New York, 1910,1964 reprint, p. 9): 'it is not' 
only the progress of mechanical knowledge,, but 
the necessary advances of civilisition that 
are unfavourable to the spirit of poetry', - - 

317, , 'Introducto? y-Resarks oný Popular 
Poetryl, in The Ninstrelsy of the Scottish 
Border, first published in -the edn. of 1830; 
Sip Vallor Scott's Ninstrelsy of rho Scottish 
Bopdor, ed. T. F Henderson, Edinburgh and Lon- 
don, 1902, pp. 23-4. As his been indicated (p. 290 
suppa), the Heroic Ballads in particular were 
ancient pieces which were still familiar and 
often sung; David Johnson writes that 'what 
the collectors were recording in 1800 was a 
folk-song corpus which hid largely been cur- 
rent in 1650' (Mic and Society, London, 1972, 
p. 87, but ct n, 306 suppa). - 
319, 'Critical Dissertation on the Poems of 

Ossian' (1763), in rho Poess of Ossian, Edin- 
burgh, 1830, P. 15. 
319. Ibid. P. 94. 
320, Ibid, p. 101. Ct n. 271 supra, and also 

a letter sent by Dr. Johnson to Mrs, Thrale on 
September 2101,1773: 'You areýperhaps imagining 
that I am withdrawn from the gay and the busy 
world into regions of peace and pastoral fel- 
icity, and an enjoying the reliques of the 
golden age'; in Szovel Johnson Selected prij- 
'ings, ed. Kt Davies, London, 1965, p. 299, f roe 
Johnson's Letters, i, pp, 359-60, 
321. 'Historical Essiy1, pp. cx-cxi, spelling 

of Scotish, passed, therefor and reliques as 
in original. Friedman, The Ballad Revival, p. 219, 
having quoted the title 4ncifni EngUish 
Iffirical Rosancies, notes in parentheses that 
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'Ritson was a spelling reformer'; he also 
used Scotch, Scotish and Scatsh synonymously, 
322, William hathervell, Preface, dited 1832, 

to Scottish Proverbs Collected and Arpanged 
by 4ndrer Henderson, new edn., with notes and 
glossary by James Donald, -GIasgov, I88I, -p, xi. 
323. The quotation is fro& Lockhart's 4ife 

of Sir Valter iScoit, Edinburgh, 1836-38,11, 
P. 299, , Scott's - words were spoken i propos 
'certainschemes of innovation ... set onfoot 
by the Crown officers for Scotland': 'little 
by little, whatever your wishes say be. you 
will destroy and undermine, until nothing of 
what mikes Scotland Scotland shill remain'; 
324i- , 'Elegy, on the Death of Scots Music'; 

Poems, STS edn. 0 ed. M. P McOiarsid, 2 vols,, 
Edinburgh and Landon, 1954-56,, 11, p. 38, - -, 
325, Faverley, 1814 (anonymously), - Chapter 

LIXII, 'A Postscript,, which should hiveýbeen 
a. Preface', third paragraph-, Everysin edn. l London and New York, 1906,1973 reprint, p. 476. 
Scott's History of Scotland (1829-30) ' is 
quoted by David Brown in Falter Scott and the 
Historical Imagination, London, 1979, p, 200, 
with Duncan Forbesi $The rationalism of Sir 
Walter Scott, Cambridge Journal, October, 1953, 
vii, p. 28, cited as source in n, 21 (on p, 2281 
On pp. 200-02, Brown gives examples of isagin- 
ative exprtssion of historical Idetersinism', 
326. The eaphaticvords quoted are Ritson's; 

'Historical Essay on Scotish Song', Scotish 
Song, 1794, n. (69) to p. lxxv, which is quoted 
sort fully in n. 23 supra, where the irony is 
apparent and entirely justified. Cf. Chapter 11, 
p. 58, and Chapter III, pp. 130-32 supra, 
-327, The first two quotations are froafthe 
Rev, James Cooper's' account of Baldernock, 
Stirlingshire, Sh, 11, p. ý 169, The next is f too 
Wordsworth's Preface to the second edition of 
Lyrical 8allads, 1801, in Poetical hrfs, ed. 
Hutchinson, revised de Selincourt, Oxford 
Standard Authors series, 1936,197Ureprint, 
p. 735; cf, p. 300 supr;. It was the Rev, Hugh 
heikleJohn of, Aborcorn who believed that 
'eanufactories , ;,. Ehidl had the most fatal 
inf luence' Jc. - ( SA, 11, p. 606), and , the Rev. 
William Bennet of Dudingstan (sic) vho, vtote 
of the 'corruption , ,. generated' and 1corr 
tagion' spread "in truth, wherever sen-are 
collected together in, considerable - numbers' 
( Jbid,, p, 245), - The last quotation is f too the 
Rev Muckersie's account of Vest-Calder, ibidi, 
p. 110, Both he and Dr. William Nisbet deplored 
the 'vices of the capitalg ( ibidp. 207, Parish 
of Currie), while the Rev. William Camtron of 
Kirknevton wrote that his parishioners were 
as yet Ohappily ý strangers tothe vitious Esicl 
refinement, scepticism and licentiousness, 
which, from the example, of the metropolis, 
Chad] lately much infested the neighbouthood' 
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(ibid,, p. 337). William Creech, in his second 
letter to Sinclair, addressed the 'manners' 
in Edinburgh, vriting: 'it'seess to be a fact 
established by the history of mankind, that, 
as opulence increases, virtue subsides' Iibid. 
p. 46), and in their account of Ounfermline 
and its inhabitants, the Revs, hiclein and 
Fernie agreed that 'increasing trade, minu- 
factures, and the rapid circulation of money, 
have had 'in unhappy influence on their 
morals' (54,1, p. 321). Nevertheless, despite 
these and other expressions of disquiet, 
vriters of the 4ccount vere generally ad- 
vocates of 'sodernisition and change' (T. C. 
Stout, Introduction to S9,11, p, xv), , 
328, The first quotation and the last are 

from Adis Smith, -9n Inquiry into the Nature 
and Causes of the Yeallh of Nations, 1776, 
Book V, Chapter 1, pp. 204-05 and 182-83 res- 
pectively: filasgov University Edition of the 
Ports and Correspondow of Mat Saith, Clar- 
endon Press, 1976, ed, Campbell, Skinner and 
Todd, Val, 11,2., pp. 795 and 782, The other 
quotation is from Adis Ferguson, 4,7 Essay on 
the Nistopy of Civil Society 1767, Part Fourth, 
'Of Consequences thatresult from the Advance- 
sent of Civil and Commercial Arts', Section 1, 
sixth paragraph: ed. Ouncin Forbes, Edinburgh 
University Press, 1966, p. 182, Ferguson's most 
famous image appears three paragraphs liter-, 
Iflinufictures, accordingly, prosper lost, 
vhere the mind is least consulted, and vhere 
the vorkshop say, vithout any great effort of 
imagination, be considered is in engine, the 
parts of vhich are men', 

329, The first quotation is from the Rev. 
Bennet's account of Dudingston, the second 
from the Rev heiklejohn's account of Abercorn 
($4,11, pp. 244 and 686), Cf. Adis Smith, Pealth 
of Mioni, Glisgov University Edition, p. 203: 
Ithe vices of levity are- alvays ruinous to 
the common people', 

330. The Rev, Andrev Ireland's account of 
the Parish of floonzie, Fife: S9.1, p. 682. 
331. Sir Hubert Parry, first'innuil setting 

of Folk Song Society, 2nd. February, 1899; Folk 
Song journal, Vol, 1. 
332. The first quotation is from Villias 

Donaldson, the Jacobite Song Political Nyth 
and Nitional Identify, Aberdeen University 
Press 1989, Prefice, p. ix, The second is from 
the song 'Ye Jicobites by Naselý SNN IV (1792) 
p. 383, N? 371, and Burns Pons and Songs, 
Clarendon Press, ed. Kinsley, 1969, no, 371, In 
his Cowntary, 111, P-1400, Professor Kinsley 
vrites, 'it is possible that Burns merely 
communicated or revised this song ( unsigned 
in SIX ) for Johnson'; ' but see Donaldson's 
critique of the song, op. rik pp. BS-7. As a 
record of contemporary popular opinion about 
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the Union of Parliaments, see the account by 
Lockhart of Cirnvath, vho described hov 

'the Nation's Aversion to the Union in- 
creased; the Parliament Close, and the outer 
Parliament House, vere crovded every Day 
vhen the Parliament vas set, vith an in- 
finite Number of. People, all exclaiming 
against the Union, and speaking very free 
Language concerning the Promoters of it' 

(quoted David Daiches, Scotland and the Union, 
London, 1977, pp. 142-43). Daiches, ibid,, p. 149, 
lists S020 of the addresses of protest 
against the Union f too, among other places, 
Forfar, Stirling, Dumbarton, Dunkeld, Linark, 
Roxburgh, Dunblane, Bervick, Aberdeen and 
Perth; 'some ninety in all', 
333, C1 Herd, Preface, p, v (second paragraphl 

On 'national* songs, see Francis Collinson, 
rho Traditional and #ationil Ifusic of Scot- 
land, London, 1966, Introduction, pp, 1-3, and 
D. Johnson, Nusir and Society in Lowland Scot- 
land in the Eighteenth Century, London, 1972, 
Chapter 7, pp. 130-49, CC also pp. 259-60 qpra, 
334, The second quotation is from Herd, Pre- 

face, p, vi, The first is f roe the song 'Avi 
Yhigs aval, S## 111, p. 272, N! 263, and Burns 
Poets and Songs, ed, Kinsley, 1966, no. 303; cf, 
n, 381 infra, The title is in the Lav MS, 
Mist of Songs for 31 Yoluse of the $A01,0 
Musical Museum'), no. 29, described as I'V6, 
Ei, #,, 'Mr Burns's old voids']; set Hecht, 
Songs from Pavid Iterd's Nanuscripts, Edin- 
burgh, 1904, p. 181, no. LII, and cf. Burns's 
letter - of 13 th November, 1789, to Mrs, Dun- 
lop, 'in fact, of a good many of this, little 
more than the Chorus is ancient' Wtfers, l, 
p. 273 -M edn,,, p, 337 - no, 295), 
336, On Herder; see Isaiah Berlin 'Herderand 

the Enlightenment, inAspects afthe eighteenth 
conturged. ftrl R, Vasserian, Baltimore, 1965, 
pp. 47-104, and tvo books by F M. Barnard, 
Border's Social and Political rhought from 
Enlightenment 90 Nationalist, Clarendon 
Press, 1965, and 1 8. hpdep on Social and 
Political Culture, Cambridge ý University 
Press, 1969 (selected texts, translated and 
vith an introduction); on p. 9 of his Intro- 
duction to the latter, Barnard vrites -of 
Heider's 'belief in the - gradual trans- 
foriation from the dynastic 'machine' state 
into the 'organic' PolHtate, ' 
336- 'Introductory Remarks on Popular Poetry', 

f irsi published in the 1830 edn. of rho #Jn- 
sirelsy of the Scottish Border; Ifinstrelsy, 
ed. T. F Henderson, Edinburgh, 1902,1, pp, 6-7, 
and Henderson's 'Prefatory Note', pp. xi-xii, 
337, The German vord is Herder's, and is de- 

fined by Barnard as 'a kind of naturalness and 
simplicity found inchildren"; op. cii, 1965, p. 74. 
338, Ninstpolsy, ed, Henderson, 1, p. 176. In a 
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letter of February, 1769, to George Piton, Percy 
hid written that 'the old manners, customs, 
opinions, or idioss of the ancient Scotch 
nation ... (were then] wearing out so fast, 
that, if not preserved in such publications 
is these, they [would] be utterly unknown to 
posterity'; quoted by Hecht in Songs from 
David Hard's Nanuscripts, Edinburgh, 1904, 
pp. 12-13; Percy refers to the Isubsequent 
volume' promised in Herd's 1769 collection, 
339, Cf. P, 258 supra, 
340, Part 11, 'Second Law of Nature% last 

paragraph, translated by F M. Barnard in Harder 
on Social and Political Culture, 1969, p. 165, 
Herderls Abhandlung über den ursprung der 
Sprache was published in 1772; the question 
set was 'En supposint. les hosses ibandonnii i 
leurs ficultis naturelles, sont-ils on itat 
d'inventer le langage? et par quels soyens 
pirviendront-ils d'eux-mises I cette in- 
vention? ', The text is given substantially in 
Barnard, op, tit,, pp. 117-77; see also n. 25 to 
p. 94, and Barnard's Introduction, ý 17 ff. 
341, Cf. Chapter IY, pp, 146-48 supra, 
342, Cf Matthew P. McDiirsid, 'A Study of 

the Poetry of Robert Fergusson", A, The Lit- 
etary Circumstances 2, The Syspithetit Trends 
inContesporary Literature (a) The antiquarian 
iovesentl in The Poems of Robert Fargusson, 
STS edn,; Vol. 1, Edinburgh and London, IM, 
esp. pp, 140-41; David Dtiches, The Paradox 
of Scottish Culture. - the Eighteen th-Con fury 
Experience, London, 1964; F Y. Freeman, 'The 
Vernacular Movement', in A Companion to Scot- 
tigh Culture, ed. Dziches, London, 1981, pp. 393-96. 
343, S4, I1, pp. 722-23. Robertso; inhis compact 

observations, ignores the later French in- 
fluences on the Scots language, vhich he terms 
'the Dino-Saxon', Cf Chapter IY, p. 146 supri, 
344. Hugh Blair, Lectures on Rhetoric and 

Belles Leffrer, the passage is given sore 
fully in Chapter IY, p. 146 supra, - 
34S. CC McDiarsid, op, cit,, loc., tit, 
346. The first quotation is Huse's view, 

letter of 1757 to Gilbert Elliot of Minto (cf. 
n. 10 to Chapter 10. The second is from John 
Cillander's introduction to Two Ancient Scot- 
tish Poems, Edinburgh, 1782, quoted McDiarsid, 
op. cit,, p. 141. It should be remembered that 
the 'people' referred to here are of the 
Lowlands, not the fitelic-speakers of the 
Highlands and Western Isles, 
347, James Boswell's Journal of his stay in 

Holland, for 24th February, 1764, quoted from 
Boswell in Rolland, ed, F Pottle, 1952, p. 161, 
by McOiarmid, op. cikp. 141. Compare hotherveIrs 
pessimism (p, 306 supra), and tf. also Kinghorn 
and Law, Me Forts of 411an Rastay, STS edn, 
Yol. IV, Edinburgh and London, 1970, Chapter Y, 
'Rimsay the Antiquaryl, p, 136, 
348. The second quotation is from yjItjr 
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Scott, Worley, 1814 (anonymously), Chapter 
LIXII ("Postscript'); Everysan edn,, London 
and New York, 1906,1973 reprint, p. 476, The 
first, with its ambiguous use of 'still', is 
from the account of Jedburgh 'from Materials 
furnished by the Rev. Dr. Thomas Somerville', 
$4,111, P. 498, Similar phrases are in the 
accounts of Triquiir (ibid,, p. 909), New 
Port-Glisgov (S4, Yll, p. 692) and Monzie, 
Perthshire, the list on *the borders of the 
Highlands' (S4,111, p. 739). 

349, References to different models of 
ploughs and methods of ploughing abound in 
the Statistical Account - as Professor Snout 
remarks, 'it is extraordinary how much they 
[the writers] knew about farming' (S4,11, 
Introduction, p. xv) - among them that in the 
account of Lillies-Leaf, Roxburghshire, by 
the Rev, William Campbell, SA, 111, pp. 539-40, 
whose reference to James Still is quoted, His 
tvo-horse sving-plough, patented inthe 1760s, 
was 'deservedly considered ... the greatest 
improvement agriculture (had] received for 
many years' (S4,11, p. 184, Parish of Cranston, 
Midlothian), and by the turn of the century 
vat tivoured by competitors in the ploughing 
matches which veto for so long a feature of 
rural life (see 0. K. Cameron, The Ballad and 
the Plough A Portrait of the Life of the Old 
Scottish Farmfouns, London, 1978, pp. 176-77, 
and The Cornfiste? Oays A Portrait of a Land 
and its Rituill, London, 1984,1986 reprint, 
Chapter Y, p. 63 ff, Seal Iý was oak ing between 
three and five hundred ploughs each year in 
the 1790s; 54,11, p. 72, Parish of Borthvick), 
Many compilers of the Account agreed that the 
Scots plough was more suitable for 'stiff and 
stony ground" ( SA, 11Y, p. 480, Parish of Cushnie, 
Aberdeenshire), and ideal 'for breaking up 
moor and bentl (SAIII, p. 797, Linton), 

3SO, The first two quotations are from 
Ramsay's Preface to the Ulf, and Forgusson's 
'The Cinongite Pliy-house in Ruins, A Bur- 
lesque Pots', PoessSTS edn,, Yol, 11, Edinburgh 
and Londo; 1956, p. 61, line 56, respectively, 
In 1787, lines Beattie published Scogicises 
Arranged In Alphabetical Oroep #esigned to 
Correct Improprietiot of Speech and Frifing; 
in 1794 he published the works of his son, 
and informed the reader that 'his pro- 
nunciation was not correct, as say well be 
supposed: but it was deliberate and sig- 
nificint, free fro& provincial peculiarities, 
and such is in Englishman would hive under- 
stood; and afterwards, when he hid passed a 
few summers in England, it became more ele- 
gant than what is commonly heard in North 
Britain' (emphasis added; tf. text, p. 311). 
This passage is quoted from 0, Diiches, Robert 
Burns, 1950, revised 1966,1981 reprint, p. 32, 
where it is given at greater length, 
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351, All the vords quoted ire Johnson's; 
his reference to 'the great' Je and his vievs 
on Scots' 'conversation' are from A Journey 
to the Yestern Islands of Scotland, 1775, 
(seventh paragraph from the end), Bosvell 
recorded his observation on languages in The 
Journal of a rour to the 11abrides with Samuel 
Johnson, LL, D, 1786, entry for Saturday, 191h 
September; both vorks in one volume, ed. Peter 
Levi, Harsondsvorth, 1984, pp. 151 and 293 
respectively, Johnson vould have been sorry 
had all recordof Gaelic (in the latter case) 
been lost, as is evident from a letter of 
August 13th, 1766, to Mr William Drummond, in 
vhich Johnson, 'not very villing that any 
language should be totally extinguished', 
vrote that he vished 'the continuance of 
every language ... till it is reposited in 
some version of a knovn book, that it say be 
ilvays hereafter examined and compared vith 
other languages'; Bosvell, rho Life of Samuel 
Johnson, ed, Percy Fitzgerald, 2nd. edn, 3 vols, 
London, 1888,1924 reprint, Yol. 1, pp. 326-28, 

352, The passage from Currie's Life of 
Robert Burns is quoted from The Yorks of 
Robert Burns, - with in Account of his Life, 
and a Criticism on his Ypitings, 1800,61-h 
edn,, 4 vols,, London and Edinburgh, 1809, Yol. 1, 
p. 265. He returns to the subject later, Mid, 
p. 328, vhich should ideally be read in con- 
Juction vith the vords quoted: 

06reit efforts hive been side by the in- 
habitants of Scotland, of the superior 
rinks, to approximate in their speech to the 
pure English standard; and this hit side it 
difficult to vrite in the Scottish dialect, 
vithout exciting in them some feelings of 
disgust, vhich in England are scarcely 
felt. ... A dislike of this kind is, 
hovever accidental, not natural., (given 

verbatim of literati#; a comma say have been 
missed after'hovever'). Of the five quotations 
preceding Currie's vords all but one are from 
the Statistical Account, The first is from 
the account of Mid-Cilder by the Rev. James 
Wilson, vhoss parishioners vere 'making 
evident approaches tovird a sore intimate 
acquaintance vith the English tongue, vhich 
is the more desirable, is, since the union of 
England and Scotland, the language of the 
court of London has been received as the 
standard language of the united kingdoms,, 
( SA, 11, p. 98). The second quotation is f rom the 
account of Lasington in Linarkshire, the third 
from the account of Denino, Fife, and the 
fourth from the account of Peterhead: Shyll, 
p. 426; 1, p. 26S ('Scotti c isms' as in originaý, 
and XY, p. 417. Finilly, it vis Francis Jeffrey 
vho vrote that 'it is in ignorant, as veil as 
an illiberal prejudice, vhich vould seek to 
confound EScots] vith the barbarous dialects 
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of Yorkshire or Devon'; from an unsigned re- 
viev of Crosek's Reliques of Robert Burnsthe 
Edinburgh Review, January, 1809, in Robert 
Burns The Critical Heritage, ed, Donald A. Lov, 
London and Boston, 1974, pp. 186-87., 
353, The long-serving Rev. Williaa Auld (see 

n. 275 supra) f igures in 'The Kirk of Scot- 
land's Garland-a nev Song', also entitled by 
Burns 'The Kirk's Alarm', in a letter of 71h 
August, 1789, to John Logan-, If tiers, 1, p. 350 
(2nd edn, p. 433), no. 3S6, For the song itself, 
see Poems and Songs, ed, James Kinsley, , Oxford 
Standard Authors series, no. 264, vithout 
music; see also Kinsley's Commentary, p. 1307, 
for in interesting note on its genesis, Auld, 
of course, also figures in 'Holy Willit's 
Prayer', and - as Ogreat Apostle Auld' - in 
'The Holy Tulziel, line 57; Poems and Songs 
no. 52, Auld began his account of hauchline 
parish by recording that 'in old deedsi the 
name of Machlein, or Machlene is usedi but of 
late it is sore commonly spelled Machlin'; 
for another example of this characteristic 
Scottish pronunciation, see Chapter V11, p. 335 
infra, The vords quoted in the text, p. 311, 
are from Auld's account, $4, Yl, p 450. 
364. The first quotation is from Ritsonj8A 

Historical Essay on Scotish Song', in Scolish 
Song, 1794,1, p. lxxv, n, (69), quoted sore 
fully in n. 23 supra, vhere the irony is 
obvious, The second is f too 'A List of ý all 
the Scotish Poets; vith brief remarks', in 
4ncient Scolish Poems, never before in print, 
Edinburgh and London, 2 vols,, 1786, p. cxlii: 
see also M. P McOiarmid, 'A Study of the Poetry 
of Robert Fergusson', in Poems, STS edn,, Yol. 1, 
pp. 144-49, esp, 146; P. O'Flaherty, 'John 
Pinkerton (1758-1826): Champion of the 
Mikars', in Studies in Scottish Literature, 
ed, 6. Ross Roy, University of South Carolina 
Press, Yol. 1111,1978, pp. ISMS, esp. p. 172; 
and Billy Kay, Scots The Nither Tongue, Main- 
stream Publishing, Edinburgh, 1986, p. 106, 

355, The first quotation is from Pinkerton, 
"List ... vith brief remarks', in 4ncient 
Scotish Poest, 1786, p, cxlii,, 'remember this 
vulgar speech vas once the speech of heroes', 
The second is f too Herd, Preface, p. v, and 
the last f Yom Pinkerton, loc. tit, 
356, Pinkerton, 'On the Oral Tradition of 

Poetry', in Scottish Tragic Ballads, 1791, 
p. x; cf. p. 269 supra, 
357. Both quotations are from an unsigned 

reviev of Cromek's Reliques of Robert Burns, 
the Edinburgh Review, January, 1809, in Robert 
Burns The Critical Heritage, ed, Donild A. Lov, 
London and Boston, 1974, p. 186, For grammatical 
consistency, the passage (p. 312) should have 
been rendered into the past tense, but the 
references to 'the present- generation, Jc, 
made this impossible vithout unacceptable 



Notes to pp, 312-313. 

distortion of Jeffrey's phrising. In the vords 
first quoted, of course, he ignores Gaelic 
altogether, His illusion to the concept of 
aisociition vould hive remained apposite far 
some years iftervirds; cf. David Johnson, Nusic 
andSociety, London, 1972, pp. 197-98-The 'deep 
impression, made by 'those popular verses 
vhich are associated vith national airs, and 
vhich Eire] leirnt in the years of infancy, 
had already been noted by Currie in his 
lCriticiso on the Writings of Burns',, Worts 
of Robert krns; itigh in Account of his Life, 
and a Criticism on his Ypitings, 4 vols., 
London, 1909 (sixth edn, ), p, 326, 

358, The first quotation is from Jeffrey, 
loc. cit: Ithis Scotch is not to be considered 
at a provincial dialect, the vehicle only of 
rustic vulgarity and rude local humour, It is 
the language of a vhole country" it. Alexinder 
Geddes, in his *Epistle to ,.. the Scottish 
Society of Antiquities', vrote that although 
the hither-tongue 

IH&s had the melancholy fate 
To be neglekit by the great, 
She still his fun in open door 
Amang the uncurruptit poor ... I 

(The Oxford Boot of Scottish Yersel ed. John 
MicQueen and Toe Scott, 1965, p, 343). The list 
quotation (p. 312) is f too William Hamilton of 
6ilbertfield's first epistle to Ramsay, 
stinzi seven (Poems of Allan Ramsay, 2 vols., 
6lisgov, 1797,1, p. 961 Ramsay's verse is that- 
itterised by colloquial feeling rather than 
archaisms; for the eighteenth-century apprec- 
iation of Scots verse, and the manner in 
vhich contemporary poets and editors lin- 
tentionilly blurted the difference' betveen 
the aureate diction of the Mikiris and the 
, vulgar speech' of their ovn day, see: 
hcoilraid, op. cit., pp. 118-60, esp. 119-44; 
Kinghorn and Liv, The Pbpts of Allan Ramsay, 
STS edn,, Vol. IY, pp. 101-02 and 136-38; 
Freeman, 'The Vernacular Movement', in 4 
Companion to Scottish Culture, ed. Daiches, 
London, 1981, pp. 393-96. Echoing RcDiirmid CoA 
cit,, p. 138, himself citing William 6eddie), 
Freeman points out the importance of ttad- 
ition to the Scots humanists - Catholics# 
Jitobites and Episcopalians 'almost to a 
min' - vho vere at that time particularly 
active is printers and editors is vell as 
poets. For & recent viev of the 'great 
efflorescence of cultural nationalism in 
Scotland during the late eighteenth and early 
nineteenth centuriezO, and of hov 'this move- 
ment his received less attention thin it 
deservisl, set William Donaldson, the Jacobite 
Song Political Nyth and National 16nilty, 
Aberdeen University Press, 1988 (both quo- 
tations are from P. M. 
359. John Pinkerton, Scottish Tragir 8allads, 

5()) 

London, 1781, quoted more fully p. 257 supra, 
360, Curt ie, I, p. 266; cf. p. 311 suppa, 
361, The first quotation is from James 

Beittie's account of his son's life, 1794, 
quoted more fully in n. 350, the second from 
Edwin Muir, 'Complaint of the Dying Peasantry', 
Collected Poess, 1963, p, 262, John Jamieson's 
Oictionary was first published in 1908, Of 
the bothy-ballad, that rural Scats song-type 
characteristic of the nineteenth century, 
Gavin fireig wrote: 

'these ditties of fire life constitute the 
most genuinely native part of out popular 
minstrelsy, They say not amount to such is 
poetry: but there is in air of sincerity and 
conviction about them that sakes for force 
and vitality, Further, they illustrate local 
life and language better than any other kind 
of song or ballad which we have' (quoted, 

from Folk-Song of the Nopth-last, 2 -vols" 
Peterheid, 1909-14, article xcii, on 'The 
Ardlav Crew', in David Buchan, rhe Ballad and 
the Folk, London and Boston, 1972, p. 266). 
362, Cf pp, 259-60 and 307 supra, 
363, The quotation is from Burns's iinu- 

script notes on Scottish songs, Edinburgh 
University Library, La. 111 586, note to 5Siv 
ye my Maggie' (Burns Chronicle, 1922, p. 9, in 
article by 3, Davidson Cook, reprinted by Folk- 
lore Associates with their edn. of J. C. Dick's 
rhip Songs of Robert Burns, Hatboro, Penn- 
sylvaniz, 1962; the note also in Cromek's 
Reliques of Robert Burns, 1808, Fourth edn, , London, 1817, p. 200, levery Scottish Esicl eirl), 
On chapbooks Jc,, see Chapter IV, p, 149 and 
n. 23 supra, and also Thomas Crawford, Society 
and the Lyric, Edinburgh, 1979, pp. 5-7, At the 
same time as the vigour of this trade should 
be kept in sind, hovever, the formidable powers 
of memory and recitation among traditional 
singers of III nations should not be for- 
gotten: see David Buchan, The Bjllaý and the 
Folk, 1972, virtually pasils. 
364, The first quotation is from Jeffrey's 

review of Crosek's Reliques, quoted it 
greater length an p, 312; the second is f too 
Herd, Preface, p. vi, 
365. Article 1IX; cf. n, 323 supra, Many of 

the litepaii hid studied Law, and the Scot- 
tish legal system say indeed have been 
'identified with Scottish national feeling, 
as well is with culture and intellectual 
progress in the east general sense' (David 
Daiches, rhf Scottish Enlightenment, Saltire 
Society, Edinburgh, 1986, p. 9), Furthermore, 
the General Assembly of the Kirk of Scotland 
his often been seen by liter historians as a 
fore of national parliament, Whatever say be 
true of the years after the Disruption (1843) 
the Patronage Act of 1712 meant that the Kirk 
of Allan's day was no more truly independent 
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than vas the Law; cf. Daiches, Scotland and 
the Union, London, 1977, pp, 172-73, on appeals 
to the House of Lords Jc, 
366, The Poess of Ossian, Edinburgh, 1830, 

p. 93, Cf, Captain Burt's vords, quoted in 
Chapter 111, p. 134 supra, 

367, For the first quotation, see p. 269 
supra, The others are from Blair, op. cit,, 
pp. 92-3. CC also Chapter 111, pp. 130-35, and 
pp. 257-58 supra, 

368, The first quotation is from Tophim, 
Letters from Edinburgh, quoted tore fully in 
Chapter 111, p. 131 supra; the second is from 
Burns, Latters, quoted more fully p. 259 supri, 
369, The quotation is from Jeffrey's reviev 

of Ciosek's Reliques, Edinburgh Reviev, 1809; 
quoted sore fully on p, 312. 

370, Cf, Chapter 11, pp. 107-08 supra, and 
also John Bartell, The Part Side of the Land- 
scape, Cambridge, 1980, p. 20, quoted in n, 107 
to Chapter 11, 

371, Cf. William Donaldson, the Jacobite 
Song Political hyth and National Identity, 
Aberdeen University Press, 1988, esp, Chapters 
Four, Six and Seven, Some related material 
may be found in tvo essays in The People's 
Past, ed. E. J, Covin, Edinburgh, 1980,, Kenneth 
Logue, 'Eighteenth-Century Popular Protest: 
Aspects of the People's Past', pp, 108-30, - and 
Norman Buchan, 'Folk and Protest', pp. 165-50, 
372, In his Essay on the Origin of Language 

Heider had vritten: 
'The more a group is threatened, the sore it 
Vill turn in upon itself and the closer Vill 
be the ties of its members. To avert dis- 
persionthey Vill do everything to strengthen 
their tribal roots. They Vill extol the deeds 
of their forefathers in songs, in patriotic 
appeals, in monuments, and thereby preserve 
their language and literary traditions for 
posterity' (translated by F. M, Bernard in 

J. 6. IYerder on Social and Politicil Culture, 
Cambridge University Press, 1969, p. 173). 

373, The first quotation is from Barnard, 
herder's Social and Political Thogog fro& 
Enlightenment to Nationalist, Clarendon 
Press, 1966, p. 73, n 7. In Scotland, in 1793, 
John Elder and William Stevart veto charged 
vith sedition, 'their crime being that they 
had a medallion ,.. vith the vords 'A 
nation (Jel -.. and 'liberty and equality"; 
P. Berresford Ellis and Seumis Mac A'GhobhainN 
The Scottish Insurrection of 1820,1970,2nd, 
edn,, Londcý 1999, p. 61, vhore other details 
of arrests and trills of the Friends of the 
People (in Scotland) are given (cf. also Chapter Y, pp-230-31 suppa), 

374, Discussed in Chapter 111, pp. 130-38, 
Chapter IV, pp. 162-63, and also p, 256 supra, 375, Cf. Chapter IV, p. 156 suppj, 
376, Gentlemen of this description appear 
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in six of these illustrations; the 'Young 
Laird', of course, seets Edinburgh Kite in 
the tovn itself (p. 275, Figure 232 and Plate 
XyIII), In tvo sore, 'Katherine Ogie" (The 
Mitchell Library, filisgov, SR 241 308864, f, 13 
verso) I and Ramsay's IB#ssie Bell and Mary 
Grayl (Figure 227, facing p. 272), the pictures 
ire characteristically harmonious; in the 
former there is textual Justification for the 
depiction of a vealthy hero (cf. Herd, Vol. 1, 
p. 246, verse four: 10 vere I but a shepherd 
svainll Jed, and the attitudes of Ramsay's 
song, to say nothing of the classical 
allusions, ire not entirely typical of those 
'Sentimental, Pastoral and Love Songs' vhich 
are supposedly set inthe country, In tvo sore 
'The Siller Crovn' (SNIf 111, p. 249, N? 240), 
and the famous 'Get up and bar the Door' 
(Herd, Vol, 11, pp. 159-60), there is again 
textual Justification for the depiction of 
gentlemen, and in both cases their appearance 
is certainly unvelcome, Finally, although the 
choice of such a protagonist as the 'Brisk 
Young Lid* (Figure 234, betveen pp, 275-76) vas 
surely made for the opportunity of imagining 
the brav fellov, and all his finery, being 
clartit vith the gliur of the duck-dub, there 
is once sore the sense of a disruptive in- 
fluence from outside a defined community, This 
subtle feature vas first suggested by Jim 
Brovn in his dissertation, The Scottish Song 
Illustrations of David Allan, 1984. 
377, Cf. Chapter 11, p, 67 supra, 'Pastoral 

Innocence', together vith 'Filial Piety% vas 
exhibited by Berckhirdt, Royal Academy 1795; 
it vis, incidentally, I Penny, vho, in 1788 
and also at the RA, exhibited 'Rural 
Innocenceg, 'Cottage felicity', vith other 
pastoral subjects, vas exhibited there by 
C. R. Ryley, in 1792 (Graves, Royal Academy), 
378. Cf. pp. 264-67, and notes 148-49 supra. 

See also William Donaldson, the Jacobite 
Song, Aberdeen University Press, 1989, p. 87, 
and cf Thomas Crivford, Ourns A Study of the 
Poems and Songs, Edinburgh and London, 1960, 
p. 154, on the ambiguity of the seventh 
stanza of the address 'To a Haggis* (Poems 
and Songs, Clarendon Press, 1969, ed. James 
Kinsley, no. 136 and Commentary, III, p. 1221). 
379, SNX 111 (1790), Preface, lines 7-9, 
380. TrNPreface (1730), original spilling 

of 'Altholl 'Musick' and 'our selves'. Ramsay 
vrote in a liter sentence, 'What further adds 
to the Esteem ve have for them, is, their An- 
tiquity, and their being universally knovn', 

381. An Account of a Conversation con- 
cerning the Right Regulation of 6overnsents 
for the common good of Rankind, 1703, in 
Fletcher of Salloun, Selected Writings, ed. 
David Diithes# Association for Scottish 
Literary Studies, 1979: the vords veto spoken 
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in order to rebut the argument advanced by 
the 'Eirl of Cr-o-rtyl, who thought that 'in- 
famous ballads sung in every corner of the 
streets' were 'of no great consequence', Cf. 
Chapter Y, pp, 233-34; Buchan had, in 1792, 
published his Essays on the Lives and Prit- 
ings of Fletcher of Saltoun and the Pool 
rhossom, he also visited Paris in the early 
days of the Revolution Q Berresford Ellis 
and $eusas Mac 9 6hobhiinn, rho Scottish In- 
surrection of 1820,1970,2nd. edn, London, 1989, 
pý 54). Herd almost certainly alluded to 
Andrew Fletcher's statement when he wrote: 

'And trivial is his idea of a song say be, 
the statesman has often felt this piultry 
E sic] engine affecting the machine of 
government; and those who are versant in 
history can produce instances of popular 
songs and ballids having been rendered 
subservient to great, revolutions both in 
church and statel 9ncient and Modern 

Scottish Songs, 1776, Preface, first part- 
graph (cf. p. 308 supra), 
382. A title-pigs for his first Wenty-five 

etchings - the only song-i I lustrit ions that 
Allan ever prepared for publication (cf. p. 238 
and nn. 15-16 supra) - was executed by "J. 
Macdonald' QGS, Prints and Drawings), 

383, Cf Appendix IX, the volume of songs 
published by Andrew Foulis, Edinburgh, 1799, 
The suggestion is not to be taken too lit- 
erally; Allan himself oust have intended some 
quiet husour when he designed in illustration 
including a book of songs ii, frontispiece to 
a collection of song-i I lustrat ions, perhaps 
even a songbook with illustrations, 

384, The quotation- is from 'A Bird's 
Epitaph', 8urns Poems and Songs, ed. James 
Kinsley, Clarendon Press, 1968, no. 104, When 
Burns wrote to James Smith of his venturing 
into Iguid, black prenF, he say have been 
echoing Fergusson's 'Answer to Mr J. $, '§ 
Epistle' (Poems and Songs, no. 79, line 38, 
and PoemsSTS edned, McDiaraid, p. 7l, line 3), 
385. Cf. Chapter Yll, p. 363 infra, 
386, The argument advanced by David Johnson 

in Music and Society- in Lowland Scotland in 
the Eighteenth Century, London, 1972, p. 143 ff. 
seems a little ingenious, It is true that 
some of the 'customs' to which songs side 
reference - often only in passing - had been 
superseded, the lyrics themselves becoming, 
'by imperceptible stages, out of date', but 
it is equally true that other agricultural 
methods remained unchanged in essentials, 
though perhaps equipment was improved, for 
another century and more; it was a long time 
before the pitchfork carried by 'The Liss of 
Pitie's Milll, for instinct, was abandoned, 
In any case, f ev of the songs could ever 
have been thought 'realistic pictures of the 
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present' although they say certainly be 
regarded as 'nostalgic accounts of the past', 

387, Letter of 2411 November, 1821, f ros 
Thomson to Stothard, NLS, HS-685, 

388, The various books of fiddle-music 
familiarly knovn as the Gov collections vere 
Inearly all Nathaniel's Eeditoriall vork': 
0, Johnson, Scottish Fiddle Music in the 18th 
Century A music collection and historical 
study, Edinburgh, 1984, pp. 219-21, The 
first, by 'Niel Gov at Dunkeld', vas pub- 
lished in 1784; the sixth and last in 1822, 
fifteen years after Niel's death, Nathaniel 
vas Niel Gov's fourth son, As Johnson has 
shovn, 'folk-fiddle playing, as it exists 
in Scotland today, vas almost entirely an 
eighteenth-century creation', and 'many in- 
dividual tunes vere ... as brand nev, in 
fact, as any cotillon one could name' (Music 
and Society, 1972, p. 111, and Scottish Fiddle 
Music, 1984, p. 213, in vhich Johnson refers 
to 'Tas O'Shanter', lines 116-17; Burns Poems 
and Songs, ed, Kinsley, 1968, no. 321), 
389, Herd, Preface, p. viii (ariginalspelling) 
390, The quotation is from Thomas Hardy's 

poem "In Time of 'The Breaking of Nations", 
Collected Poems, Macmillan, Fourth edn. 1930, 
p. 477. The disquieting note suggested by the 
'Frontispiece' is taken up in Chapter Yll, 
p, 354 infra, folloving a discussion of 
Allan's other scenes of Scottish life dating 
from these years, 

irotes to Chapter VII- 

The just representation of 
ordinary Life. (Title quoted fros David 
Allan's letter of 3rd. October, 1788, to Givin 
Hasilton, published vith The 6entle Shepherd, 
Foulis Press, filasgov, 1788; transcribed in 
full as Appendix IY), 

1, Ibid, 
2. Allin Nadi at least three prints before 

going to Italy, two of the Foulis Academy and 
a Masonic summons fore of 1764, Another nine 
prints are of Italian subjects, only one of 
which is dated (cf. n. 75 to ChipterlV): 'Cala- 
brian Shepherds'; 'Hermit ,,. Appian way',, 
'Innocence betrayed'; 'Maid of ... Procital; 
'Napolitin Dance,; INapolitan Painter,; 'Nea- 
politan Girl'; 'Pilgrims% lFreaching in the 
Colloseo' (Short titles, Allan's spelling), 
Seven prints cannot reasonably be assigned to 
any period: 'Eusulus Ulisses's herd keepil 
Wc for Eusaus, Ulysses and 'keeper'); 'Poor 
Hautboyl; *Five Landscapes by Allan'. The first 
two are &quatints, A driving of the second 
subject ($Man playing on Hautboy') was sold 
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in 1797 (Sale I, p. 13, lot 96), The landscapes 
appeared at the same sale, but ire now lost 
(p. 5, lot 110). So too ire three sore prints, 
recorded in sale catalogues, and probably of 
Scottish subjects: 'Girl at School'; 'Beggar 
Boy'; 'Funeral Procession' (probably Highland; 
c f. Chapter I 11, p. 126, n. 58). The fi rst two were 
part of lot 133, Sile l, p. 5; the last was sold 
in 1798 (Sale 11, p. 9, pirt of lot 65), Tvo un- 
dated Scottish prints are extant or recorded, 
one of Edinburgh Castle, the other of a por- 
ter; prints of two other Edinburgh Characters 
('Charity' and 'Oyster GirI9 are from 1783 
and 1784 respectively, and the porter may be 
of the same period, While not specifically 
Scottish in any feature, the '$having Mach- 
ine' probably dates from late in Allan's 
career (cf. n. 15 infra), The earliest dated 
prints of Scottish scenes, of Blackness Cis- 
Us and Clacksinnan Tower, are from 1782, In 
the following year Allan made prints of The 
General Assembly, 'The Highland Dance,, 
lChirity', Mrs. Catherine Bruce, Septious 
Severus, Julia Emilia, and William Wallace, 
In 17U 'Black Stoolu, 'Deserter$ and a 
diploma for the Honourable Company of Golfers 
Joined 'Oyster 6irll, 'A second version of the 
General Assembly print is dated 1787, Thirteen 
plates for The 6entle Shapherdvere published 
in 1788, a print of 'The Good Shepherd' ipp- 
arently being of the same date (sold 1972), 
In 1789 Allan made prints of the Lord High 
Commissioner's procession and the laying of 
the foundation stone of the New College, Edin- 
burgh University, He made a print of Alloi dry 
dock in 1791, others of Alloa Tower and the 
High Street of Edinburgh in 1793, with the 
'Edinburgh Volunteers' following in 1794, His 
tventy-five oval illustrations of Scottish 
songs, with the small 'Maid of Cistlecary', 
belong to 1795 and 1796, Standing apart ire 
Allan's fifty-seven plates (each containing a 
number of cameos Jc, ) for Tassie's Cataloque 
(1791), and his own two plates 'Elements of 
Braving for Scholars", probably connected 
with his Mastership of the Trustees' Academy, 
Finally, his self-portrait in etching and 
aquatint may be dated to the aid-1780s, , 3. Maurice Lindsay, 11istory of Scottish 
Literature, London, 1977, p. 226, Cf. $9,11, 
p, 703, where the Rev. Robert Rennie, in his 
account, of the Parish of Borrovstovnness 
(sic), laments that 'here, is in &any other 
places specified in the Statistical Account 
of Scotland, tippling houses are too numerous' 
and quotes a quatrain 1the tventy-seventh of 
Part 11, repeated as the thirty-fourth and 
list) from 'Scotland's Skiith, a little poem 
of real serit' (footnote, $4, loc, cif, ), 
4, The three prints were published in 1796, 

although 'first impressions' had been pulled 
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by 1793 (Sale 11, p. 6, lot 101). Allan's 
pupil Scott engraved the Frontispiece. Scatt's 
sonj William Bell Scott, seems to have drawn 
his 'New Year's Day Morning I vide, The Tva 
Dogs, Vol. I page 61 with Allan's 'The Cotter's 
Saturday Night' (engraved by R. Scott) in 
mind, and he certainly based his own moral 
prints 'The Hose of the Temperate' and OThe 
Hose of the Intemperate', inscribed to the 
Newcastle Temperance Society, upon Allan's 
other designs for Scotland's Skaith, those 
engraved by Paton Thomson (W, B. Scott was 
Master of the Government School of Design 
there from 1843; Irwin, $coltish Painters it 
Hose and Abroad, London, 1975, p. 278). Stothard 
hid already followed one of Allan's designs 
for the poes in his own set of illustrations 
to rho Poetical Porfs of 11-actor NjeNsill, 
1sq,, 2 vols,, London and Edinburgh, 1801, facing 
p. 91 cf, also the illustration facing p, 18, As 
closely based upon Allan's work were the 
illustrations that W. B. Scott made of 'The 
Auld Cloak$ (i, e, 'Yak your auld cloak about 
ye', Figure 266, facing p. 285) and of a 
dancing scene ('Maggie Lauder' in mediaval 
costume), Allan's print (etching and aqua- 
tint) of 'Maggie Lauder' seems to have been 
particularly useful to Villias Bonnar and 
Alexander Johnston when each was seeking a 
composition for his own picture of the song, 
One may, of course, have copied the other, 
but the ultimate source is Allan; set rho 
Pilkie fradition, Mainhill Gallery and Bourne 
Fine Art, 1983, nos, 13 and 22, and cospire 
Figure 231, facing p. 274 supra, 

5. Letter of 6 th November, 1780; given as 
Appendix II, p. 388 infra, from Rev. T C. Gordon, 
Va vid Allan of 91loa, AI vi, 195 1, pp. 31-2. 
6, Chapter 1, p, 4, pp, 6-9, Figures I and 2, 
7. In addition to R. Scott and Paton Thossorý 

mentioned in n. 4, prints were made after 
Allan by Cunego and Salvatore Tresca ('Origin 
of Plinting%ý by Yolpato ('Origin of 
Painting' and 'The Confession'), by Caldvall 
( rho Seasons, Murray's edition, 1779), by 
Parker (Ritson's Scotish Song, 1794), by 
Ransom (Thomson's Select Collection) and by 
Stevenson (Morison's 0iiian, 1795), is well 
is the unscrupulous, and generally anonymous 
engravers who plagiarised Allan's plates in 
rhir fentle Shepherd for a number of early 
nineteenth-century editions of the play. 

8. 'Clicksannan Tower' (1782), 10 x l0k, 
"Black Stool' (1784), 11% x 131; Figure 290, 
facing p. 334. The largest of Allan's prints 
is that shoving the Jaying of the foundation 
stone of the New College of Edinburgh Uni- 
versity (1789), lltxl8, Figure 289, ficing p. 330. 

9. Letter of 9 th August, 1783, to the Earl 
of Buchan Watson NSS,, 01690 No, 1728), 
10, Cf Chapter l, nn. 36,31 54 94 100 and 127, 
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for prints, by or after ýCorreggio, Guido Reni 
and Raphael,, Piranesi; Orsini, Le Clete, 
Mengs and Volpato, and for volumes of-prints, 
'Pergolesils Ornamental Designs' -appeared in 
Sale 1, p. 1, lot 5; lot 17 on the same day 
was 'Minuale di vari ornasenti per uso di 
Pittari Architetti, &c. da Carlo Antonini, 
Roma'; lot 19 was 'The Gentleman and Cabinet- 
maker's Director I vol, fol. ', presumably that 
published by Chippendale in 1754. Allan owned 
,a 'Complete Treatise an Perspective by Thomas 
Milton, the plates, bound up separately 2 vols 
foll 'The Artist's Assistant, in Driving, ic, 
London 1786% 'Bowles's Art of Driving, 
without a taster ELondon 178611 and 'Anatomy 
improved ... re-engrived f roe the work of Dom 
de Rossi, I vol fol'; Sale I, - p. 21- lot 20, 
Sale 11, p. 6, lots 87-8, and Sale 1, p. 4 lot 3. 
For Allan's collection of pictures by Sandby, 
see n. 44 infra, He owned 'Eight Characters 
of Horses, by Gilpin', and -the 'First number 
of Gilpin and Garrand's Prints of Horses' 
(Sale 1, pp. 2 and 5, lots 38 and 108). Two 
works by Bogle were in Allan's collection; a 
portrait of James Bytes, and a picture of a 
'Night Watchman, Londonu (Sale 1, pp. 6 and 4, 
lots 144 and 95). In addition to Hamilton's 
Schola, Allan owned IPair,, Hebe and Juno', 
'Death of Lucretia, ' 'Pair, Allegro and Pen- 
seroso', 'Innocence', all by, Cunego after 
Hamilton, is well as the set of prints from 
the Iliad: Sale I, p. 3, lot 57; p. 5, lots 127-28; 
p. 3, lots 45, -46 and 53, Reynolds was also 
represented by a number of prints: 'Por- 
traits of two Ladies'; 'Lady Smith, by 
Birtilozzi E sic], after Sir Joshua, col- 
oured'; "Lady C, P. Clinton, Smith after Sir 
Joshuil; 4hr. Bunbury after Sir Joshua'; and 
'Duke of Devonshire, proof after Sir Joshua' 
(Sale 1; p. 4, lots 68,81,88,91 and 94). 
Charles Cordiner had been a student, it the 
Foulis Academy; Allan's copy of , his Anti- 
quities, London, 1780, was lot 33 on the first 
day of Sale I (see Irvin, Scottish Paingeri 
at Home and Abroad, London, 1975, p. 86), Gori's 
Nusto and the book of prints from Herculaneum 
were lots 6 and 11 an the site day, , 

11. Sale 1, p. 3, lots 66 (Cunego) and 68 
(Volpito), Tresci's mezzotint was made in 
Paris, it the H6tel de Cluny, 
12, Sale 1, p. 21 lot 32; p. 4, lot 86 (tilled 

'Bartholomew Fair, by Hogafth'). 
13, For Allan's prints of, Edinburgh 

Characters, see n. 2 supra; the series as a 
whole is considered on pp, 326-27 infra, The 
quotation is from Sale 1, p. 16, lot 198, 
where it refers to Allan's -lost drairing of 
the scene, Allan decided the General Assembly 
would 'make a good print' as early is 1780; 
see his letter to Sir William Hamilton (given 
as Appendix 11, p. 388 infra; cf. also n. 16), 
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14, uEdinburgh Volunteersi, 17946, inscribed 
(bottom left) ID. Allan feW, Ten copies were 
sold in 1797 (Sale I, p. 6, lot 139). 'Tax' Jc, 
Sale 1, p. 5, lot 118, John Nixon made a, print 
of . the same subject in 1782, In 1795 Burns 
wrote, a song for the Dumfries Volunteers 
beginning 'Does Haughty fiaul invasion 
threaW (Poems and Songs, ed. Kinsley, 1968, 
no, 484: SY Vol. VI, 1803, p. 565, N? 546). 
Cockburn's description of Edinburgh's 'corps' 
is quoted from fiemorials of his Time, Edin- 
burgh, 1856, Chapter 1, p. 71. 

15, - Sale 1, p. 5, lot 136, None of these 
copies was offered at the auction of 1798, 

16, For a list of prints (etchings, en- 
gravings and aquatints), executed wholly by 
Allan, with dates as far is these say be 
determined, see n. 2 supra, The second version 
of -'The General Assembly' (1787) was never 
published-by Allan; nine copies of the, first 
veto sold in 1797 (Sale 1, p. 4, lot 70), with 
the plate of in unpublished version following 
about a week later (p. 16 'Copperplates, Casts 
W, lot 2). This version was published by 
Robert Scott, Allan's pupil, 
17. C f. n, 2 supra; the 'Five views of Edin- 

burgh Cistle"sold in 1797 (Sale I, p. 5,1ot llý 
prints) were presumably all different, since 
groups of duplicates are invariably described 
as ý e, g. 'Thirty ý. copies ... ClackainnanCastle" 
or 'Twelve copies .. Aigh Street" (lots 113 
and 115, sase day). These 'Five views' may date 
from as early as 1782, If the 'Funeral Pro- 
cessionl is, like the 'Dance' with which it 
was sold in 1798, also a Highland subject (cf, 
Chapter I 11, p, 126, n. 58), it may date f roe 1780, 
In addition to the print of a porter, 'Girl 
at School", and 'Beggar Boy', (both lost) tight 
also be placed with the prints 'Oyster Girl' 
and, *Charity'., (an Edinburgh beggar; cf. Fig. 273, 
between pp, 326-27), fro& the early 1780s, 
18, Cf. Sale 1, pp. 17 and 18, 'Miscellaneous 

Articles', lot 9 ('A Drawing Machine'), and 
lot 17 (also 'A Driving Machine'), 
19. The letter is transcribed in full from 

the original, Chapter 1, p. 21 suppa,, - 
20.. The 'Evening Amusements' were lots 5 

and 6 on the f if th day of Sale I$ p. 10, Of 
the folios of sketches, comprising sort than 
five hundred 'pieces' in all, which were sold 
'at this auction (principally on the sixth 
day-, pp, 14-16, passim), most contained 'Fig- 

., uret and 6roupes'. Some fifty sketches were 
of landscapes or topographical features, and 
almost seventy (p. 15, lots 151 and - 154-56) 
were of lHistorical. Compositions'. Seven books 
'of original Sketches and Studies, after 
Nature, by Allang were sold in the following 
year; all were of -Italian or Neapolitan sub- 
jecti (Sale 11, p. 5, lots 57-63), 
21, The Italian scene - private collection 
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(D. 8) - measures 13% x 204, and is inscribed 
'P, Siunby et 0, Allan del 1793', The Italian 
revellers are clearly members of Allan's cast 
of characters (though none is a direct copy 
from any other picture), and the background 
of Italian tovnscape and countryside is as 
close to Sandby's work as the figures are to 
Allin's, This1s also true of a Scottish scene 
(vitercoloursivith the NGS, August, 1989) which 
say be that listed in Sale I (p. 15, lot 188) 
as 'Highland Dance, - Do. the Landscape part 
by Paul Sindby'; as oftenin Moir's catalogues, 
a 'Do, ' is ambiguous, and may indicate 'fin- 
ished', 124 by 18 inches' or 'glazed", from 
the description of the previous lot, 
22, Sale 1, p. 6, lot 138, Paintings of the 

same two subjects were sold two days later: 
'Highland Dance, unf rased, 3f t Gin by 2ft 9in' 
and 'Italian Dance, Naples - and Yesuvius in 
the back ground, unframed, Uft by 3' (Sale I 
p. 9, lots 79 and 80). Cf, Allan's letter of 1780 
to Sir William Hamilton., 'I have painted at 
Athole for myself a Highland Dance as a cos- 
panion to the Neapolitan' (Appendix 11), 

23., Sketchbook D5088, NGS. Two different 
views of the figure in question are on ff. 15 
and 16; ct also Figure 277, facing p, 327, 
Allan wrote an Italian proverb (or riddle) on 
the inside cover, signing his name and 
'Naples, 1770' below this. Sketches f. rom the 
book U- 8 ', verso, ý f. 60) were used in both 
'Evening Amusements' vatercolours, dated 1769 
and 1779 (Glasgow Art Gallery and Museus; Fig- 
ure 13, facing p-12), but another sketch VO, 
the Oliva", f, 65, recto) is inscribed 'Cry of 
Rome 1776', 

24. The title-page of Allan's edn, of ý rho 
Senile Shepherd, published by the Foulis 
Press in December# 1788, gives 80ickson's 
Closs' as his address; that Allan's letter of 
September, 1789, to the Earl 'of Buchan gives 
the direction 'My adress I Dicksons Close, 
suggests that his flitting f toe Writers' Court 
hid been f air ly recent (see Chapter V, p. 204 
supra, where the letter to Buchan is tran- 
scribed in full from the original, - and also 
Appendix V), Cf, also the Rev. T. C. 6ordon, #arid 
Allan of 41loa, Alva, 1951, p. 43, 
25, Ct Forgusson's 'Auld Reikie' and 'Leith 

Races', and also Burns'sý'The Holy Fair', For 
'blue-gounl, see Glossary, 
26,, John Stoddart, Remarks on local Scenery 

and manners in Scotland during the Yeapi 1755 
and 1800, London, 1801, Vol, 11, p. 213, The 
lGiv V of the sign in Allan's print can be 
identified with some confidence: in 1780 was 
published A Collection of Nasonic Songs, And 
Entertaining Anecdotes ... By 6avin Wilson 
Poet laur"i to the Lodge of St Bavid, Edin- 
burgh, --Ths frontispiece portrait identifies 
the author sore prosaically as 'Givin Wilson 
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Edin. Leg Ara and Boot Maker Inventor of 
Hird'ned h Polished Leather, l 
27, Sale 1, p. 15, lot 192: 'Book of Scotch 

Figures, chiefly the Cries and Employments 
common in Edinburgh, drivn and coloured from 
Nature'. The character ' shown in one *of these 
designs, a 'blue goun' and his children (Fig- 
ure 273, between pp. 326-27) was the subject 
of the print "Charity', 1783; another, a 
f iresan, is inscribed -1788, The date of 1793 
seen in Plate VIII is spurious,, ' the writing 
is not Allan's, and refers to his print of 
the High Street'(Figure 270, facing p. 325) in 
which the water cadie features, 

28, The passenger is not seen, but cf. 
Chambers, Traditions, ' 'In former times, when 
Edinburgh was so such sore limited than now, 
and rather an assemblage of alleys thin of 
streets, sedans were in comparatively great 
request, They were especially in requisition 
among the ladies-indeed, almost exclusively 
so, From time immemorial the sons of the Gael 
hive monopolised this branch of service; and 
as fir as the business of a sedan-carrier can 
yet be said to exist amongst us, it is in the 
possession of Highlanders' ( p, 176, 'The 
Cross-Ciddies'), The last point is confirmed 
by Fergusson's 'Mutual' Complaint of Plain- 
slanes and Causey, in their Mother-tongue', 
where Ciusey remarks: .II 

"Like thee, do I not bide the brunt 
Of Highland chairman's heavy duntll 

(The Poesi of Wert Forgusson, STS edn,, 
Vol, 11, Edinburgh and London, 1956, ed, M. P. 
McDiaraid, p, 124, lines 59-60). H. 6. Graham, in 
rhe Social Life of Scotland in the Eighteenth 
Century, (1899,, 1ourth edition 1937, pý 90), 
imagines these chairmen Ispluttering Gaelic 
execrations on those who impeded their pro- 
gress', but"sneezing might be more appropriatq 
since the Highlanders' fondness for snuff was 
legendary: see Kirkwood / Lhuyd, A collection 
of Ilighland Piles and Customes, Folklore 
Society, 1975, p 45, - "Snuff is useful amongst 
them to make acquaintance' - and also James 
Boswell, roup, September 24 th; 'The people 
consume a vast deal of snuff and tobacco, for 
which they must pay ready money' (ed, Peter 
Levi, Harsondsvorth, 1984, p. 312). 
29, Allan's prints are listed in n. 2 supra, 

To his prints (etching and, ' aquatint) ' of 
'Charity', 'Oyster Girl' (Figure 276, between 
pp, 326-27),, and'the porter, the lost 'Beggar 
Boy' and 'Girl at School' might be added. 
Duplicate dravings of Edinburgh Characters 
exist in , several callections, those in the 
Ounimirle Albus (on loan to NGS, Prints and 
DrivingWbeing prefaced with the pencilled 
note 'Portraits Taken fro& Life*; the initial 
outlines might have been copied by Alexander 
Carta, apparently employed by Allin for this 
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purpose (see Irwin, Scottish Painters at hoso 
and 4broad, London, 1975,, p. 190, ref erri ng to 
"Kenneth Sanderson's MS. Notebook, National 
Gallery of Scotland'. Cirse's drawing style 
is certainly very similar to Allan's, is are 
his subjects, but there is no other. evidence 
to support this opinion, tý 
30,4 Series of Original Portraits and Car- 

icature Etchings BI the late Nr John kay 
Ifiniature Painter Edinburgh with Biographical 
sketches and Illustrative Onecdoles, Edin- 
burgh, IM, Vol. I; pI55, no, 224, 
31, The quotation is from Basil Skinner, rho 

Indefatigable #P, 911an, exhibition catalogue 
(Scottish Arts Council, 1973), p. 19, no. 59, 
where the words refer specifically to Allan's 
use of the Highland officer in his print of 
the Lord High Commissioner's Procession, ý, 
32, The first quotation is from Seollett's 

The Expedition of humphry Clinker, letter of 
July 181h, from Hatt Bramble to Dr. Lewis, in 
Yorks, Yol. IY, p, 66, Pennant's view is quoted 
from A four in Scotland; 176Y, 3rd. edn, 1774, 
p. 52, The guard-house opposite Bell's Wynd 
(to which Pennant also referred) had been 
demolished in 1785, and the Luckenbooths were 
to 

,f ol low in 1829, Al lin Is outline etching is 
inscribed 'D, Allin f, 17931, 

, 
33, Silt I, pp. 17-18, 'Miscellaneous 

Articles', lots 6,6 and 16, the list 'A 
still Camera Oscura for the pocket', 
34, On 'Rutherglen Fair' (Dunitarle Album, 

on loin to NGS), see Chapter 1, p. 13, n. 69 
suppa, A. 'Yiev of Dumbarton Castle, 221n 
by 14 framed' was sold in 1797 (Sale 1, p. 15, 
lot 192; a driving), Basil Skinner, in rho 
Indefatigable Nr 911an, 1973, p. 4, mentions 
'the vanished Views of 6lasgow list recorded 
in 1808'. Allan was in Glasgow in 1792, but 
seems to have been too busy on that occasion 
to take more thin one drawing, which was sent 
to Principal Robertson (see Appendix YI), 
35. See Chapter I 11, p. 118,, n. 32 supri, An 

'East Yiev of the Bass' was sold in 1797 
(Sale 1, p. 11, lot 47; a drawing), 

36, Sale 1, p, 121ý lot 88, 'Craig Miller 
Castle' (drawing)*, p. 14, lot 139, 'Dun- 
feraline Abbey' (drawing); Silo I, p. 5, lot 114 
'Five views of Edinburgh Castle', prints, 
probably all different (see-n. 17 suppa); and 
Silo 11, p, 8, lot 63, 'Two Outlines, Clacksannan 
Tower and Edinburgh Castle* (Prints; cf, Sale ; 
p. 5, lot 113, 'Thirty copies Outlines of 
Clickminnin Castle Esicl'), A drawing of the 
Canongite Tolbooth is in, the N6S; Allan used 
the building to give some appropriiteý local 
colour to a song illustration (Plate XYIII as 
well is Figure 232; the ! Salt Vifel Mirgirit 
Suttie may be seen in the background of the 
etching), A driving of the Camp at kiddry is 
in the Scottish United Services Museum, - 

509 
37, See Chapter ; III, p. 118 supra, - Lady 

Hope IS letter was sent to Sir James Hunter 
Blair, , Lord Provost of Edinburgh, on 301h 
Octoberl 1786p - in support of Allan's 
application for the mastership of the 
Trustees' Academy, ' and also -commends his 
skill ýin portraiture and 1patern dravinqu 
(Hunter Blair MSS.; cf. Chapter 1, pp. 22-4, and 
also Appendix Y), 4' 
38, -, The views of the Forth at Alloi ire in 

a private collection, (M. I U. A -'Landscape by 
Allan, in vitercolours, view of Stirling from 
Alloal was sold in 1798, as was "Ditto, 
Tulliallen Castle" (Sale 11, p-4, lots 36-7). 
The latter is noted by Cunningham in his The 
Lives of the most Eminent British Painter#, 
London, 1833, Vol. YI, p. 4, but like the view 
of Castle Campbell also mentioned, - and sold 
in the same auction (p. 4, lot ý2), it is 
lost, Allan's drawing of Culyoss Abbey (NOS) 
dates from 1781, 

39, A driving of Rosyth Castle is in -the 
Ounimirle Album (NGS), The quotation is from 
Allan's letter of Septesberj- 1789, to the Earl 
of Buchan (cf. Chapter V, pp. 204-05 supra), 
40, Both of Allan's drawings of the will at 

Moffat ire signed Tand -dited 1795 (Dunimarle 
Album, NOS), In a letter of 181, June, 1796, 
Allan wrote of Itisting ýthe healthy air of 
Moffat end of this summer',, he died that 
August (Covie Collection, the Mitchell Lib- 
rity, Glasgow; reproduced in the Rey. T, C. 
Gordon, 0avid Allan of Alloa, Alva, 1951, 
facing p. 80; cf. also Appendix YI), - 
41, Sale 1, p. 13, lots III and 112 ('Moffat 

Mineral Well, a pair, ' and 'Moffat Village', 
all three in Dunimarle Album, NOS), and p, 11, 
lot 37, 'Moffat Church' 

42. Cf. Chapter 111, p, 111-and-n, 7 supro, 
Or, Cheyne's, The Natural ý hethod of Cureing 
the Oiseases of the Body and the Visorders of 
the Nind depending on the Body was published 
in 1742, - Burt wrote how "an English Lady, who 
found herself something decaying in her 
health ... was advised to go among the Hills, 
and drink Goat's milk or Whey' (Letters from 
a fientleman in the North of Scotland, 1754, 
Letter KX), The cure is ý&Iso mentioned in 
Numphry, Clinter is being recommended by 'Dr. 
Gregory, in esinent-physiciin of an amiable 
character' (Letter of 91A August, from Mitt, 
Bramble to Dr. Levis); ýcf. also Graham, Social 
life of Scotland, p. 483, - where the Highland 
borders are again specifically noted, 
43, Sale 1, p. 11, lot 41 (lost); Sale 1, 

p. 10, lot 1, 'Farmer's Family, Anandile, A' 
(original spelling; lost), 

44, Sale 1, p. 3, lot 43j, 'Pair of 'Land- 
scipes, by Hackert" (Prints); p. 4, - lot 84 
'Yue de Fonte Bello by Dunker after Hickert'; 
Sale 1, p. 11, lot 39, -'Landscape copied from 
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Barret', and p, , 15, lots 193-94; 'Pair of 
Landscapes, one, of themý an original by 
Barret, the other a copy by Allan, 121n. bY' 9, 
framed' and 'Landscape by Barret, with tittle 
by Gilpin, framed, 17 in by 11.0 Allan owned 
'fiilpin's Essays on Picturesque" Beauty, ' Lon- 
don 17921 (Sale ll, p, 6, lot 92), One painting 
by 'Uyth', presumably "Warwick' Smith, was 
offered in Sale I (p. 16, lot 205), and two 
core in the following year (Sale II, p. 4, 
lots 56 and 67; 'Landscape in water colours, 
by J. Smith, very capital, ýbeing a view of 
Terracina a seaport in Italy, 28 inches by 20, 
cost 15 guineas without framing% and 'The 
Companion, by the same artist, being a*viev 
of the ancient Villa Necanas and the Casts- 
telli, It at Tivoli, both ýthe landscapes 
highly and beautifully finished, and esteemed 
chef d'oeuvres of the sister', On the villa 
at Tivoli, cf. n. 35 to Chapter 1, Allan's high 
regard for Sandby is evident both in a letter 
to the Earl of Hopetoun (transcribed in full 
from the original, Chapter 1, p, 21 supra) 
and in the Preface to rho 6entle Shepherd 
(Appendix ID, and his collection of works by 
Sindby, ill landscapes ýor "views*, is is- 
pressive. Eight were prints-, Sale 1, p, 31 lot 61 
('Pair 'of views'); p, 5, lot 117 (six views), 
Allan owned it' least three copies after 
Sandby, having probably made them himself: 
Sale 1, p, 11, lot 40, '[Landscape]'; Sale 11, 
p. 4, lot 29, two 'outlines of views after 
Sanby [sic]", He owned at least four orig- 
inals: Sale 1, p. 11, lot 42 'Landscape' (a 
driving); Sale I, p. 14, lots 163-5, three 
'Landscape[slm (drawings), as well is the 
collaborations mentioned in n, 21 supra, A 
drawing listed as 'Great Tree and Yiew in 
Wiles, say also have been copied from Sandby, 
although no such indication is given (Sale 1, 
p, ll, lot 38). Some twenty landscapes and topo- 
graphical views , made by Allan- himself are 
extant, Most of the forty or so listed in 
Moir's catalogues being so poorly identified, 
it is seldom possible even to recognise which 
were unsold at the first auction and offered 
again in 1799, fir less decide which of those 
still known remained in AlliA studio, Finilly, 
several of the sketchbooks, offered at these 
sales surely contained landscape studies; one 
was listed as 'Small book of Sketches chiefly 
Groupes and Yievs' (Sale 1, p. 16, lot 203). 
46, Allan's topographical work in Italy is 

noted briefly in Chapter 1, p. 8, In 1775 he 
aide a drawing in vatercolours of Yirgil's 
tomb at Pozzuoli USS, Prints and Drawings), 
it sty be a sketch for, or a repetition of, 
57he Tomb of Yirgil at Mantua, 30in by 206, 
an oil painting which was sold in 1797; Sale 
1, p. 9, lot 70 (Pozzuoli is near kiples; 
mintua'vis Yirgil's birthplace), At least six 
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drawings of Hadrian's Villa were contained on 
the 06 leaves, in black lead" sold in the 
same year, shortly after 'Neceni's-Villi at 
Tivoli' (cf. n. 36 to Chapter, 1); Sale 1, p. 14, 
lot 147, and p. 13, lot 126, Allan's letter of 
December, 1780, ' to Buchan is transcribed--in 
full fro& the original, Appendix III, 
46, -, Cf Sale 1, p. 15, lot 177; 'Book; con- 

taining original Drawings of the sacrament of 
the Church of Rose, and prints of the Gentle 
Shepherd$,, the Sacraments ire probably to be 
identified with those in the Ounimarle coll- 
ection and dated 1774-(see Lindsay Errington, 
Vivid 911an's Seven Sacraments, 1982, NGS), 
An oil painting of 'Confession' is in a pri- 
vate collection (A); a print of this subject 
was made by Volpato (cf. Appendix VIII)l 

47. He mentions 'a driving of the General 
Assembly of the Kirk of Scotland with many 
portraits' in his letter of November, 1780, to 
Sir William Hamilton (see p. 322 supra; the 
letter is given as Appendix 11, from Gordon, 
Pavid 911an of 91loal 19SI, pp. 31-2), Allan's 
drawing 'Prize of the Silver Golf* (1787) is 
Figure 90, facing p. 124 supra, 4 
48,. Pennant, four, 3rd, edn, 1774, p. 56; Bosvel 1, 
Tour to the Hebrides, entry for Monday, 16th 
August, The 'epithet' was' hv miserii nostre; 
but Johnson-was 'such pleased with the lib- 
rary' (ed. P Levi, Hiriondsvorth, 1984, p. 177). 
49, Edinburgh College Minutes (1789), p. 405, 
50, Scots Nagarine, November, 1789, p. 527, 

Only one version of Allan's print exists (in 
several copies); the statement in Dr. Peter 
Wright's 'biographical sketch' that he owned 
'Two different Views of laying the foundation 
stone of 'the College of Edinburgh' is prob- 
ably a compositor's error; the confusion 
having been caused by the first few words of 
the next sentence (see Appendix Vill), 

SI, -, Scots Nagazine, November, 1789, p. S27, 
and College Minutes, loc, cit, A print of this 
elevation was published in 1791, Allan owned 
three prints of 'Ornaments, from Dioclesian's 
Baths', and five ceiling designs by Ada& 
(Sale II, pp. S and 6, lots 68 and 86; see 
Chapter 1, p. 23 supra), 

52, ý Quoted in A. J. Youngson, rho Raking of 
Classical Edinburgh, Edinburgh, 1966, pp. 3-7, 
The Proposals *Jc was written by Sir Gilbert 
Elliot, probably such encouraged by Lord 
Provost George Drummond, 
S3, , The quotation is from Soollett, Humphry 

Clinker, letter - of , 3rd. September, f rol J. 
Helford to Sir Witkin Phillips, Uorks,, 1899, 
Vol. ly, P. 99). Defoe thought Glasgow 'the 
cleanest and beautifullest, and best built 
city in Britain; London excepted', describing 
the 'four principal streetse is 'the fairest 
for breadth, and'the finest built that E he 
had I ever seen in one city together,; 9 rour 
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through the Phole Island of 6reat Britaig 
(1724-26), Letter XII (Everytan Edition, Lon- 
don and New York 1962,1966 reprint, p. 334), 
Pennant described Glasgow is 'the best built 
of any modern second-rite city I ever saw'; 
Toup, third edition (1774), p-230, Boswell, in 
his account of Johnson's respectful reception 
in Glasgow, relates 'that one day in London, 
when Ot Adam Smith was boasting of it L'this 
beautiful city'], he turned to his and said, 
'Pray, sir, have you ever seen Brentford? "; 
Four to the Ilebrides, Friday, 29 th October (ed. 
Levi, 1984, p. 389). 

54, 'Auld Reikiel, lines 325-329, This 
optimistic thought formed the conclusion of 
Canto 1, as published in 1773; see rho Poems 
of Robert Foryusson, STS edn,, ed. N, P McDiirmid, 
Vol. 11, Edinburgh, 1956, p. 276 (text, pp. 109-20). 
55, ý Cockburn, Resorials of his Time, Edin- 

burgh, 1856, Chapter 1, p, 7, On Johann Georg 
Christoff Schetky (1737-1824), see 0. Johnson, 
Ifusic and Society in lowland Scotland in the 
Eighteenth Century, 1972, pp. 56-7, He also led 
the band of the Edinburgh Volunteers, 
56. Webster's census of 1755 put the total 

population of the Ancient Royalty it 31,000, 
of the city, including Leith, at 57,000, The 
poll-tax returns of 1694 indicate a figure of 
around 27,000; the stent toll of about half a 
century prior to this suggests some 20,000, 
twice the estimated population for 1560 
(Vilter Makey, City Archivist, based on 
research by Dr. Michael Lynch, University of 
Edinburgh), The population of Edinburgh at 
the time of the Bruce Charter, 1329, has been 
put at 2,000 (Oliver and Boyd, rho City of 
Edinburgh 1329-1529, Edinburgh 1929, p. 375): 
see P Robinson, $Tenements: A Pre-Industrial 
Urban Tradition', in , Review of Scottish 
Culture, (ROSC), No, 1, Edinburgh, 1984, where 
it is estimated that as many as 66,000 may 
have lived in the city as a whole at the time 
of Webster's census,, 

57,6iving alms no charity, 1704 - (in ,9 
collection of pamphlets concerning the poor, 
ed. T. Gilbert, 1787; p. 71). 

58, Journey, last paragraph of 'Buff" 
(sit); ed. Levi, Hirsondsvorth, 19e4, p, 49, 

59, Chambers, Traditions of Edinburgh, 
Edinburgh, 1824 (last revised edition, 1869; 
reprinted 1967), 'The Changes of the last 
hundred years', pp. 8-10; also H, G. Grahas, rhe 
Social Life of Scotland in the Eighteenth 
Century, 1899,1937 reprint, pp, 125-26, 
Creech's Letters godressed to Sir John 
Sinclair, Bart, ire an indispensable guide to 
the transformation of the capital in the late 
eighteenth century, as the comprehensive 
title indicates (see Bibliography 1), 

60.6rihial OP. tit,, P. 433, perhaps too 
optimistically; T, C, Ssout, 9 /visfory Of the 
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Scottish People 1560-1830, London, 1969, p. 290, 
gives a sort likely iccount, See also Marjorie 
Plant, The Domestic life of Scotland in the 
Eighteenth Century, Edinburgh, 1962, pp. 7-8, 

61, Cf. James Barry, Introduction to An 
Account of a Series of Pictures, in the 6reag 
Rom of the Society of Arts, Nanufacturas, 
and Commerce, at the Adelphi, London, 1783, in 
Worts, ed. Fryer, Londo; 1809, Yol. II, p. 318, 
62. See the Westminster Confession, 1643, 

esp. iii, xi, xvi-xviii, The expression 
"Reprobate rice' in the previous sentence, 
however, is from a song by Burns, included in 
a letter to Provost Robert Maxwell of 
Locheiben, 20 th December, 1789 UaitersYol, 1, 
pp, 377-78 - 2nd. edn, pp. 461-63 - no, 378): see 
Poems and Songs, ed. James Kinsley, Clarendon 
Press, 1968, no, 277; MC, ed, Smith, Birke and 
Ferguson, 1959, pp, 47-9. 
63. Clerk's poea is mentioned by Cunningham 

in his lives of the most Eminent Oritish 
Painters, Sculptors and Architects, 6 vals., 
Landon, 1833, YoLYI, pp. 42-3 (3 vol, edn, 1879, 
Vol, 11, p. 374). The Icuity-stool 11 is the term 
in Fergusson's 'The Farmer's Ingle' (stanza 
six) and in several contemporary songs, 
Allan's print (etching and aquatint) of 1784 
is entitled "Black Stool', Burns wrote of 
'the Creepie-thiir' in the song 'The rantin 
dog the Diddit o't' ; SM, Val, 111 (1790), 
p, 286, N! 277 (wrong tit), and Poems and 
Songs, ed. Kinsley, 1968, no, 80, In Kinsley's 
Commentary is quoted the last description 
Poems and Songs, Vo 1.111, p. 1038). 
64, R. H, Cromek , Remains of Nithsdale and 

6alloway Song, 1810, Appendix 0, 
65, Yarittions on this pattern range from 

the 'Hair clothl mentioned in Butt's Latters 
fro# ... the krih of Scotland, London, 1754, 
(Letter ID, to' a white sheet in in illus- 
tration of Fergusson's 'The Farmer's Ingle' 
by Bevick or a follower, Dougil Graham, in 
his famous chapbook Me whole proceedings of 
Jocky and Naggie, filasgov, 1779, wrote of 
designs upon the cloth, 
66, 'Tune, Jenny dang the weaver, ' in Herd, 

Vol 11 1, p. 181; first line 'As I case in by 
Fisher? w (cf. also Hans Hecht, Songs from 
Vivid Yard's -hanusepipts, Edinburgh, 1904, 
XYII, p. 114), The singer in this version is a 
Bin; that in Ulf (60 Hither deir, I 'gin to 
fear'), where the singer is female, is one of 
Ramsey's better sets of 'new Words to known 
good Tunes', probably because, instead of his 
usual practice of entirely 'suppressing the 
ancient songs, and substituting his own 
inferior productions in their stead", he 
incorporated such of the material liter coll- 
ected by Herd (Stenhouse, Illustrations, p. 137, 
note to SNN 11 (1788), P. 155, N? 148). The rrM 
version, its air entitled 'Jenny beguilld the 
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Wibster', also appears in Orpheus Caledonius, 
II, XXXVII, p, 83, and in $IN 11, p. 133, K? 127, 
67, The author of Letters from ... the 

North of Scotland is generally identified as 
Captain Edward Burt; in addition to the 
account in Letter IX (cf. n, 65 supra), he 
describes how a child was refused baptism in 
one instance (Letter YD, The Belles Lettres 
Society's debate $Whether the repentance 
stool should be taken away' took place on 
February 26 th p 1761; 0.0. McElroy, Clubs and 
Societies, Edinburgh University Thesis, 1952, 
p. 603 (cf. ibi4p. 696, for the Select Society's 
almost identical debate), The final quotation 
is from H. 6. Graham, The Social Life of Scot- 
land in the Eighteenth Century, 1899, 
reprinted 1937, p. 322. 

68, Cf. Burns, NEpistle to J. R******, 
Enclosing some Poems', stanzi eight (Poems 
and Songs, 1968, ed. Kinsley, no. 47), 

69" the Phole Proceedings of Jody and 
Ifaggie, Glasgow, 1779, p, 17, 

70, See Creech's letters go Sir John 
Sinclair, Part, in Sh, 11, p. 51 - 'and hive 
since greatly increased', 

71. Silt 1, p. 61 lot 140; "Presbyterian 
Penance, framed and glazed' (a print), 

72. Sale 1, p. 5, lots 112,113 and 115: 
'Thirty three Outlines of the Gentle Shepherd 
for colourint; "Thirty copies Outlines of 
Clackoinnin Castle'; *Twelve copies of views 
of the High Street of Edinburgh', Two 
drawings of the subject - 'Presbyterian 
Church Penancel and 'Presbyterian penance, 
finished, 24 by 18 inches, glazed' - were 
sold in 1797 (Sale 1, pp. 10 and 15, lots 3 
and 187), Three vatercolour drawings are 
extant, one in the Ounimirle collection (NGS), 
another belonging to the NGS itself, and a 
third in a private collection, 
73, Outline etching in BN (1868-8-8-5404), 

inscribed - in a hand close to Allan's, but 
with one uncharacteristic form - 10. Allan, 
the only impression before the' plate was 
Aquitinted', Sketch in a private collection, 
Even though the 'mother' figure in this 
sketch is of the fore seen in the liter 
drawings rather than that in the print, it is 
most likely that the sketch is in early 
experiment; it would not be the only time 
Allan rejected a revision for an earlier 
thought (cf. Chapter IY, p. 179 supra), and 
soot other details in this sketch are in any 
case closer to the 1784 print than to the 
later vatercolour drawings, 
74. Tht outline proof, BM (1868-8-8-54000 

his been trimmed close to the edges of the 
image, but with a clear border all round, The 
5ige measures 11% x 13% (inches), The image 
in the printed version measures 11% x 131, 
with a platemirk of 13 x 14%. That is, the length 
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of the published image is less than that of 
the proof although theirheights are identical, 
which would sees to rule out any variation in 
quality of piper or the relative dampness of 
particular sheets having caused the diff- 
erence, The final version has not simply been 
pruned it the edges; peripheral details occupy 
exactly the same positions relative to the 
sides of the image, hany internal measurements 
ire slightly different, and are invariably 
slightly less inthe'iquatint thin inthe proof 
(#, g, from the centre of the boy's left hind 
to the centre of the minister's right; from 
the left heel of the'hatless officer to the 
right toe-tip of the lissie; fros the edge of 
the fautor's lift to the upright central sup- 
port ofthe hourglass). As is pointed out inthe 
text, p. 334, 'Allin also altered the orthoganals. 

75, W. Edgar, Old Church Life in Scotland, 
Paisley; 1886, Yol. 11, p. 402m, Quoted by F B. 
Snyder in Robert $urns,, hfis Personality, his 
Reputation, his Opt, Toronto, 1936l p. 126, 

76, the 0olo proceedings of Jocky and 
Ifiggio, Glasgow, 1779, p. 33, 

77, Cf. David Laing's note, quoted in the 
Rev. 7. C. Gordon's David 911an of 91loa, 1951, 
p. 40-, 'The very first impression, I have been 
told, vent to the old vomanj sitting in the 
foreground, who lifts up her hand'. So non 4 
voro, 4 jolto ben frovito, 
78. Cf, Chapter YI, p. 282 suppa, 
79, -- Rev, T. C. Gordon, op. cit., pp. 39-40, 
80' lbid, p. 26; Irvin, Scottish Painters at 

Noo; ,, and 9broad, London, 1975, P. 121', 
Macmillan, Painting in Scotland The 6olden 

p. 66. Ago, Oxford, 1986, 
81, Rev, T, C. Gordon, op, cit,, pp, 39-40, 
82, lbid, p, 39, 
83, NGS, Department of Prints and Drawings, 
84, - See p, 33S, n'. . 75 suppa, Cf. also Pope, 

Essay -on Ran, 'Epistle 11', lines 1-19, and 
rho Spectator, 409, on the 'gap of Passions 
land] ý.. Min's kindred to the Brutes'. The 
Biblical instance was surely often called 
upon; Bunyin used it in 6race Mounding, , 

85, See Ramsay's 'Elegy on John Cowper, 
Kirk-Treasurer's Man-anno 17141; in one of 
Ramsay's footnotes Cowper is compared to 'a 
scent dog', Burns' ref erred to 'the holy 
beagles' in a letter of [April 17851 to John 
Arnot of Dalquhitsvood; 1,499fps, 1, pp. 26-30, 
Qnd. edn., pp, 33-7), no. 29 (p. 30 or p. 37), 

86, Silo 1, p. ' 10, lots 3 and 4( OPrei- 
byterian Church Penance' and RPresbyterian 
Church Catechising' ) and p. 14l 'lot 137 
('Scots Presbyterian. Catechising'). 
87, The Rev. T. C. Gordon, Vivid 911an of'Alloi, 

Alva, 19SI, p. 40, One version of *Catichising' 
is dated 1784, the year in which Allan 
painted the Halkett family group at 
Pitfirrane House, near Ounferaline, 
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88. -letters fro, # Edinburgh, 1776, letter XXIX, 
Robert Fergusson describes how 

'On Sunday here, an alter'd Scene 
01 Men and Manners seets our Ein' 

('Auld Reikie', Poems, STS edn., ed. McOiarsid, 
Vol, 11, p, 116, lines 231-32; the quotation in 
the text is of lines 241-42), Cf. Burns, 'The 
Holy Fair', stanza 1, 'a Chosen swatch / Wil 
screv'd-up, grace-proud faces"i and elsewhere; 
"To the Rev. John Rrhath', stanza four, and the 
'Answer' to an Epistle from a Tailor, stanza 
seven (Poems and Songs, ed, Kinsley, Clarendon 
Press, 1968, nos, 70,68 and 119B). 

89, Principles of Poral and Political 
Science, - $#in# chiefly a Retrospect of lectures 
delivered In the College of Edinburgh, 2 vols,, 
Edinburgh, 1792, Vol. 1, p. 6, 'Introduction'; re- 
printed in facsimile by AM$ Press, New York, 1974 
with a preface by L. Y, Castiglione, 
90, lbid, Vol, 1, Part 1, Chapter 1, Section V, 

'Of Man's Distinction among the Animals', p. 54, 
91. The first quotation is from Adam 

Ferguson, An Essay on the History of Civil 
Society, 1767, Part First, 'Of the General 
Characteristics - of Human Witurel, Section 1, 
'Of the question relating to the State of 
Nature', paragraph eight; ed, Forbes, Edinburgh, 
University Press, 1966, p. 4. The second is f roe 
Hume's Introduction to A Treatise of Human 
Nature, 1739, (ed. L. A. Selby-Bigge, Clarendon 
Press, 1889, reprinted 1967, p, xix), 

92j the rhoory of Noral Sentiments, (1759), 
sixth edn,, 1790, Pitt III, IY, paragraphs 7 
and 8, Glasgow University Edition of the Works 
and Correspondence of Adam Smith, Clarendon 
Press, 1976, ed. 0. D. Raphael and A. L. MacFie, 
Vol, 1, p. 159: 'Our' in original, - 93, Viscourses on Art, 11, lines 67-70. 
94, Treatise? Book 111, Part 11, Section IX, 

ý%SS3), but see Section 11 passimesp, pp. 561-53. 
95, Principles of Moral and Political 

Science, 1792, Vol, II, Pitt 11, Chapter 11, 
Sections III and IY, pp. 137,145 and 134 (but 
see Chapter 11, 'Of the Fundamental Law of 
motility, its Immediate Applications and 
Sanctions', in full, pp. 107-77 passim); cf. Essay 
on the History of Civil Society, Part First, 
Section VI, 'Of Moral Sentiment', passim (ed, 
Forbes, 1966, p. 31 ff. ), and Institutes of Noral 
Philosophy top the Use of Students in the 
College of Edinburgh, Edinburgh, 1769, pp. 184-85. 
Though forms are many, to hive an "Idea of per- 
fection" is, like the "distinction of right and 
wrong ... coeval with human nature' (Principles, 
Yol. 1, Part I, Chapter 111, Section 1111, p. 300). 
96, Principles, 1792,11, p. 11S. 
97, Tophas, Letters fro& Edinburgh, 1776j 

Letter. XXIX, Cf, Burt, Letters from ... the 
North of Scotland, 1754, letter 11: 'Constantly 
attending Ordinances, as, they phrase it, isa 
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Means with them of softening vices into mere 
frailties; but a Person who neglects the 
Kirk, will find but little Quarter, ' 

98, Fergusson, 'Auld Reikie", Iines 237-240. 
99, 'The Cotter's Saturday Night', st, XVII. 

100, Ramsay's 'Elegy on John Cowper' refers 
to Six pounds Scats for 'the poor', Allan's 
letter of 9ýh August, 1783, to the Earl of 
Buchan was sent from Writers' Court, and he 
was still there in November, 178S, when he 
wrote to Thomas Graham of Balgovan; see 
Appendix V, and the Rey, 7, C. Gordon, Vivid 
Allan of Moa, Alva, 1961, pp. 37-8, quoting 
from NLS MS 590, no-1728, In two of Allan's 
pictures of 'Presbyterian Penance', dropped 
papers inform the viewer that the couple had 
contracted a marriage do presentii -valid in 
Scots Law but of little avail in Kirk -or had 
agreed to 'compound' under pressure from the 
Kirk Session, 
101, The quotation is f too 'Tas 0' Shanter 

line 132, Tophas (Letters, XXXVIII) mentions 
such civil marriages, 

102, Hugo Arnot, History of Edinburgh, 
Edinburgh, 1780, p. 193; William Maitland, 
History of Edinburgh, Edinburgh, 1753, p, 282, 
103. T. C, Ssout, in A History of the Scot- 

tish People, London, 1969, p. 236 (paperback 
edn., Fontana, 1972, p. 219), traces 'a sharp 
decline in the practice of , public rebuke', 
with examples from Alyth (near Dundee) and 
Carluke, and refers to the various dissenting 
groups formed during the eighteenth and early 
nineteenth centuries (pp, 234-239, or 217-22). 
Lindsay Errington, in Artist-, and-the girt, 
NGS, Edinburghil979, p, 17, states that there 
is 'evidence of various kinds to show that 
this puritanical system of discipline was 
breaking up', but does not give any sources, 
In the Parish of Carluke, it appears from the 
Rev, Scott's return in the Statistical Account 
that the 'discipline of the church Chad] been 
always exercised with mildness', but the Rey. 
Lapslie from the Parish of Ciapsie - where 
two days, public penance and a fine were 
exacted of each offender - was side of such 
sterner,, stuff, He noted that there had 'been 
an opinion entertained, that this public 
penance Chad] been productive of very bid 
effects in society ... that, for this 
reason, some writers Chid) pretended to say, 
that so long as doing public penance was 
permitted, no person should be put to death 
for child murder', and continued-, 01 as in- 
clined to believe, that it would be such sore 
the interest of the community, in a political 
light- that the laws of discipline should be 
more 

; igidly adhered to; for if once the vul- 
gar of any country, consider incontinency as 
a venial fault,, they are almost ready for the 
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commission of any crime; and as I can easily 
see, that the shame of doing penance operates 
to deter others; in this point of view, it is 
to be considered as answering the ends of 
edificationm, More moderate was the Rev. Gray 
of Broughton, who suggested the replacement 
of the stool of repentance 0which is, no 
doubt, a relic of Popery') 'by a fine fixed 
lin proportion to circumstances and -sit- 
uitions, wherever the scandal was not removed 
by marriage': Carluke, SAYll,, p, 146; Cispsie, 
V, IX, p, 259; *Broughton, S4, Ill, p. 740, 

104, Letter of 7 th July, 1818; Letters of 
John Keats, ed. Hyder E, Rollins, 2 vols, 
London, 1958, -1,36 

. 105, "An Address of Thanks from the Society 
of Rakes', stanza eighteen, 
106. Thomas Crawford, Society and the Lyric 

a study of the Song Culture of eighteenth- 
century Scotland, Scottish Academic Press, 
Edinburgh, 1979, p, 29, 
107, See Chapter YI, p. 285 supra, The song, 

'My Jo Janet', was published in the following 
major collections" Tr#, Vol. 1 (1723), p, 74; 
Orpheus Calodonius, 11 (1733), No. XXXYI1 p. 80; 
SNN, Yol, 11 (1788), p, 114, NT III (without the 
list stanza); and Allan's main source, Herd's 
Ancient and Aboorn Scottish Songs, lieroic 
Rallads, Etc,, Yol. 11 (1776), p. 67, which is 
quoted, In S#1f, a hypersetrical "then' is 
added at the end of the second line, another 
at the end of the fourth, to fit the air, 

108, Allan Cunningham, rho Lives of the 
Rost Eminent 8ritish Painters, Sculptors and 
Architects, 6 vols, London, 1833, pp. 42-3 
(1879 revision, Yol. II, p. 374), 

109. John Tonge, rho 4ris of Scotland, 
London 1938, p. 45, Tonge calls the picture 
"Rintin Robin", 

110, Three panels which Allan painted for 
this chapel in 1791 ý- 'Faith', 'Hope' and 
'Charity' - are in the possession of 
Edinburgh District Council, City Museuss 
Department, A fourth, of 'Innocence,, is 
unlocited (cf, T. C, Gordon, op. cillp. 53, citing 
Laing), Four pictures related to the large 
'Tribute Money' which he painted for the same 
chapel were sold in 1797-, Sale 1, pp, 10 and 14 
lots 15 and 136 VSketch for the Painting in 
St. Peter's Church, Edinburgh - The Tribute 
Money', and 'Tribute Money, sketch',, both 
drawings),, Sale 1, pp. 6 and 8, lots 12 and 62 
('The Tribute Money, 'from the original, 4 feet 
by 31; and 'The Tribute Moneybeing the orig- 
inal Sketch of the Large Picture painted by 
Mr. Allan for. St. Peter's chapel, Edinburgh, 18in 
by 131, both paintings), The largest of these 
pictures* is listed immediately after Two 
Heads after Raphael, 18in by 14, (private 
collection), and mig6thave been a copy from 
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one of the Hampton Court cartoons, 
111. Nobody else wanted it; cf. Sale 1, p. 2, 

lot 28, and Sale II, p. 6, lot 102, To find some 
tenuous link between this possession and the 
coolly deliberate Jacobite emphasis inAllin's 
illustration of 'Robert Bruce's March' (Fig- 
ure 219, facing p. 264) is surely to consider 
too curiously, even when his treatment of 
Scottish theses is seen in relation to the 
importance of tradition to the Scottish 
humanists, 'almost to ,a min, Catholics, 
Jacobites and Episcopalians (cf, n. 358 to 
Chapter VD; but, nevertheless, in this 
connection, his attitude towards the Rosin 
Catholic Church - remarkably tolerant by 
contemporary British standards - should not 
be overlooked; cf. n. 78 to Chapter 1, and the 
passage from the 'Roman Carnival* series 
given below Figure 18, facing p, 15 supra, 

112, Quoted from 'A Midnight modern Can- 
veysation'; two lines of four, 

113, Man's open letter to Gavin Hamilton, 
October 3rd, 1789, prefixed to The 6anglip 
Shepherd, Foulis Press, Glasgow, 1788; 
transcribed in full as Appendix IV, The first 
phrase is often given as 'capable of both 
pleasing and instructing', but, though 
grammatically 'correct, this is not what Allan 
wrote and published, 

114, Letters from Edinburgh, London, 1776, 
letter XXII, 

115, The comparison, or character isation, 
is from a letter which Burns sent to John 
Arnot, c, April, 1786; Letters, I, ' p. 26 Und 
edn, p. 37), no. 29, The quotation in the next 
sentence alludes to Burns's autobiographical 
letter to Dr. Moore, September, 1787. 'Holy 
Willie's Prayer, apparently 'alarmed the 
kirk-Session so iuchl that they inspected 
their holy artillery, to see 'if any of it 
was pointed against profane Rhyeers"; ibid,, 
1, pp. 104-116 Und. edn,, pp. 133-46), no. 125 
(p. 114; 2nd edn., A 144). 
116, Burt, Letters from ... the North of 

Scotland, 1754, letter IX, 
117, Y. Edgar, Old Church Life in Scotland, 

Paisley, 1886, Vol. 11, p. 37; quoted, with a 
reference to Crisond's Church of Crudenp. 139, 
in Henry Grey Graham, the Social 1ife of 
Scotland in the Eighteenth, Century, 1899, 
Fourth edn,, illustrated, 1937, p. 243. 
118, Graham, op, tit,, p. 327, 
119, Ross, 'The Bridal o't', Cf. Ramsay's 

Collection of $cogs Proverbs, Chapter XLY: 
IYe vid be a good piper's bitch for smelling 
out bridals' (1797 edn,, Archibald Constable, 
Edinburgh, and Stewart i Heikle, Glasgow, 
p, 100), -Allin made drawings of 'Rock and wee 
Pickle Tov', (Herd, II, pp. 92-3), and he may 
hive planned an illustrated edition of Ross's 
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Helenore, first published in 1768; two draw- 
ings ire in the album 'Baby Allan I Her 
Book', with Allan's note 'Helenare- or The 
Fortunate shepherdess a Scotish Poes by Alex! 
Ross Aberdeen shire' (Covie Collection, the 
Mitchell Library, Glasgow, SR 241, No 308864, 
f. 24 verso), 
120, Grahim, op, cii,, p, 243, 
121. One version of 'Presbyterian Penance', 

admittedly a copy of an earlier design, is 
also dated 1795, Another picture from the 
autumn of this year is in Perth Art Gallery; 
see n. 152 to Chapter 1, 

122. Rev. T. C. Gordon, David Allan of 41loa., 
Alva, 1951, p, 70, 

123, John Stoddirt, Remarks on local 
scenery and iinners in Scotland during the 
years 1799 and 1800, London, 1801,11, p. 134, 
See also Chambers Scots Dictionary, compiled 
by A, Wirrick, Edinburgh, 1911, reprinted 1982, 
Shaisit-reel and Shase-reel, Allan, it is 
true, generally limits the number of dancers 
in such scenes to two couples, 

124, Letter of October 26"1 1787, to the 
Rev. John Skinner, claiming' his assistance 
for the Scots Nusicil #useum; letters, Vol, 1, 
p-133 (2nd, edn,, p, 167), no, 147, 

125, The quotation is from one of Burns's 
songs to John Bruce's air 'Whistle ovre the 
live O'to; Poems and Songs, ed, Kinsley, 1968, 
no. 84, line 146, For Ramsay's 'The Life. 

1and Acts of, or, An Elegy on Pitie Birnie', men- 
tioned in the* next sentence, see The Yorks of 
Allan Ramsay, STS edn,, it pp. 66-91. 

126. Lives of the most Eminent British 
Painters, Sculptors and Architects, 6 vols,, 
London, 1833, Vol. VI, p. 44 (revised edn, 1879, 
YoUl, p. 375), 

127, Letter of 181h August, NLS MS 685; the 
picture to which Thomson refers is 'The Bush 
iboon Traquiirl (Figure 188, facing p. 249, 

, and also Figure 261, facing p, 284, with a 
detail facing p, 238), 
128, Graham, op. cit,, p, 95, 
129, Stoddart, op, rit, Vol, 11, p. 134. Cf. 

David and Francina Irvin, $coltish Painters 
at 11ome and Abroad, London, 1975, p. 175, The 
Kirk's banning of the custom was, apparently, 
'regretted by many, including ministers of the 
Church of Scotland', although other 1douce 
black bannets' hid railed against Penny 
Weddings for generations (see for example 
Thomas Crawford, Society and the Lyric, 
Edinburgh, 1979, pp, 19-22, quoting inter ilia 
from the Statistical Account, 1791-99), The 
practice of delivering a 'reproof from the 
pulpit' for 'attendance on penny weddings' 
was, however, 'falling 'into disuse' among 
some congregations, not quickly enough for at 
least one sinister; the Rev, Andrew Murray, in 

515 

his account of the Parish of Auchterderran in 
Fife, wrote that 

*among the infinite advantages of the 
Reformation, this seems to have been one 
disadvantage attending it, that, owing to 
the gloomy rigour of some of the leading 
actors, si 

i 
rth, sport, and cheirfulness, were 

decried among a people already by nature 
rather phlegmatic, Since that, sirth and 
vice have, in their, apprehension, been 
confounded togetherl: SA, 1, p. 60, The Rev. 

HicCulloch of Bothwell, on the other hand, 
wrote with equanimity of "such diversions 
among his own parishioners: "their weddings 
are celebrated with a decent cheerfulness, 
After partaking of a plentiful entertainment, 
the evening is spent in festive mirth and the 
social dance' p. 46), 
130, Stanley Cursiter, Scottish Art to the 

close of the nineteenth century, London, 1949, 
p, SO, He refers to Wilkie's Senre scenes in 
general rather than to 'The Penny Wedding' in 
particular. While the fiddler in that painting 
is manifestly taken from Raeburn's portriit 
of Niel Gov (Figure 96, facing p, 127), Wilkie 
derived the figure of Donald Gov from one of 
Allan's 'Highland Dance' pictures, 

131, See Tff, Vol. 1, no, 8, initialled IZI, 
i, e, 'done Time 

, 
out of Mind', The Rev, John 

Skinner died in 1807, aged eighty-six, 
132, Alexander Pope, Essay on #4n, Epistle 1, 

quoted by Burns in the long autobiographical 
letter to Dr. John Moore, sent on 23rd. Sep- 
tesber, 1787; Letters, Yol. Is pp. 104-16 Und 
edn,, pp, 133-46), no. 125 (p. 11S, p. 145). 
133. Cf. Chapter IY, p. 149 supra, 
134. Cf. Chapter YI, pp. 296-97 supra, 
135, Fergusson, 'Hise Content, A Satire. To 

all whom it say concern', lines 24-6; Poems, 
STS edn,, 11,1956, p. 157, 

136, The words quoted are from a letter of 
April 7th, 1793, to George Thomson; LetfersIl, 
p. 168 Und. edn, p. 206), no, SS7, When returning 
two, or more, of Allan's preparatory drawings 
of 'The Cotter's Saturday Night', Burns wrote 
to Thomson (who had, of course, side a sugg- 
estion or two of his own): 'I would humbly 
propose that in N11 Is', instead of the Younker 
knitting stockings, I would, in preference to 
your. 'Trumpl, to put a Stock I horn among his 
hands, as -if he were screving and adjusting 
itl; Letters, Vol, 118 p. 243 Und. edn, p, 294, 
quoted; see the passage below Figure 298, 
facing p, 350), no. 625, Thomson had obviously 
thought of a "Jew's Harp', although he deleted 
this suggestion fr9m the version of his 
letter which he prepared for publication, 
Allan made at least five distinct 'designs* 
from the poem, including a version which 
incorporated the alteration which Burns hid 
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proposed (Glasgow Art Gallery, reproduced as 
Figure 298; compare that in the NGS, Print 
Room# RN 3961). Both the watercolour drawing 
with which Burns was presented in the spring 
of 1795 and the engraving by Robert Scott 
(Figure 296) were, to judge from Burns's de- 
scription, derived f rot the same sketch, 
possibly that which was sold in 1797; Sale 1, 
p. 12, lot 82 (cf. Chapter I, pp. 25-6, n. 142, 
and Chapter VI, pp. 236 and 240, nn. 6 and 31), 

137, In addition to pictures of the Earl of 
Hopetoun's leadworks and his colliers (Plate 
XIV - one of four oils - and Fiqures 75,76 
and 77), cf. Sale 1, p, 10, lot 1, 'Farmer's 
Family, Anandale, A' (original spelling); p. 11, 
lots 49,53 and $4, 'Sketch of a Lothian Far- 
mer, in a good and a bad season', 'Weaving', 
and 'Coal waggon at Alloa, and Colliers re- 
turn from Work, pair'; p. 13, lot 103, 'Taylors 
at Work' (original spelling - Figure 299), and 
also Sale I, p. 11, lot 55 Nater Engines near 
Alloa, paire), p. 13, lot 110 (View of Lint Mills). 

138, The Rev, Robert Moodie's account of the 
Parish of Clacktannan (1791); V, 11, p. 710, 
Cf also the Rev. T. C. Gordon, David Allan of 
411oa, 1951, Chapter 1, passis, esp, pp. 2-6. 
139, The account of the Parish of Alloa, by 

the Rev. James Frame and John Francis Erskine 
of Marr (sit); $4, IX, p. 660. 

140, Cf. ibid., pp, 681-82 and footnotes for 
a description of the vaggon-way (1768, renewed 
in 1785), The route, which may still be seen, 
followed a gentle 'declivity' for about three 
tiles from the Collyland and Alloa Pits, with 
horses usually drawing three linked waggons; 
Allan's engraving - which shows only one 
waggon - is reproduced in Gordon, op. cit,, 
facing p. 4, On "carrier tenants", see Smout, 
4 History of the Scottish People IS60-1830, 
London, 1969, p. 129 (paperback edn, p. 121), 

141, Sale 1, p. 11, lot 64, On colliers, cf, 
Lord Cockburn, fiesorials of his Tine, Edin- 
burgh, 1856, pp, 77-9, and Stout, op, cit., 
Chapters VII (4) and XVII (2). 

142. Sale 1, p., 16, lot 204 ("Extensive 
Drawing . -. , pasted on Canvas", and p. 13, 
lot 94, "Sketch of the Harbour of Leith"; 
Matt. Bramble. (in Smollett's Ilumphry Clinker) 
wrote that Leith was 'a flourishing town, 
about a mile from the city [of Edinburgh], in 
the harbour of which I have seen above one 
hundred ships lying all 'togetheru (letter to 
Dr. Lewis, 8" August-, Porks, ed. Y, E. Henley, 
London and New York, 1899, Vol. IY, p. 94), Or, 
Wright's 'biographical sketch' ( Scots Nap- 
azine, December, 1804), is Appendix YIII; he 
refers specifically to five oil paintings, 
143. Cf. the account of the City of filasqow 

('from the Communications of several res- 
pectable Inhabitants of that Cityo), Sq, VII, 
pp, 291-300 Passix, and also ToPham, Letters 
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Iron Edinburgh, 1776, Letter 1XI ("The diff- 
erent Manufactures of Scotland"), Glasgow 
derived advantage not only from its location 
but (after 1707) from the Navigation Acts, 
passed by in English Parliament in the 1660s: 

'As a British port, Glasgow ... was en- 
titled to the direct reception of American 
products, while its manufactured or pur- 
chased trade goods [then] ranked with those 
British goods which the American colonists 
were obliged to import'; Andrew Ubb, Slasyor 

rho Ifal-ing of a City, London, 1983, p. 57. 
144. Sale 1, p. III lot 63, In 1793 there were 

five hundred and fifty-six locos inthe 6orbals 
and, by the following year, more than three 
thousand in the Barony of Glasgow (SA, YII, 
pp. 336 and 341). In 1795, the Rev. John Pollock 
counted two hundred and seventy-nine weavers 
in his parish of fiovan (ibid, p. 370). The Reý 
Dr. Snodgrass included a historical survey of 
'Trade and Manufactures' in his account of 
the Town of Paisley, emphasising that, business 
there had "always chiefly been in the weaving 
branch' Ubid, pp. 825-28). Allan made a number 
of sketches in and around Dunfermline, perhaps 
in 1784, when he painted the Halkett family 
group, or in 1789, when he found a portrait 
of James V 'according to order' at Pitfirrane 
House (letter to Lord Buchan, transcribed in 
full, p. 204 sgpra), In 1788 there were about 
nine hundred looms in Dunfereline; four years 
later there were 'no less than 1200' (account 
of the Parish of Dunfermline, $4, X, p. 273). 
The manufactures of Alloa are noted in $4 IX, 
pp. 686-89; p. 688 is quoted, 
145,. The quotation is from William Gilpin, 

rhroo Essays, (1792), 3rd, edn, London, 1808, p. 44, 
Allan owned a copy of the first ean4 Sale 11, 
p. 6, lot 92, listed as 'Gilpin's Essays on 
Picturesque Beauty, London 17924, Tne essays 

. 
were entitled respectively "On Picturesque 
Beauty', 'On PictUresque Travel* (quoted) and 
'On Sketching Landscapes', Ct Gainsborough's 
view, quoted in 01 to Chapter 11, 
146.. Sale 1, pp, 10 and 11, lots I and 49 

(original spelling), References to the crop 
failure of 1782 abound in the Statistical 
4ccount; those quoted are from 'Additional 
Communications from the Rev, John Fraser' of 
Libberton, Lanarkshire ($4, Yll, p. 509), the 
Rev, Ford's account of Lauder# Bervickshire 
(SA, III, p, 234; 'In 1782, and 1763, the situation 
of the inhabitants was truly deplorable'), and 
the Rex Rennie's account of Kilsyth (54, IX, 
p. 496 footnote), The Rev, Little of Covington, 
Lanarkshire, wrote that *three-fourths of the 
crop were destroyed by the frost" in 1782 U4, 
YII, p. 200), and the Rev, Robertsoncf fiargunnock, 
Stirlingshire, described one "expedient" 
adopted to prevent famine there (SA., 11, p. 373); 
more detailed information may be found in the 
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accounts of Kilsyth, loc. rit" Walston, 
Lanarkshire, - S9, VII, p. 607, and Holywood, 
Dusfriesshire, S9, IV, pp. 223-24. 
147, Sale I, p, l3, lotI03 (original spelling). 
148. Sale I, p. 10, lot 7; p, 14, lot 137; and 

p, 15, lot 178, 'Sketch of a Tent Preaching". 
Wilkie's drawing of a 'Tent preaching at 
Kilmartin Aug 24 th 1 (1817) is reproduced in 
hictillan, Painting in Scotland rho 6oldon 
Age, Oxford, 1986, p, 177, James Howe's ugly 
caricature of such a scene is reproduced in 
L, Errington, rho 9ptist and the Kirk, Edin- 
burgh, 1979, p. 19; Howe, like Wilkie, was a son 
of the manse, Several motifs in an illus- 
trition by Carse of Burns's 'Holy Fair* were 
obviously derived from Allan's "Black Stool"; 
NOS, Print Room, D 4711, an album of prints 
and drawings by Robert Scott, 1.47, Carse's 
painting of the subject is reproduced in 
Cursiter, Scottish ýrt to the close of the 
nineteenth century, 1949, facing p. 107, 
149, In addition to Wilkie's 'Pitlessie 

Fair' and Carse's "Oldhaostocks Fair' (both 
NGS), there ire pictures by Jites Howe, Alex- 
ander Fraser, John Phillip, Walter fieikie and 
John Faed, Sandby's drawing of a 'Horsefair 
on Bruntsfield Links' (private collection) is 
reproduced in Holloway and Errington, The Vis- 
covery of Scotland, Edinburgh, 1978, p. 36, 
150, Allan's print of 'Allan's Dry Dock at 

Alloa' is inscribed 1791. The two quotations 
are from the account of Alloa, SA, IX, pp. 689 
and 669 (note) rgspectively; these ploughing 
matches - the first was held in 1784 - were 
proposed by Hugh Reoch, an Nintelligent East 
Lothian farmer" and were soon adopted in 'many 
places, in different parts of the country', 
See also David Kerr Cameron, rhe Ballad and 
the Ploqgh A Portrait of the Life of the Old 
Scottish Farmtouns, 1978, pp. 176-77, and also 
Chapter XXIV. For the idiom 'that E11,600 3 
never placed' Jc., see Glossary, *never'. 
ISI, Sketchbook, NOS 0 5088, f. 61, ink over 

pencil; cf, Figure 16, facing p. 14 suora, The 
'old Scots plough' required as many as twelve 
oxen, hence, perhaps, Allan's surprisei 
152. Cf. pp. 299-300,307-08 and 314 supra, 
153, The quotation is from the Rey. Adamson's 

account of the Parish of Abernyte, Perthshire; 
SA, XI, p. 19, Depopulation, like expulsion, was 
general, but in this case was caused notby the 
amalgamation butby 'the diminution and separ- 
ation of farms' in unusual circumstances; he also 
mentions 'inclosing and turning into grass' 
as a cause of depopulation ( ibid,, p. 20). 

154, The first quotation is from the Rev. 
Thomas Robertson's account of the Parish of 
Selkirk, the second from the Rev, John Scott's 
account of the Parish of Auchtertoul, Fife; 
SAJII, p. 707 and X, p. 67, Scott's discussion 
of the effects of luxury both on people and on 

517 

nations say reflect a reading of Ferguson's 
Essay on the History of Civil Society, 1767; 
cf. Part Fifth, esp. Sections III - V, 

155, Cf. Allan's letter to Thomas Graham of 
Bilgowan, November 61, h, 1785, transcribed in 
full as Appendix Y, The Erskine family conn- 
ection was no doubt the reason for Allan's 
wishing Lady Charlotte to recommend him to 
Buchan in the terms quoted, Henry Dundas, the 
Treasurer of the Navy to whom Allan also re- 
ferred inthis lettervas one of the 'principal 
heritors" in the adjacent parish of Clackmannan, 
owning the estate of Clacktannan itself ; ct 
S9 IX: p. 718, and also Chapter 1, p. 22 supra, 
156, Cf. V, IX, pp. 681-82, 
157, Sale I, pp. 13 and 11, lots 110 and 55, 
158, Cf. $9, IX, pp. 661,667-68,681-82 (Alloa); 

and ibid,, pp. 712,717,729-31 (Clackmannan, 
p. 730 quoted), Building of the Devon works 
(named after the River Devon, forming the 

northern boundary of Clacksannan Parish, as 
the famous iron-works near Falkirk had been 
named af ter the River Carron) began in 1792, 
Like the lint sills, sills to process snuff, 
wood and "dye stuffs', and another 'fine set 
of sills in the town of Alloal for grinding 
wheat, oits, and malt, and making pearl barley')' 

were all powered by the watersupply from the 
fiartmorn Dan before the flowreached the Alloa 
Pits and their engines, One of these was con- 
structed to draw up the coals, the other to 
pump vaterfros the lowest seat; a resourceful 
use of water power to combat flooding matched 
only in ingenuity by the f inal use made of 
the flow as it entered the harbour. There, its 
"prodigious velocity" was used to prevent the 
harbour's silting up with the soil carried by 
the Forth from the Carse of Stirling. Evidence 
of these early phases of industrialisation may 
still readily be seen in and around Alloa. 

159, Allan wrote to William Robertson from 
'filasgow in September, 1792; letter in Laing 
MSS., Edinburgh University LiDrary, transcribed 
in full as Appendix VI, On various aspects of 
change throughout the country at this time, 
including 'rural-urban migration', see, in 
addition to Snout, op. cit., Chipter XI, material 
in two recent collections of essays, In People 

and Society inScolland (1760-1830), edd, Devine 

and Mitchison, Edinburgh, 1988., R. A, Houstoný 
"The Demographic Regime", pp, 9-26; T. M. Devine, 
'Urbanisation', pp. 27-52; halcolm Gray, 'The 
Social Impact of Agrarian Change in the Rural 
Lowlands', pp. 53-69; and A. 1. Macinnes, 'Scottish 
6ae Idom The Fi rst Phase of C learance 11, pp. 70-90, 
In Scottish Society IS00-M00, edd. Houston 
and ýhyte, Camoridge University Press, 1988: 
T. M. Devine, 'Social Responses to Agrarian ' It- 

provement", the Highland and Lowland clearances 
in Scotland,, pp. 148-68; ana L 0.0yte 'Pop- 
ulation mobility in early mocern Scotland', 
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pp. 37-58. By "the end of the eighteenth cen- 
tury, Scotland was one of' the most urbanised 
societies in Europe', p. 44; cf. Devine, 'Urban- 
isation", pp. 28-9, in People and Society, 
160, Cf. n. 271 to Chapter VI, From the 1760s, 

enclosing 'vent briskly on' in Alloa; one of 
the best descriptions of the methods and 
materials 'used is that in the account of this 
parish sent to Sinclair in 1791; Sh, IX, pp, 669 
and 677, Cf. also the account of Abercorn, Vest 
Lothian ($4,11, p. 675), 
161. Cf. Chapter VI, pp. 303-07 supra, 
162. Idler 103, Saturday, April Sth, 1760. 
163, Caw, Scottish Painting, 1908, p. 52. 
164, Cf. n. 76 to Chapter IV, The figure is 

similar to 1.12 ("Spinner of Procida') in 'A 
Collection of Dresses ... 1776', Aberdeen Art 
Gallery; an oil painting of the same girl is 

reproduced in Macmillan, Painting in Scot- 
land, 1986, p. 66, and two sketches of this 

subject are in one of the Italian sketchbooks 
(NGS, D 5088, /1,10V and IIR), Allan say well 
hive drawn voten'spinning with roke and reel 
in Scotland before he left for Italy, but the 
drawing of a girl holding a distaff and 
standing with a child and two goats which is 

attributed to him inthe NGS has no similarity 
to his work otherthan the subject itself, --the 
goats, at least, are reminiscent of an early 
picture by fi. Chalmers (Aberdeen Art Gallery; 

reproduced in L-Errington AistarClass., flobart 
Scott Lauder and his pupils, Edinburgh, 1983, 

p. 31), One John Rising exhibited 'The rock, or 
Norfolk spinner" and also 'The reel', RA, 1791, 

165, Henderson, Annals of Ounferiline, quoted 
in Graham, The Social Life of Scotland in the 
Eighteenth Century, 4 th edn., London, 1937, p. 186, 

n. 2; and Mrs. Grant of Laggan's Superstitions 
of the Highlander&I, p. 125. A useful survey of 
"The Scottish Linen Industry', from the seven- 
teenth century to the end of the eighteenth, 
is in N. Wasiek, fian's Social Nature A topic of 
the Scottish EnlightenNent in its Historical 
Selting, Frankfurt, 1986, pp. 181-214. Cf. M. Plant, 
The PosesticLife ofScolland in the Eighteenth 
Century, Edinburgh, 1952, pp. 41 and 153-157, 
166.4 Tour in Scotland NOUL111,1771,3rd. 

edn, 1773, p. 129. Cf Boswell, Journal of a tour 
to the Hebrides, 1785,2711 August (ed. Levi, 1984, 

p. 222): 'Over the room where we, sat, a girl 
was spinning wool with a great wheel, and 
singing an Erse song: 'I'll warrant you, 1 said 
Dr Johnson, 'one of the songs of Ossian, " A 
'suckle wheel" of this kind, together with 
the more familiar small spinning, wheel, is 
seen in each of Allan's drawings of a cottage 
'Near floffit Agust 28 1796' (Perth Museum and 
Art Gallery, Glasgow Museum and Art Gallery, 
original spelling, The date of 1790 on the 
latter is spurious; cf n. IS2 to Chapter 1), 
167, Pennant, loc, cit, 
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IU. Letters fro&", ,, the North of Scot- 
land, 2 vols., London, 1754, Letters 11 and. V. 
169, Robert Fergusson, 'Tne Farmer's Ingle', 

stanza IX; Poems, STS edn, , ed. M. P, McDiarsid, 
Edinburgh and London, 

1 
1956, V01,11, P. 139. 

170, The quotation is from 'Duncan Davison' 
(SAN 11,1788, N? 149, p. 156, and also Burns 
Poems and Songs, ed, James Kinsley, Clarendon 
Press, 1968, no. 202), 
171, Ct the song 'Sae'merry as. we [twal hae 

been', where the allusion is to a rocking: 
lAt eve, when the rest of the folk 

Were terrify seated to spin, 
I set myself under an oak, 
And heavily sighed for him. ' 

(Herd, 1, pp. 286-87, and SAN, 1,1787, N? 59, 
p. 60, Cf. Allan's illustrations, Figure 180, 
betwein pp, 243-44, and Plate XVII: the song 
begins, 

'A Lass that was laden'd with care 
$at heavily under yon thorn* It, 

The other allusions in the text (p. 354) are 
to Burns's 'Epistle to J. L0****k, ' An- Old 
Scotch Bard' (the first epistle to Lapraik): 

'On Fasteneen we had a rockin, 
To ca' the crack and weave our stockin; 
And there was suckle fun and jokin, 

Ye need ni doubt; 
At length we had a hearty yokin, 

- At sin; about, " 
(Poems and Songs, ed. Kinsley, 1968, p. 66). - 
172, In Chapter VI, p. 317-18 supra, 
173, 'Epistle, To the President, Vice 

Presidents, and Members of the Scottish 
Society of Antiquaries On being chosen a 
Correspondent Member", in Transattions of the 
Society of Antiquaries of Scotland, 1 (1792), 
pp. 400-68: extract in The Oxford took of 
Scottish Yerse, ed, MacQueen and Scott, 1965, 
pp, 343-45, On Allan's association with Buchan 

. and the Society of Antiquaries, see n. 46 to 
Chapter V, and also n. 114 to Chapter IV, 

174, William Hamilton of Gilnertfield, 'To 
the Countess of Eglintoun, with The Folloving 
Pastoral', prefixed to The 6entle St? epherd: 
Iln ancient garb the home-bred muse appears, 
the garb our muses wore in former years: 
As in a glass reflected, here behold 
How sailing goodness look'd in days of old' 

(The Poems of Allan Ramsay, 2 Yols, , Stewart 
and heikle's edn,, Glasgov, 1797,11, p. 132; 
cf. also Figure 200, between pp. 250-51), 

175, Austin Dobson, Villias hiogarth, Lon- 
don, 1891, p. 42; cf. the 'Autobiographical 
Notes' in The Analysis of Beauty, ed. J. Burke, 
Clarendon Press, 1955, pp. 215 and 216, and 
also Chapter 11, pp. 33-4 supra, 

176. Coleridge, Riographia Literaria, 
Chapter XVII, second paragraph; The Colleciej 
works of Samuel Taylor coleritae, Volume 8, 
ed, Kathleen Coburn and Bart Winer, Princeton 
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University Press, 1983, ppý 42-3. Cf Ramsay's 
reference to merry images of the low char- 
acter' ( Tr#, Prefice), echoed by Herd, 1776, in 
his own description of Comic songs ('striking 
paintings of low life' it. ), Preface, p. vii, 
177. For the first quotation, see Coleridge, 

op, tit, Chapter XIV, first sentence; Yorks, ed. 
Coburn and Winer, 1983, Vol. 8, p. 6 (his dis- 
cussion of 'The imagination, or esesplastic 
power' is in Chapter XIII, ibidYol. 7, p. 304; 
here Coleridge means - the 'secondary 
Imagination ... co-existing with the con- 
scious will'), The words quoted, from c, 1815, 
and Allan's phrase 'strict adherence to truth 
and nature', (1788), imply a difference in 
attitude as interesting is the superficial 
verbal similarity, The second quotation 
(text, p. 355), like 'pleasing and instructing', 
and the reference to costuse in the next 
sentence, is again from Allan's preface, to 
his edition of The Senile Shepherd-, since 
plates and text- were issued together, the 
word 'readerl, in the passage from Riographia 
literaria, is not inappropriate, 
178. The words quoted are Hogarth1s: 'Sub- 

Jects of most consequence are those that most 
entertain and Improve the mind and are ofpub- 
lic utility' (the 'Autobiographical Notes", in 
rho Analysis of 8eauty, ed. I Burke, 1956, p. 215, 
179. Cf. Chapter II, pp. 56-8 supra, 
180. Cf. W, Donaldson, Popular Literature in 

Victorian Scotland language, fiction and the 
press, Aberdeen University Press, 1986. Donaldson 
shows how the received critical vievý about 
nineteenth-century prose fiction in Scotland 

'cannot be sustained. It is based solely on 
an interpretation of bourgeoise book culture 
which assumes the kailyard to be typical and 
considers further enquiry unnecessary, while 
even middle-class fiction during the period 
is largely unexplored and the real popular 
literature of Victorian Scotland is prac- 
tically terra incognita" (p. 87; cf also 

ibid,, pp. 147-49, on 'the signif icant part 
of the literary market in Scotland during 
most of the nineteenth century), 

181. Thomas Henderson's introduction to A 
Scots 6arland is vide-ranging and eminently 
readable: 

'with ... a few exceptions, how 
sorry is the aspect of Scots verse, in 
the nineteenth century! Versifier after 
versifier sings the same old song in the 
same old way ... telling their bored lis- 
teners of the wee hoose in the wee glen, the 
love-affairs of the village flirt, the local 
drouth, the blite wooer, the collie-dog and 
the warlike thistle, They keep on giving us Cauld Kail Het Again, again and again and 
yet igaini (A Scots Sarland An Anthology of Scots Vernacular Verse, Edinburgh, 1931, pp. 5-6). 
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182, All three quotations are from the Sel- 

ect View of Olisgor and its Enrirons by Swan 
and Leighton (1829), reprinted in facsimile by 
Lang Syne Publishers, Newtongringe, 1983. The 
first is from "Trongate and Argyle-Street"(no 
pagination; fourth sentence), the second and 
third from 'Glasgow, from the Fars of Sheils" 
(third sentence; see n. 184), Leighton refers 
to 'wave aftervave of the busy population' in 
his description of the Trongate, but cf. also 
Alexander Smith's poes -161asgovu,, Scottish 
Verse 1851-1551 Selected for the general 
reader, ed. Douglas Young, London, 1952, pp. 46-9, 
183, The Rey. John Burns, account of 'Parish 

of Barony of Glasgow', SA, V11, p, 339. 
184, Leighton, Select View of Vasyor and 

its Enrirons (1829), "61asgov, From the Fare 
of Sheils', second sentence. The next sentence 
begins, 'At such a time, when the bustle and 
din of her industrious population is yet 
unawakened' Jc, (cf n. 182)4 
185. lbid., "The Bridgegate", first sentence, 
186. Thomas Annan's Photographs of Old 
Closes, Streets Jc,, (1878-79), included a 
photographic copy - 'Trongate in the Olden 
Time" - of Brown's picture; see plate 19 in 
Photographs of Old Closes Jc,, 1977, ed. A. V. 
hozley. Brown say hive been the 'Coloursin 
head of the Stockwell Glasgow', Allin's 
"freind [sic] a good Draftsman 4a Man of 
Taste'; see Appendix-VI, An anonymous oil 
painting of another view of the Trongite, in 
the People's Palace, Glasgow, has some sit- 
ilirities to the plate reproduced by Annin, 

187, Rey, John Usher, account of the 'Town 
and Parish of Kinghorn', Fife, S4,1, p-495, 

188, Cf. for example a letter of 19th 
November, 1794, to George Thomson, quoted in 
Chapter VI, p. 279 supra, and another to Alex- 
ander Cunningham, March 3rd-22nd, 1794, quoted 
in n. 195 infra; letters, ed, Ferguson, Clarendon 
Press, 1931,11, pp. 278-79,237-38 (2nd. edn, ed, 
Roy, 1985, pp. 330-31,285-86), not 647 and 620, 
189, Cf. the painting by John Knoxreproduced 

in Sheenah Smith, 11oratio lfcCulloch IW-1867, 
Glasgow Museums and Art Galleries, 1988, p. 45, 

190. Both quotations ire from Waagen, 
rpeasures, of Art in 6roat Britain (1854k III, 
p. 291, quoted in Holloway and Errington, rho 
Oiscovery of Scotland The Appreciation of 
Scottish Scenery through rwo Centuries of 
Painting, National Gallery of Scotland, Edin- 
burgh, 1978, p, 103; cf, Chapter III-, p. 132 
supra, The incongruity of appreciating the 
Highland glens and lochs for their supposed 
'total innocence of human contictl when the 
means of actually seeing such scenery in- 
cluded railways and steamboats is exposed in 
some detail in Holloway and Errington, op. citý 
Chapter 9, 'The Mountain and the Flood', 
pp, 103-15 (though it should be observed that 
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Waagen referred to his being able to imagine 
the presence of the Ossiinic spirits), One 
feature of earlier topographical verse, the 
association of a place with a set of moral 
qualities ( o' g" Thomson's description of 
Higley Castle, the seat of Lord Lyttleton, 
one of his patrons) could have been included 
as an influence among the 'tinge of in- 
direct explanations' noted on p. 109. , It is 
surprising that no mention is made of the 
ignorance of most tourists about the true 
reason for "very large tracts of Scotland', 
both in the Highlands and in the Borders, 
being uninhibited by the middle of the 
nineteenth century (p. 79), although 'is late 
as 1750 one half of the Scots lived beyond 
the Tay, and fully a quarter of them in five 
counties of the Highlands which now hold only 
seven per cent of the whole' (Smout, 4 History 
of the Scottish People, London, 1969, Chapter V, 
p, 119;, kpaperback edn, p. 111), See E. Richards, 
A History of the Highland Clearances Agrarian 
rransforeation and the Evictions 1746-1886, 
London, 1982, and Ssout, op, cit,, pp. 324-331 
and 353 ff, (piperback, pp, 303-310 and 331 ft), 

191. The quotation is from Caw, Scottish 
Painting Past and Present 16.10-1908, Edin- 
burgh, 1908, p. 52, On Hugh Cameron, see David 
and Francina Irwin, Scottish Painters at Hose 
and Abroad 1700-1$00, London, 1975, pp. 348-49, 
plate 190, and Lindsay Errington, Ifastor 
Class, # Robert Scott Lauder and his pupils, 
Edinburgh, 1983, Figures 4S, 56 and 79, On 
McKay, see Holloway and Errington, giscorory 
of Scotland, Edinburgh, 1979, pp. 139-41 and 
Figure 128, In the final pages of this book, 
as part of an account of Muithead Bone's 
approach to 'an urban industrial aesthetic', 
it is shown that, despite the importance of 
industry in nineteenth-century Scottish 
life, 'the quintessential Scotland, the 
pursuit of which had played so large a part 
in nineteenth-century landscape painting, had 
always been held to be something quite 
different' (p. 161). On the Faed brothers, see 
Irvin, op-cit., pp. 300-04, and, for sore bio- 
graphical detail, documentation - and 
reproductions, Mary McKerrov, rho Fjods 4 
Riography, Edinburgh, 1982, Both John and 
Thomas spent long periods in London, There is 
an interesting similarity between John Fied's 
'regularpattern of spending half ofevery year 
at Gatehouse [of Fleet, Kirktudbrightshirel 
where ... he could find rural models when 
he needed theal (Irvin, pp. -303-04), and the 
earlier, though not regular, practice, of 
Wilkie himself; 'in 1817 Wilkie, who had been 
living in London for many years, revisited 
Scotland in order to collect picturesque folk 
material for his art* (Errington, rhe Artist 
and the Kitt, Edinburgh, 1979, p. 21), 
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192, Villiae Hardie, Scottish Painting 
1837-M35. London, 1976, p. 12, Some fine, colour 
reproductions of paintings by McTaggart, both 
early and late, are in Scottish lopressioniss, 
catalogue of 1988 Edinburgh Festival Ex- 
hibition, Bourne Fine Art, 

193, See Irvin, op. tit,, p. 279, and John 
Sunderland, Painting in Pritain IS. N to 1175, 
Phaidon, 1976, p. 241 and plates 161 and 164 
(colour Mail), Fildes's 'The Doctor' (1891, 
Tate Gallery) could readily be juxtaposed 
with Faed's 'The Doctor's Yisitl or 'From 
Davn to Sunset', but "Applicants for admission 
to a casual ward' (1874) could never be, 
thought to suggest 'the sorrowful acceptance 
of the inevitable', the attitude accurately 
detected by the Irvins in Fied's 'The Last of 
the Clan' (op, cil,, p. 302); on Fildes, see 
L. Y, Fildes, Luke Fildes, R, 4,4 Victorian 
Painter, London, 1968,1 
194, The words quoted are Burns's, from the 

First Commonplace Book, p. 38 (entry for 
September, 1785), 

195. The first quotation is from Crabbe's 
'The Village' (1783), the second from Burns's 
letterto Alexander Cunningham, March 3rdý1794: 

'By the Shepherd's pipe h crook, I do not 
mean the nonsense of Painters of Arcadia; 
but a Stock-&-horn, &a Club; suchýas you 
see it the head of Allan Ramsay, in Allan's 
quarto Edition of the Gentle Shepherd, -By 
the bye, do you know Allan? -He oust be a 
man of very great genius, -Why is he not 
sore known? I Jc,; cf. p. 4 supra, and also 
Figure 114, facing p. 168 1... He is the 
only Artist who has- hit genuine Pastoral 
costume' Jc,; Letters, ed, Ferguson, 193ý 11, 

pp. 237-38 Und edn, ed. Roy, pp. 285-86), no. 620, 
196. Roger Fry, 'Some Aspects of Chinese 

Art', in rransforia t ions,, critical and spec- 
ulative essays on art, London, 1926, p, 77; 
'that anthropocentric illusion' Jc, 

Notes to Chapter VIII. 

The last purely Scotch age. Title 
quoted from Henry, Lord Cockburn, Journal, 2 
vols,, Edinburgh, 1874, Volume 11, p. 199, 
entry for October 27 th, 1847 Vthe' in 
originil, quoted more fully p. 382 infra). 

1. An Enquiry'into the Life and Fritings of 
hoser, London, 1735, p. 33; quoted from the 
fourth edition (Urie), Glasgow, 1761, p. 39. 

2. Title as given in text; 'Edinburgh: 
printed for the author, and sold by Peter 
Hill, Cross, and Will, Murray, Parliament 
Close, 1797' (Gardyne Collectionthe Mitchell 
Library, Glisgov, E 74330). 
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3. Cf. Reynolds, Discourses on M, Discourse 
XV, lines 548-50, and Fuseli, twelfth PA lec- 
ture, in Life and Fpiiings of fienry Fuseli, 
ed. John Knowles, 3 vols,, London, 1831,111, 
p. 44; the passage is quoted more fully in 
Chapter I I, p, 103 supra, 

4. With the exception of 'inclinldl, which 
is taken from Compliments to Painters, 1797 
(see text, p, 362), all the words quoted are 
Allan's; the references to public taste and 
great works are from his Freface to The 6#n- 
tle Shepherd, 1788 (Appendix IV), that to the 
fine art of painting from a letter of 1773 to 
Lady Frances Erskine, given, from Crawford's 
Ifooorials of 91loa, in the Rey, T. C. Gordon, 
David Man of 91loa, Alva, 1951, pp. 23-24; cf. 
also Chapter 1, p. 3 supra, 

S. Cf, Fuseli, quoted p 103 supra, 
6ý The first quotation is again from 

Fuseli, loc, cit,, the other two from Allan's 
letter of December, 1780, to the Earl of 
Buchan; Appendix III (original spelling), 

7. As has been sumearised in Chapter I 
(p. 20 supra), he had already made some lit- 
etary illustrations before 1786, but by far 
the greatest part of this material, as of his 
pictures from Scottish history, was executed 
after this date, 

8, The first two quotations are again from 
Allan's preface to The Gentle Shepherd 
(Appendix IV), the third from Discourses on 
gr t, Discourse IV (line 381), in which 
Reynolds pointed out various Itricks" which 
are 'pardonable in the little stylel, i, #,, 
landscape and Genre painting, especially of 
the Dutch and Flemish Schools, The final 
words are Barry's, from his Inquiry into the? 
Real and Imaginary Obstructions to the 
gcquisition of the gris in England, 1775, 
Chapter X, in Forks, 2 vols,, London, 1809, 
Vol, II, P. 248 (quoted sore fully in Chapter 
11, P. 104 supra). 

9. Anthony Ashley Cooper, 3rd. Earl of 
Shaftesbury, 'Advice to in Author', in' 
Characterisgicts of #on, Nanners, Opinions, 
Times, Jc,, London, 1713,1, p. 129, paraphrasing 
Horace, grs Poetica, lines 343-44, 

10. The quotation is from his Inquiry into 
the ... Obstructions to the gcquisigion of 
the 9tts, Chapter XI, in Yorks, Vol, II, p, 255; 
cf. also Lecture 1, in Forks, 1, p. 358 (quoted 
in Chapter 11, p. 103 supra), 
11. See his letters to the Earl of Buchan 

and to Gavin Hamilton, the latter standing is 
preface to his edition of The Gentle Shepherd 
(Appendices III and IV), and cf also the 
opinions of critics since 1808, surveyed in 
Introduction, pp, Xxix-xxxiv, Sit E. K. Water- 
house wrote that Allan's family groups show 
'the attenuated form in which aspirations to 
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historical composition had to find their 
outlet"; Painting in Britain 150-1790, 
Harsondsworth, 1953, p. 214, 

12, On Fuseli's expression 'the Poetical 
painting", cf. Chapter ll, pp. 43 and 52 supra, 
13, Cf, Chapter IV, pp. 155-S6 supra, 
14, For the first quotation, see Allan's 

letter of December, 1780.. to Buchan (Appendix 
111); for the second, Rassay's ScotsProverbs, 
Chapter XXVIII, Glasgow (Stewart and fleikle 
edition), 1797, p. 69, 
15, The opening sentence of his criticism of 

Ifacbeth, in which he refers particularly to 
contemporary belief in the supernatural; Yale 
Edition of the Worts of Samuel Johnson, 
Vol, III, p. 752, 

16. The first quotation is from Hugh 
Blair's 'Critical Dissertation on the 
Poems of Ossian', in The Poems of Ossian, 
Translated by James t1acpherson Esq,, Edin- 
burgh, 1830, p. IIS (cf, Chapter VI, pp. 293-94 
supra; Blair's coaparision is between Ossian 
and Homer), The second quotation is from Dr. 
Alexander Geddes' poem lEpistle, To the 
President, Vice Presidents, and Members of 
the Scottish Society of Antiquiries, On being 
chosen a Correspondent Member', in Trans- 
actions, Vol, 1,1792, pp. 400-468 (extract in 
rhe Oxford Book of Scottish Verse, edd. John 
MicQueen and Tom Scott, 1966, pp, 343-AS). 
17, Cf. Chapter VI, pp. 305-13 passim, 
18, Shaf tesbury, Chirac torist irks, 171ý p. 129. 
19, Reynolds, Viscourses on grt, Discourse 

VII, 539-40, and Discourse IV, 20 ff. 
20, Fuseli, Lecture IV, 'Invention', in Life 

and Writings, 1831, Vol, 11, pp, 194-95, 
21. Essay, (1767), ed, Forbes, Edinburgh 

University Press, 1966) pp, 4-5. Cf, also Herder, 
Essay on the Origin of Language, (1770) Part 
11, First Law of Nature,, 'The bee builds in 
youth as in old age, and will build at the 
end of the world in the same way as she did 
at the beginning of creation' Jc,; Fourth Law 
of Nature, 'If language were native to man in 
exactly the same sense as the hoarding of 
honey is to the bee, the greatind magnificent 
structure of human culture (if it existed it 
all) would collapse ill at once, Every man 
would bring into the world his own limited 
stock of language ... I 1c; and Bisserfation 
on the Reciprocal Influence of 6overnient and 
the Sciences, (1780), especially 'On the In- 
fluence of Paternal Government on the Origin 
of the Sciences' (see I 6. fierdron Social and 
Political Culture Translated, Edited and vith 
an Introduction by F. If. ParnardCasbridge Uni- 
versity Press, 1969) pp. 156 ff, 171 ff, and 227 f Q.. 
22, Barry, letter to the Oilattanto Society, 

in Forts, ed, Fryer, 2 vols, , London, 1809, 
Vol, 11, p. 500. In his Principles of #oral and 
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Political Science, Adis Ferguson specifically 
refers to the arts: 

'The monuments of art produced in one age 
remain with the ages that follow; and serve 
as a kind of ladder, by which the human 
faculties, mounting upon steps which ages 
successively place, arrived in the end at 
those heights of ingenious discernment, and 
elegant choice, which, in the pursuit of its 
objects, the mind of man is qualified to 
gaing, Vol, 1, Part 1, Chapter III, Section 

111, 'Of the Fine Arts', p, 299, transcribed 
Verbatim, Huse, sore concisely if less 
specifically, hid written that 'a noble 
emulation is the source of every excellence'; 
'The Rise of Arts and Sciences', in rho 
Philosophical Forks of Pavid Huse, 4 vols., 
Edinburgh and Boston, 1854, Vol. 111, p. 147. 

23, Hogarth, quoted in R. L. S. Cowley, 
Ifarriago i la mods, a review of Rogarth's 
narrative Art, Manchester University Press, 198; 
p. 120; cf. the 'Autobiographical Notes', in 
The Analysis of Seauty, ed. Burke, Clarendon 
Press, 1955, p. 216, 
24, Enquiry concerning Human Understanding, 

(1748), Section YIII, part 1. 
25. Chapter I (Introductory), Everysin edn., 

London and New York, 1906,1973, p, 66, 
, 

He 
described Worley as Isore a description of 
son than manners', the force of the narrative 
being thrown "upon the characters and pass- 
ions of the actors; -those passions cosson to 
men in all stages of society' (ibidpp. 64,65). 
26, Reynolds, Discourse IX, lines 45-6; for 

a near-contemporary definition of 'con- 
tingent', see Glossary, Reynolds' argument, 
of course, oust be read in full for the true 
significance of his reference to Imental 
pleasure' to be appreciated, On the 'Pro- 
gression of Manners, cf. Thomas Blackwell, 
Enquiry into the Life and Yritings of homer, 
London, 1735, pp. 13-14-. 'The Manners of a 
People seldom stand still, but are either 
polishing or spoiling', and cf, also William 
Robertson's History of Raerica, quoted p. 371 
infra, 
27. The first quotation is from Huse, -vho, 

in the concluding paragraphs of A rroatise of 
Human #aturo, Book 111, Pitt III, Section YI, 
refers to 'the happiness, is well as ... the 
dignilyof virtue', to the pursuit 'of know- 
ledge and ability of every kind$, and to the 
deserved 'peace and inward satisfactions that 
follow from such 'ýtactical morality,; the 
same emphasis on the practical benefits of 
virtue and justice may be found in Hugh 
Blair's Sermons, 1777, PP, 15-16, from which 
the second p4issage is taken (quoted from 
David Difthes, IThe Scottish Enlightenment", 
in A 11o lbed of 6enius rho Scottish 
Enlightenment 1730-17YO, Edinburgh University 
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presst 1986, pp. 13-14, the essay being 
substantially reprinted asýa Saltire Society 
pamphlet, 1986, In addition to the obvious 
parallel with the- passage from Reynolds, 
Discourse IX, lines 67-70 (quoted in Chapter 
IIjp. 33 supra), see also Fuseli's vise re- 
finement of another of Reynolds' statements, 
quoted towards the . end of Chapter 11 
(pp. 104-06); as is to be suggested it the end 
of the present chapter, an artist's con- 
tribution to the 'gradual exaltation of human 
nature' follows from his contribution to the 
"general welfare' of his own society, 
28, Both quotations art of Allin's words, 

the first from a letter of 1773 to Lady 
Frances Erskine, prefaced to Chapter 1, p. 3 
supra, the second from the dedication. of The 
6entle Shepherd, 1788 (Appendix IV), 

29, Both quotations are from Reynolds, 
Discourse VI, lines 277 and 278, quoted more 
fully in Chapter III, p, 130 supra, 
30, Cf. W, Lehmann, quoting f roe J. B. Black, 

rho gri of History, London, 1926, p. 14: 
'Whit J. 8. Black says of history-iindedness 
in Europe generally applies with peculiar 
strength to Scotland: 
In all probability there never was a period 

when history was so such in demand amongst 
the reading public in all European countries 
is in the latter part of the eighteenth 
century, ' (in Henry Home, Lord Aases, and 

the Scottish EnlightensentThe Higue, 1971), 
31, These two paintings are here adduced is 

significant Historical Compositions rather 
thin as paintings actually based on any work 
by Scott, Although Wilkie died two years 
before the Disruption of 1843, he had taken 
a keen interest in contemporary preachers, 
including Thomas Chalmers himself, See 
Lindsay Errington, The Artist and the Kirt, 
Edinburgh, 1979, pp, 6-8 and 12-13; and Duncan 
Macmillan, Painting in Scotland, Oxford, 1986, 
pp. 176-81, in which the political and social 
context is considered, and the influence of 
the life of knox by Thomas N'Crie is shown, 
The importance of the attempts by M'Crit Nand 
others from the Coveninting tradition' to 
show that the Whig version of Scottish 
history was - for recognisable political 
motives -a deliberate misrepresentation is 
touched upon by T. C. Smout in 'Problems of 
Nationalism, Identity and Improvement in 
later Eighteenth-Century Scotland': in 'polite 
circles the actual history of Scotland was 
declared barbarian, William Robertson having 
denigrated everything before 1688 as feudil 
darkness and anarchy in his famous History, 
In other words, there was no ancient virtue' 
(Improvement and Enlightenment Proceedings 
of the Scottish Historical Studies Seminar 
Uniy#PsiiY Of Strathclyde 1987-80, Edin- 
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burgh, 1989, p. 13, In this light, the claim 
to impartiality isplicit in the words quoted 
from that History in Chapter V (p. 195 supra) 
rings, it list, very hollow; cf. also p. 377 
and n. 88 infra. 
32. Cf. his letter to Sir William Hamilton, 

November, 1780 (Appendix 11), 
33. Cf, the 'Autobiographical Notes', in the 

Analysis of Beauty, ed. I Burke, Clarendon 
Press, 1955, p. 215; the phrase continues, 'and 
are of public utility', 

34. The first juotition is from Barry's 
Inquiry into the ... Obstructions to the 
Acquisition of the A? ts in England, 1775, 
Chapter X; in Ports, London, 1809, Vol. II, p. 248, 
quoted more fully in Chapter II, p. 104 
supra, The second is from his Introduction to 
An Account of a Series of Pictures ... at 
the Adelphi, 1783; in Yorks, Vol, II, p. 318. 
35, Unsigned review of Lockhart's life of 

Burns, Edinburgh Rovier, December, 1828, given 
in Donald A. Low, Robert Burns The Critical 
Heritage, London and Boston, 1974, p. 360 (1&* is 
cipitalised in the original, the words quoted 
forming a complete sentence). Carlyle say have 
recalled Terence: "Roso sus, # humani nil a me 
alionut puto". 

36, Allin Cunningham, Lives of the most 
Eminent British Painters, 1833, Vol. YI, p. 48; 
cf Introduction, pp. xxviii-xxix, and note 5, 
on P. x1viii supra, 
37. The words quoted are f ros Herd, Ancient 

and 11odern Scottish Songs, Edinburgh, 1776, 
Preface, p. v (first sentence); cf. Chapter VI, 
pp. 288-89, and also Chapter IY, p. 156 supra, 

38. The words quoted are Burns's; cf 
Chapter YI, p. 273, and n. 177 supra, 

39. Cf Robert Fergusson's 'The Farmer's 
Ingle', stanza Y; Poems, STS edn, ed. McDiarmid, 
Edinburgh and London, 1956, Yol. 11, p. 138, 

40. Burns, First Commonplace Book, entry 
for September, 1785, 

41, The words quoted are from Allan's 
dedication of The 6ontle Shepherd, trans- 
cribed as Appendix IY. John Barrell suggests 
one reason why the rustics in Wilkie's 
'Village Politicians' (the subject derived 
ultimately from hicNeill's Scotland's Skaith) 
ire so 'grotesquely and condescendingly 
portrayed': 

'Wilkie's picture seems immensely eager to 
reassure us that whatever interest the poor 
may take in politics, it tin be a naive and 
ignorint interest only, and that these 'pol- 
iticiins' are too stupid to initiite any 
action which their opinions however radical 
might prompt them to' rhe dapf side of 

the landscape rho rural poor in kalish 
painting 1730-1840, Cambridge University 
Press, 1980, pp, 114-15). 
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42. The four lines quoted are from the 

first stanza of 'To hr. Alexander Ross at 
Lochlee Author of the Fortunate Shepherdess'; 
this poes is often given to James Beattie, 
and, if the attribution is correct, John 
MacQueen's judgment that these are 'the best 
verses he ever wrote* is sound (The In- 
lightentent and Scottish Literature Poly&# 
One Progress and Poetry, Scottish Academic 
Press, Edinburgh, 1982, p, 112), Hugh hacDiarmid, 
however, identified the poet as Ross's 'editor, 
Dr. John Longsuir' ( the Oolden Treasury of 
Scottish Poetry, hactillan, New York, 1941, 
Introduction, p. xxxiii), Allan, incidentally, 
side at least two illustrations to 'The For- 
tunate Shepherdess" (11alenore) see n, 100 infra. 
43. The reference to 'superiority' Jr, is 

f rom Coleridge, Riographia Literaria, Chapter 
XVII; Collected Ports, ed. Kathleen Coburn and 
Bart Winer, Princeton University Press, 1983, 
Yol. 8, p. 43 (cf. Chapter VII, p. 355 suora), 
The reference to 'paintings' is from Herd, 
Preface, where 'humorous and comic' songs are 
said to be 'admirable for genuine husour, 
sprightly naivete, picturesque language, and 
striking paintings' Jc.; Allan may hive re- 
called this passage - itself a reminiscence 
of Ramsay's reference to 'merry images of the 
low characterl in the TM - when preparing 
his dedication to The 6antle Shepherd with 
its references to 'mean and low objects' and 
a the just representation of ordinary Life' 
(Appendix IV). Cf. Dryden, Parallel of 
Painting and Poetry. 

'For, to proceed in the parallel; as comedy 
is a representation of human life in 
inferior persons, and low subjects, and 
by that means creeps into the nature of 
poetry, ,., so is the painting of clowns, 
the representation of a Dutch kermis, * the 
brutal sport of snick-or-snee, and a 
thousand other things of this mean in- 
vention; a kind of picture which belongs to 
nature, but of the lowest lots' (Ports, ed, 

Sir Walter Scott, London and Edinburgh 1808, 
Volume XVII, pp. 305-06, with footnote, 6* A 
Dutch fair. Dryden probably recollected the 
pieces of Teniers'; Scott did not explain 
'Snick-or-snee', a fore of knife-fight), 

44, See Rensselaer V. Lee, 01 Pictura 
Poesis., The Humanistic Theory of Painting, 
New York, 1967, esp, pp, 9-11; as is shown 
on p. 12 f f., the study of the Antique was of 
supreme importance in surpassing naturi 
itself , but Decorum demanded that depictions 
of people and places should be as authentic 
as possible, with the proviso that "each type 
of human being sustdisplay its representative 
character' (ibid, pp. 35 and 47). As has been 
shown in Chapter IV (e, g,, pp, 153-55 supra), 
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these ideas are evident both in Allan's 
dedication to rho 6entle Shepherd and in the 
plates themselves, 

45, For the list quotation, see Ramsay's 
Scots Proverbs, Glasgow, 1797, Chapter XVIII; 
the other quotations are from Huse: 

'No advantages in this world are pure and 
unmixed. In like manner, as modern politeness, 
which is naturally so ornamental, runs often 
into affectation and foppery, disguise and 
insincerity; so the ancient simplicity, 
which is naturally so amiable and affecting, 
often degenerates into rusticity and abuse, 
scurrility and obscenity' Mhe Rise of Arts 

and Sciences', in Philosophical Yorks, Edin- 
burgh and Boston, 1854, Vol. III, p. 141), 
46, The quotation is from a passage in rho 

Parallel of Painting and Poetry in which 
Dryden quotes from Philostratus: 'he who will 
rightly govern the art of painting, ought of 
necessity first to understand human nature. He 
ought likewise to be endued with a genius to 
express the signs of their passions, whom he 
represents', Jc, ( Yorks, ed, Scott, 1808, 
Vol. XYII, p. 296; 'He who' Jc, in original), 

47. Siollett, dusphry Clinker, letter of 
August 81h from J. Melford to Sir Yatkin 
Phillips, in Forks, 1899, Vol. IY, p. 77, For 
Captain Tophas's (factual) observations, see 
Chapter VI, pp. 288-89 supra. 
48, Cl Chapter YI, pp. 305-13 passim; on the 

connection particularly sentioned, pp. 305-08, 
49. Hugo Arnot, distory, Edinburgh, 1780, 

Book I, Chapter 11, ý 52. 
50,11istopy of America, (1777), Ilth edn,, 

London, 1808, Book IY, p. 30. 
51. On rockings, see Chapter VII, p. 354 supra 

Yith his whistling the terry ploughboy 
theered] his teat', and with the music of his 
stock-ind-horn the shepherd kept his sheep 
around him, orit least prevented theirstriying 
fit (the quotation is from a song by Burnsto 
the air 'Jockey's Gray Breeks, Poess and Songs 
ed. Kinsley, Clarendon Press, 1968, no. 138; ct 
Allan's illustration to 'Broom of Cowdenknows', 
Fig. 240, between pp, 279-80, or the song itself, 
Appendix 1, verse three), Finally, see also 
surt'latters from ... the Morth of Scotland', 

1where there are any Numberof Women employed 
in Harvest-York, they all keep Time together, 
by several barbarous Tones of the Voice; and 
stoop andrise togetheras regularly is a Rank 
of Soldiers 

... Sometimes they are incited 
to their York by the Sound of a Bagpipe; and 
by either of these they proceed with great 
Alacrity, it being disgraceful for any one 
to be out of Time with the Sickle, They use 
the same Tone, or a Piper, when they thicken 
the nevly-voyen Plaiding, instead of I 
Fulling-Kill' (Letter 11, in letters, 2 

vols,, London, 1754, Vol. 11, pp. 149-50), 

524 

52. Ramsay, Preface to the EVOrgT0017, 
quoted sore fully in Chapter IV, P. 142 supri. 

13, The first luotation is from the opening 
sentence of Hugh Blair's 'Critical Dissertation 
on the Poems of Ossiin, the Son of Fingal', in 
The Poems of Ossian, Edinburgh, 1830, p. 93 
('Among' in original), the second from Cecil 
Sharp, English Felt-Song - Some Conclusions, 
London, 1907, P, x. 

$4, John Clare, The Shepherd's Calendar, 
'June'; ed. Eric Robinson and Geoffrey 
Summerfield, Oxford University Press, 1964, 
in paperback, 1973,1983 reprint, p. 66. Clare's 
father vasi, "Inoted singer' with a repertoire 
of some hundred songs as Clare tells us' 
(George Deacon, John Clare and the folk 
tradition, London, 1983, p. II). 
SS, The earlier quotation is from Henry, 

Lord Cockburn, Journal, (1831-1854), Edin- 
burgh, 1874, Yol. II, p. 294 (cf, also the end 
of this chapter, pp. 381-82). For Fergusson's 
'Elegy', see Poems, STS edn,, ed. McOiarsid, 
Edinburgh and London, 1956, Vol. 11, pp. 37-39. 
On the remarkable subtlety of the piece and 
the range of suggestion which the poet 
arouses, see F. Y. Freesan, Robert Fargusson 
and the Seats Humanist Compromise, Edinburgh 
University Press, 1984, pp, 169-73. 

56, Of the five quotations in this sen- 
tence, the first three are of Ramsay's words, 
the list two of Burns's: ITime out of Mind' 
and 'fine Flourishes' ire from the Preface to 
the TTN, while the reference to 'imported 
Trimming" is fro& the Preface to the Ever- 
green (quoted sore fully in Chapter IV, p. 142 
supra), Ceasir (sic) in 'The Tva Dogs' tells 
of 'ragouts' Jc, (Poems and Songs, ed. Kins ley, 
Clarendon Press, 1968, no. 71), and Burns 
himself, in the 'flaming Preface' which he 
wrote for S/W 111, lightlied "those many 
Publications which are hourly ushered into 
the Yorld", Jc, his driving a contrast between 
"Fashion' and 'Taste' being typical of the 
time; ct his letter of 15th November, 1788, to 
James Johnson, Letters, ed, Ferguson, 1931, Voi. 1, 
p. 27S (2nd. edn, ed. Ray, 198S, I, pp. 339-40), 
no. 288, Cf. also 'The Cotter's Saturday Night' 
and "Song-For a' that and a' that' for 
references to 'hasely fire', 'hoddin grey' 
and 'healsome Porritch" (Poems and Songs, 
nos. 72 and 482), and Chapter IV, p. 148 supra. 
Fergusson also referred to 'sicken food' with 
good effect in a. g,, 'The Farmer's Ingle', 
stanzas IV and V and, hilariously, in two 
poems composed during Dr. Johnson's visit to 
Scotland in 1773 (Poems, STS edn, 182-85 
and 204-206), 
57, Rassay, "Tartina: orThe Plaidlline 44, 
So. Villiam Tytler of Woodhouselee, on 

Ramsay's 'political principles', quoted in 
the STS edn. of Ramsay Is Forks, Yo 1. IV, N 55, 
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59, The quotation is from'Tartana", line 55, 
Forgusson died in 1774: the Dress Act was 
repealed in 1783, As well as stressing its 
antiquity (see Chapter III, pp. 132-33 supra), 
Ramsay had presented the plaid in a spec- 
if ically egalitarian, and truly national 
light: 
'In this it court the thanes were gayly clad, 
With histhe shepherds andthe hinds were glad, 
In this the warrior vrapt his brawny arms, 
Withthis ourbeateaus aothem veil'dtheir charms' 
60, The quotation is from Herd, Preface, p. v, 
61, Cf. Chapter VI, pp, 261-62 and 304-07 

supra, and infra, p, 382, 
62, The first quotation is from Burns's 

First Commonplace Book, September, 1785, the 
second from his Preface to SAW 11, quoted in 
Chapter VI, p. 290 supra, 

63, The first quotation is from Reynolds, 
Oiscourses, IV, line 28, the second from 
Barry, Lecture IV, in Yorks, London, 1809, 
Vol, 1, P, 468, quoted more fully in 
Chapter 11, ý39 supra, 

64. Cf. Chapter YI, pp. 310-13 supra, The 
particular words quoted ire from the account 
of Jedburgh 'from materials furnished by the 
Rev. Dr. Thomas Somerville': 'they still make 
use of the old Scotch dialect' UA,, 111, 
p. 498), but similar references abound in the 
Statistical 4ccoung, 

65. The reference to 'monuments, Jc, is 
adapted from Blair's lCritical Dissertation 
on the Poems of Ossian' (cf, p. 372 supra), 

66, Reynolds, Discourse Yll, lines 524-31; 
an asterisk has been deleted if ter 'occasion'. 
Ct Chapter II, ppý 29-31. 

67. In addition to the subject-piintings 
mentioned in the next sentence, there had 
been as early as the 1740s Robert Norie's 
landscape panels, in which topography and 
incident ire composed of both classical and 
Scottish elements; cf, Holloway and Errington, 
The Piscovery of Scotland, Edinburgh, 1978, 
pp. 23-6, Figs. 23-24, The Irvins mention an 
interesting blend of Classical and Scottish 
'ingredients' in Alexander's work at Castle 
Gordon (Scottish Pjinters at hlose and 4broad, 
London, 1975, p. 99). 

68, On Runciman's work at Penicuik, see 
Duncan Macmillan, Painting in Scotland, 
Oxford, 1986, pp, 54-58. 

69, On Ramsay's 'following' of Horace's 
lHanner', see Yorks, STS edn,, Vol, IV, ed. 
Kinghorn and Law, Edinburgh and London, 1970, 
pp, 110-21 and 167-68; on Fergusson's having 
hoped 'to imitate Gav, Douglass by trans- 
lating the Eclogues i fieorgics, and then 
publishing the Aeneid with it', see Poess, 
STS edn., 2 vols,, ed. McCiarmid, Edinburgh 
and London, 1956, Vol, 1, Introduction, $The 
Poet's Life", p. 34, a letter from George 
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Piton to Bishop Percy, Douglas' Eneados was 
completed by 1513, and 'in the eighteenth 
century his translation was regarded as the 
chief ornament of early Scottish literature' 
(John MacQueen, Progress and Poetry, Edin- 
burgh, 1982, p, 138; cf. p, 378 infra), Thomas 
Ruddiman's famous edition of the poem had 
been published in 1710, - much of Fergusson's 
poetry was published in Walter Ruddiman's 
Peakly Nagazina or Edinburgh Amusement, 
70. The quotation is from Ramsay's Preface 

to the Evergreen, 
71. As has been shown in Chapter VI, 

p. 309 ff., they were by no means alone in 
their recognition, Ct also F W. Freeman, Robert 
Forgusson and the Scots hutanist Compromise, 
Edinburgh University Press, 1984, pp, 9-10, 
where the influence of Rousseau upon Scottish 
philosophy and the Vernacular movement is 
discussed, 
72. The quotation is from Allan's letter of 

December, 1780, to the Earl of Buchan, trans- 
cribed in full is Appendix III (original 
spelling), His attention to Decorum in these 
and other pictures has been indicated 
already, pp, 370-71 suora. 

73, The first quotation is from Tytler's 
'Dissertation on the Scottish Music', pub- 
lished in Arnot's History of idinbupgh, 1780, 
pp. 624-42, is Appendix YIII (p. 639 quoted), 
and also in Poetical Remains of lases the 
First, Xing of Scotland, Edinburgh, 1783, The 
second is from Barry's Letter to the 
vilettanti Society, in Forks, Vol. II, p. 500, 
quoted more fully on p. 366 supra; cf. also 
Chapter II, p. 78 supta, On the Spectator, see 
Chapter-YI, p. 291 suppa, 
74. Cf his letter to Buchan, Appendix III, 
75, Allan owned (or, it least, used) a seal 

with a design identical to that in Figure 5, 
facing p. 9 (cf n. III to Chapter 11). Maggie 
Lauder and the central figure in the 'Nip- 
olitan Dance' (Figure 12, facing p. 12) also 
bear a striking resemblance one to the other, 
76, The references to Hater and Horace are 

from Ramsay's Preface to the TTN, quoted sore 
fully in Chapter IY, p, 156; the other words 
ire quoted from Reynolds, Discourse Yll, 
lines 540 and 516-17, Allan was, of course, 
acquainted with the Classics and the writings 
of foreign authors is well is with 'the 
works of his own age or country' (ibid,, 
lines 519-20), The Scots songs were not only 
popular in Scotland; Herd, for instance, drew 
attention to Ithe unbiissed suffrage of 
foreigners of the best tistel (Preface, p. vi), 
and Dryden, immediately before his notorious 
slip with regard to 'Equality of Numbers' in 
Chaucer's verse, allowed it 'the rude Sweet- 
ness of a Scotch Tune' (Preface to Fables 
Ancient and Aodapn, line 336; Poems and 
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Fables, ed, Kinsley, Clarendon Press, 1958, 
Vol. IV, P. 1453 . See also Chapter IV, p. 145 
supra. 
77. The Theory of Noral Sentiments (1759; 

sixth edn,, Y, 1,4), the Glasgow Edition, ed, 
A. L. MacFie and 0.0. Raphael, Clarendon Press, 
Oxford, 1976, p. 195. 

78, Both quotations ire from his Preface 
to the Evergreen, quoted more fully in 
Chapter IV, P. 142 supri, 

79, gn irssay on the 11istory of Civil 
Society (1767; Part Second, 'Of the History of 
Rude Nations', Section I, 111h and 121h pira- 
graphs), ed. Duncan Forbes, Edinburgh 
University Press, 1966, pp. 77-79, 
80, Cf. James Barry, Inquiry into the Real 

and Isaginary Obstructions to the Acquisition 
of the gets in i`ngland, 1775, Chapter 1: 

'the real or poetical histories of ancient 
times ... require a considerable share of 
leirning, if an artist means to enter into 
the marrow of his subject: his learned es- 
ployer may occasionally give his a story to 
execute, butcan he also give his occasionally 
the capacity of conceiving it as he ought? ' 

(Voris, 2 vols,, London, 1809,11, p. 253). 
81, For the first quotation, see n, 80, The 

second is from Smollett, 114ophry Clinker, 
letter of August Sth from J, Melford to Sit. 
Watkin Phillips, in Yorks, 1899, IV, p. 77, 
82, The first quotation is from Keats, 'Ode 

to May. Frageent', line 8; Poetical Yorks, ed, 
H. W. Garrod, Oxford University Press, 1956, in 
paperback 1970,1978 reprint, p. 384, Or. Johnson 
vrote that 'Great thoughts are alviys gen- 
eralO in his life of Covlay, 1779, a critical 
viev vhich vas in any case generally held by 
his contemporaries.: On the 'particular Homeric 
tradition mentioned, see Chapter VI, p. 291 
supra and the corresponding footnotes, 
83. Dedication of the first edition of the 

Evergreen, 'To His Grace James, Duke of 
Hamilton, &c,, Captain General, And the rest 
of the Honourable Members of the Royal Com- 
pany of Archers": Ramsay's Voris, STS edn., 
Vol, IV, ed, Kinghorn and Lav, Edinburgh and 
London, 1970, p. 235, 
84, Herd, Preface, p, v, first sentence, 
85, Ibid, 
86. All three quotations ire from Robert 

Fergusson, "The Ghaists: A kIrk-yard Eclogue", 
lines, 29,33 and 59; Isenziel is probably 
used figuratively for a 'multitude' of ills 
(see Glossary), Herriot, one of the ghaists, 
speaks of 

.. -. 
EDINA! anes my dear abode, 

Vhan royal JAMIE sviy1d the sovereign rod, 
In thas blest days' Jc, lines 31-33; Poees, 

STS edn., ed. RcOiaraid, Vol. 11, pp. 141-45. 
87, As his already been indicated, Allan's 

attitude to the Roman Catholic Church vas, for 
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a Scot or Briton of . the time, one of re- 
earkable tolerance (cf 08 to Chapter 1). In 
Italy, as Basil Skinner points out, despite 
the patronage of Sir Villias Himilton, in 'the 
other political camp Allan knew the 
ex-Jacobite antiquiries Andrew Lumsden and 
James Byres' ( The Indefatigable #r 411an, 
catalogue of the Scottish Arts Council ex- 
hibition, Edinburgh, 1973, p. 8); Gavin Hamilton 
had studied under Masucci, who had painted 
portraits for the Stuart court in exile, As 
mentioned in Chapter Yll, p. 343 and n. III 
supra, Allan's having painted 'The Tribute 
Moneyl for St. Peter's Episcopal Chapel in 
Edinburgh could not on its own reasonably 
support any theory of a close connection with 
circles of surviving Jacobite influence in 
the 1780s and 1790s (their Istronghold' was 
Old St. Paul's; Freeman, Robert Forgusson and 
the Scots hFusanisi Compromise, 1994, p. 20, 
with a reference to Mary Ingram, 4 Jacobite 
Stronghold of the Church, Edinburgh, 1907), 
Whatever interpretation say be put upon his 
pictures of Bannockburn, Killicrankie, Pres- 
tonpans, Jc,, it is at least incontestable 
that Allan, like Burns, regarded Mary, Queen 
of Scots, as lasiable but unfortunate', and 
wrote of his Historical series as a service 
to the House of Stuart; cf, Chapter V, p. 229 
supra, and his letters of September, 1789, and 
June, 1790, to the Earl of Buchan, transcribed 
from the originals, pp. 204 and 205 supra, 
88. Cf. n. 31 supra, and John MacQueen, Pro- 

gress and Poeirr. 
"Provincial' is the important word, It was 
easy for eighteenth century Scots, unaware 
of, or unsympathetic to, the national 
achievements of the Middle Ages and the 
Renaissance, but acutely conscious of the 
difference in status, affluence and church- 
oanship between Scotland and England, to 
despise their inheritance and circumstances' 

(The E'nlightentent and Scottish Literature 
Volume One Progress and Poetry, Scottish 
Academic Press, Edinburgh, 1982, p, 61), 
89, Thereference to the 'Vulgar' speech was 

Thomas Ruddiman's (see n. 90), Harry's Wallace 
was rendered into sodernnotalvays successful 
heroic couplets by Hamilton of 6ilbertfield 
in 1722, Cf. I poem from 1720 by Alexander 
Pennecuick, quoted by Maurice Lindsay in His- 
tory ofScottish Literature, London, 1977, p, 71: 
'The teikle tasker, Davit Dallas, 
Was telling Blads of William Wallace: 
My Mither bade her second son say, 
What held by heart of Davit Lindsay', 

('tasker', labourer paid in kind: 'Blads4, 
great screeds), Lindsay writes elsewhere that 
Sir David Lyndsay's poess 'were on the 
tongues of the ordinary Scottish folk is late 
Is 18204(Poefs by Sirgarid Lyndsay oltho Ifoug 
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Saltire Society, Edinburgh, 1948, p. 7; cf 
History of Scottish Literature, p, 70, and 
also Chapter IY, p, 149 supra). A concise and 
representative indication of all the coll- 
ections by Watson and Ramsay is in David 
Oaiches, Robert Burns, London, 1950,1981 
reprint, Spurbooks, Edinburgh, Chapter I, 
'The Scottish Literary Tradition', pp. 18-27: 
the 'most significant things' in these coll- 
ections were 

'popular poems and folk songs, earlier and 
contemporary imitations of ballads and folk 
songs, and the few brilliant examples of 
sixteenth-century verse, that is, of 
Scottish poetry written just before the 
swamping of Scots literature by the 
Reformation, These represented a definite 
turning back to the toots of Scottish cul- 
ture, a turning back to the period when 
Scottish literature was still both Scottish 
and literary, and to the folk tradition 
which alone was able to survive the 
seventeenth-century blight' (Daiches, op, 

cit" pp, 18-19, of Watson's Choice Coll- 
ection, Watson actually did not include 
&any - If olk songs'; on Ramsay, who did, see 
especially ibid,, pp. 24-26, and Yopks, STS 
edn,, Vol, IY, pp, 143-48). 

90, The second quotation is from the Pre- 
face to the Evergreen, a collection of 'Scots 
Poems wrote by the Ingenious before 1600' 
which Ramsay largely transcribed from the 
Bannatyne Manuscipt. The first quotation, and 
that in the next sentence, is from Douglas' 
Eneados, the first fro& the title of the 
translation itself, the other from the Pro- 
logue to Book 1, line 103, Ruddi2an's edition 
of Eneados was published in 1710, with a 
glossary intended to 'serve for a Dictionary 
to the Old Scottish Language'; the importance 
to the Vernacular movement of Ruddisids (not 
wholly accurate) suggestion that this lan- 
guage had in great part survived among athe 
Vulgar' is shown in Freeman, op. ci4 p. 4: see 
also ibid, p. IS; 'the 'ancient' tongue, so 
often looked upon as Theocritean doric, was 
deliberately equated with 'our present pro- 
vincial dialects' and thus with the language 
of vernacular poetry'. Cf. the Rev. Playfair's 
account of the Parish of Bendothy, Perthshire: 

%anyuage, - Is the common Scotch, which his 
not altered such in pronounciation (sic) and 
diction since Sivin Douglasls* translation 
of the Ineid in that language, It is a pro- 
vincial dialect of the Englishl 

(SA, XII, p. 74, with footnote " There are, in 
this translation, a great many learned and 
foreign words from the Latin and other 
languages, which (in the manner of Johnson's 
phraseology) do not egerminate from the ver- 
nacular tongue'), In the eighteenth century, 
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the translation 'was regarded is the chief 
ornament of early Scottish literature* (John 
MacQueen, op. cit,, p, 138), Cf. the anonymous 
epistle to Alexander Ross - cited on p. 370 
supra - 'The foremost place Gavin Douglas 
claiss/That canty priest' ( The Oxford 8ook of 
Scottish Verse, edd, flacQueen and Scott, p, 341; 
Icantyl is hardly the most appropriate word 
for Douglas), 'Gavin Douglas" was the second 
pseudonym adopted by Ramsay in the days of 
the Easy Club, a Scottish identity replacing 
the earlier, Sviftian 'Isaac Bickerstiffl. 
91. For the quotations, see Eneados, Pro- 

logue to Book 1, line 361, and Book I, ch. i, 
line 4, The feeling for scenery and the skill 
in natural description, a characteristic of 
the Makars commented upon by Ramsay (cf p. 142 
supra) was convincingly demonstrated by Scot- 
tish poets in the eighteenth century; Ramsay 
himself, Burns, and, of course, Thomson, 
92, Cf n, 79 suara, Ferguson, Essay, 1767, 

Part Second, Section I, paragraphs six and 
eleven (ed, Forbes, 1966, pp, 75 and 77), 
93. Ibid., p. 77, 
94, The quotation is from Thomson, Seasons, 

'Autumn', line 901, slightly misquoted by 
Burns in a letter of 15" November, 1786, to 
Mrs, Dunlop; Letters, ed, Ferguson, Clarendon 
Press, 1931, Val. 4 p. 49 Und edN ed. Roy, 1985, 
Vol. 1, p. 62)l no, 55, in which Burns remembered 
his 'wish to be able to make a Song on 
EVallacel equal to -his serits", Burns wrote 
of Wallace in "The Cotter's Saturday Night', 
'The Vision', the songs 86ude Wallace' and, 
of course, NRobert Bruce's Mirth', and also 
in a "Scots Prologue, For Mrs. Sutherland's 
Benefit Might, Spoken at the rheatre 
Pusfries" (Poems and Songs, ed, Kinsley, 
Clarendon Press, 1968, nos. 72,62,584,42S 
and 31S), In the last of these, Burns spec- 
ifically points out that Scottish playwrights 
need not 

'... hunt as far as Rome or Greece, 
To gather matter for a serious piece; 
There's theses enow in Caledonian story, 
Wad shev the Tragic Muse in a' her glory', 

and goes on to mention Wallace, Bruce, and 
the 'hapless Scottish Queen'. Burns's own 
'thoughts of the Oramil, as he put it in a 
letter of December, 1789, to Lady Elizabeth 
Cunningham (Letters, Val. 1, p. 379 - 2nd edn, , 
p. 464 - no. 379), were never to reach fruition, 
but, according to a near-contesporary account, 
Robert Fergusson had 'collected materials for 
a tragedy on the death of Sir William 
Wallace, and had even completed two icts of 
the playl (Poems, STS eft, ed, McOiarsid, Val, 1, 
p. 19, where the play Caledon's rears, - Or 
Pallacc-A rragedgby Gabriel Nisbet, Edin- 
burgh, 1733, is mentioned, and cf. also ibid,, 
p. 11, n. 3). On the popularity of accounts of 
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'the exploits of Sir William Wallace,, ct 
Chapter IV? p, 149 supri, Allan's having 
designed at least one plate for a 'Life of 
Sir William Wallace' at the hose of his 
friend Dr. Wright is recorded in the 'bio- 
graphical sketch' published in 1804 (Appendix 
VIII, and cf. Chapter V, p. 228, and n. 114 to 
Chapter IY,, the frontispiece of the Morison 
edn,, 1790 - re Actis and 0aidis, or The 
Ifetrical History of Sir villiam Pallace, 
Knight of Ellerslie, by Henry, commonly 
called Blind Harry, - carefully transcribed 
from the N. 5, Copy of IN i &, ork, in the 
go'Yocates' Library, under the eye of the Eipl 
of Ruchan, in the f irst volume of t, hree - is 
a smaller version of the portrait mentioned 
in the footnote, and is also by Allan, The 
other illustrations, which are circular - 2h' 
diameter - and rather tame by comparison with 
the subject, were 'Engraved from Original 
designs by M! Birrell'), On the $highly 
selective' use of 'patriotic language' and 
slythic material, of various kinds, see 
T. C, Smout, 'Problems of Nationalism, 
Identity and Improvement in liter Eighteenth- 
Century Scotland", in Improvement and 
Enlightenment Proceedings of the Scottish 
Historical Studies Seminar University of 
Strathclyde 1987-88, Edinburgh, 1989, pp. 11-14, 
The essay was originally delivered as a 
lecture: 

'If Wallace could be recruited, who else? It 
was not easy to argue that the Jicobites 
stood for human rights, though Burns tried 
it on in 'Here's a health to thee that's 
aval, with its lines 'May Liberty meet vil 
success' and 'There's nane ever fearld that 
the Truth should be heard/But they whom the 
Truth wad indite". Although the general 

point is true, Professor Ssout's memory his 
played his false here, perhaps because of the 
suggestion of the first line, This song was 
written in support of the Yhig cause, c. 1792, 
not the Jacobite: cf, the second half of the 
first stanza; 
'It's gude to be merry and wise, 
It's gude to be honest and true, 
It's gude to support Caledonia's cause, 
And bide by the Buff and the Blue' 

(Poems and Songs, ed, Kinsley, Clarendon 
Press, 1968, no. 3ý1; 'Charlie, the chief o' 
the clin' is Fox, not Stuart!. -vho had died 
in 1788: --ind 'the Buff and the Blue' were the 
Whig party colours), Burns himself wrote, 'To 
tell the sitter of fact, except when my 
passions were heated by some accidental 
cause, my Jacobitiss was merely by way of, 
Vive la bigitellel (note to his own 'Strith- 
allan's Limento, SNIf 11,1788, p. 138, NI! 132; 
Allan's illustration of this song is Plate Xyr 
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between pp, 234-235). On the wider question of 
Jacobite sentiment and Jacobite attachment 
among Scottish poets, see M. McOiarsid, 'A 
Study of the Poetry of Robert Fergusson': 

'It has been said of these men that their 
politics were self-contradictory, that they 
were patriots who wished to restore liberty 
by bringing back tyrints, Such contradictions 
are naturally present in the beginnings of 
every political sove2ent; it takes time for 
the inessentials and inconsistencies to be 
shed, and the real theme and &in of the 
eovesent to present itself clearly, In this 
cast the declaration for the House of 
Stewart was the temporary and accidental 
fare in which the these of nationalism ex- 
pressed itself' (in Poems, STS edn,, Edin- 

burgh and London, 1954, Vol, 1, p, 139). 
95, Cf. Freeman, op. cit, p. 21, where several 

characteristics afhumanist thought are shown: 
'Order was retained in the idea -of an 
essentially fixed human condition poised 
against a sore fluid concept of national 
uniqueness, In this facet of the humanist 
outlook was held a keen sense of historical 
continuity within one's own nation, and a 
steadfast regard for the country's past-the 
forefathers' collective visdos-over sudden 
innovations; in short a cultural conservatism. 

'Pride in the national language and lit- 
erature was a great part of just such 
conservatism' (cf. also pp. 366-67 supra for 

other contemporary views), 
96, Both quotations are from the Nesoirs 

of 1808, in rho Senile Shephord, 2 Yols, Edin- 
burgh, 1808,11, ý 629, a passage appropriated 
(without acknowledgment) by Allan Cunningham 
and by his deliberately distorted: Lives, 1833, 
Vol. VI, p. 48 (revised edn, 1879, Vol. 11, p. 378); 
cf. Introduction, p, x1vii supra, 

97. See for example the popular songs 
'Killiecrankiel, 'Sheriffmuiri, 'Tranent Muir' 
and 'Johnny Cope', each of which was illus- 
trated by Allan (Figure 178, facing p. 240, 
and Figures *182-84, between pp. 24S-46 suppa); 
Viscount Oundee was commemorated in the 
famous Latin epitaph by Ot Pitcairn (see John 
MicQueen, Progress and Poetry, Edinburgh, 1982, 
pp. 1-4, and also Uillias Oonaldso; the Jacobite 
Song Political #yth and National Identity, 
Aberdeen University Press, 1988, passis). 
98. CI Allan's projected (or perhaps lost) 

picture of 'Knox destroys% mentioned in 
Chapter V, p. 196 supra. On the Reformation's 
having 'weakened the Judaeo-Christian, Roman 
and Byzantine basis of the medieval European 
synthesisi, and the cumulative effects of 
Mary Stuart's expulsion, her execution and 
that of Charles 1, the 'Glorious Revolutionl 
and the Hanoverian succession, see MacQueen, 
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op. cit,, pp, 2-3, James Barry, incidentally, 
had written that the lintroduction of 
superior Art' to Britain was 'prevented by 
the ic c identa I... Change of Religion', though, 
presumably because his subject was 'the Arts 
in England', he deplored only the 'vare con- 
troversies' of Henry VIII, comparing them 
unfavourably with the enlightened patronage 
carried an by Francis I of France; Inquiry 
into the Real and Imaginary Obstructions to 
the 9cquisition of the ýPts in England, 1775, 
in Vopks, 1809, Vol, 11, Chapter Y, pp. 210-12. 

99, Cf. Burns's lines, 'Written by Somebody 
in the window of an inn at Stirling on seeing 
the Royal Palace in ruins': 
'The injur'd STEWART-line ire gone, 
A Race outlandish fill their throne; 
An idiot race, to honor lost; 
Who know them best despise thee most, -' 

(Poems and Songs, ed. Kinsley, Clarendon 
Press, 1968, no. 166, last four lines), 
100, Allan made it least two illustrations 

to 11olonope, which was first published, in 
Aberdeen, in 1768, These ire in the Mitchell 
Library, Cowie Collection, SR 241 308864 ('Baby 
Allan herBook'), /. 24 Yinscribed 'Helenore. or 
The Fortunate shepherdess a Scotish Poem by 
Alex" Ross Aberdeen shire', Of the eighteen 
editions of this poem published in the cen- 
tury after its first being issued, 'thirteen 
appeared in Aberdeen, two in Edinburgh, and 
one each in Glasgow, Dundee and Brechin' 
(RacQueen, op, cig,, p, 116, citing the find- 
ings of Margaret Vattie in rho Scottish Yorks 
of glexander Ross, /1,9,, Schoolmaster it 
Lochloo, STS, Edinburgh and London, 1938), 

101, The first quotation is from William 
Collins, 'An Ode on the Popular Superstitions 
of the Highlands of Scotland", line 187, The 
others are from Burns: first, a note to 'Saw 
ye my Maggie' (see n. 363 to Chapter VI), and 
secondly, his Dedication of Poems, chiefly in 
the Scottish Nilect, Edinburgh, 1787, to "the 
Noblemen and Gentlemen of the Caledonian 
Hunt", first paragraph, 
102, The reference to 'folks'. Jr is adapted 

from Compliments to Painters, Edinburgh, 1797 
(cf. text, p. 362 suppa). Cf also Chapter III, 
pp. 113-15, and Chapter YII, p. 356 supra, 

103, The quotation is from a letter which 
Dr, Johnson sent to Mrs. Thrile, September, 1773, 
quoted tore fully in n. 320 to Chapter YI, on 
PI supra, Cf. also V. B. Yeats, 'The Song of 
the Happy Shepherdl: 

'The woods of Arcady ire dead, 
And over is their antique joy; 
Of old the world an dreaming fed; 
Grey Truth is now her painted toy' 

(Collected Poems, Macmillan, 2nd edn,, 1950, 
reprinted 1969, p. 7), 
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104, The first quotation is from Reynolds, 

Discourse VII, line 534; the others are from 
Herd, Preface, p, v (second paragraph), 
105, Cf Chapter 11, p, 102 supra, 
106, Reynolds, Discourse V, lines 81-82, 
107, The first quotation is from Smollett's 

'Ode to Leven Water', published in hfusphry 
Clinfer, part of a letter from Hatt, Bramble 
to Or, Levis, August 28th, in Works, 1899, 
Yol, IV$ p, 121, The second is from Herd's 
Preface, p. vii, the last from John Pinkerton, 
Scottish Tragic Sallads, London, 1781, Diss- 
ertation II, quoted more fully in Chapter VI, 
p. 257 supra; see pp. 256-59 for a 'digression 
on 'simplicity' in Scottish music and song', 
108, The quotation is from the title of 

a song in Herd, 11, p. 40, and, with music, in 
Orpheus Caladonius, 11,1733, p. 20, N? 1. 
109, Cf, William Creech, Letters addressed 

to Sir John Sinclair, (1793) in the Stat- 
istical 9ccount, account of Edinburgh: 
NIn 1763- People of quality and fashion 
lived in houses, which, in 1783, were in- 
habited by tradesmen, or by people in humble 
and ordinary life, The Lord Justice Clart 
Tinvald's house was possessed by a French 
reacher" (Letter 1,9,11, p. 22 and, in a 

footnote, 'A house lately inhabited by one of 
the present Lords of Session is now possessed 
by a Taylor": cf. also Robert Chambers, Trad- 
itions of Edinburgh, 1824, list revised 
edn,, 1868,1967 reprint, Chapter 1, "Changes 
of the Last Hundred Years', passia), 
110, Provincial Miquilies and Picturesque 

Scene$ of Scotland, London, 1826, Yol. 1,1,, 74. 
111, Journal, 2 vo Is,, Edinburgh, 1874, Vo l- 

ute 11, p. 194, entry for271-1 October, 1847. It was 
actually Lord Ounfermline who is said to hive 
"sighed', J; but Cockburn had also known Edin- 
burgh 'for above sixty years', and shared his 
'affection' for their 'old society' Ubid, ), 
112, lbid, pp. 195 and 196-97. Cf. n. 31 supra, 
113, lbid, pp. 198-99. 
114. Mid, p. 199, the sentence immediately 

following 'modern refinement', For a re- 
ference to "people of condition" (though the 
term, like 'lover orders' - cf. n. 117 - was 
commonplace), see Chapter VII, p. 347 supra, 

115, Journal, Yol, II, p. 296. "Old', of 
course, means the country is it was (or was 
thought to have been) in a former time; it is 
not an affectionate usage, comparable to that 
ins O'g" Burns's 'Scotch Drink', 'The 
Author's Earnest Cry and Prayer" or 'To a 
Haggisl (Poems and Songs, ed, Kinsley, 
Clarendon Press, 1968, nos, 77,81 and 136, 
lines 91, e6/127 and 45), Cf p. 373 supra, and 
also Chapter VI, pp. 303 and 310-12 supra, 

116. Journal, Yol. 11, P. as, entry for Ilth 
August, 1844, Billy Kay analyses Cockburn's 



Notes to pp. 382-384, 

loyalties in Scots rho Nither ronýtw, Edin- 
burgh, 1986, p. 112, and cf. also Cockburn's 
own words: 'indeed, there ire Scotch schools 
(the Edinburgh Academy, for example) from 
which Scotch is almost entirely banished, 
even in the pronunciation of Greek and Latin' 
(Journal, Vol, II, P. 88). 

117, The first two quotations ire from 
Cockburn, Journal, Vol. 11, pp. 89 and 296, the 
third from Henry Mackenzie, Anecdotes and 
6gotisss, ed. H. W. Thompson, London, 1927: 

'There was a pure classical Scots spoken 
by genteel people, which I thought very 
agreeable; it had nothing of the coarseness 
of the vulgar patois of the lover orders of 
the people' (Chapter I, 'National Manners 

and Customs', p. 15 'Language'), If Mackenzie 
had ever truly thought Scots of any kind it 
all 'agreeable% he give no sign of it in the 
passage quoted in Chapter IV, p. 146 supra, or 
indeed in the article from which it was 
taken, The shifting attitudes and perceptions 
of Mackenzie and others, together with their 
strange and amusing linguistic antics, ire 
demonstrated at length In Kay, op. cit. For the 
assumptions inherent in the word 'still', see 
Chapter VI, p. 310 suora, The reference t, 0 the 
Igeneral current' is again from Cockburn, 
Journal, Vol. II, p. 294, entry for lOt' July, 1853, 
indthe main passage follows shortly afterwards, 
in an entry for 61h November ofthe same year, 
ibid., pp. 301-02, Cockburn had written, with 
reference to the 1790s, that the 

'change frog ancient to modern manners, 
which is now cogpleted,. had begun some years 
before this, and vas it this period in rapid 
and visible progress. The feelings and habits 
which had prevailed at the union, and had 
left so many picturesque peculiarities on 
the Scotch character, could not survive the 
enlarged intercourse with England and the 
world" (Pesopials of his rise, Edin- 

burgh 1856, p. 28, but written in the 1820s), 
118, The quotation is from Allan's 

dedication of rhe 6antle Shepherd, 1788, 
transcribed in full from the first edition as 
Appendix IV; cf also Reynolds, Oiscourses on 
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Art, Discourse III, lines 21-22, 

119, Allan's hose from about 1783 was 
Writers' Court, from about 1787 Dickson's 
Close Qf n. 103 to Chapter V), For views of 
the High Street, see Figures 267 and 270, 
facing pp, 323 and 325 respectively, and 
especially Plate XXIV, between pp. 234-35, in 
which the 'advocates and brav fock' of Edin- 
burgh say be seen turning their backs on the 
Exchange, built in 1753 (the quotation is from 
Fergusson, 'Mutual Complaint of Plainstanes 
and Causey, in their Mother-tongue'; Poems, 
STS edn, 2 vols, ed. NcOiarsid, Vol. II, Edin- 
burgh and London, 1956, pp, 122-26, line 113). 
Stollett described how 

'In all parts of the world we see the force 
of habit prevailing over all the dictates of 
convenience and sagacity, All the people of 
business at Edinburgh, and even the genteel 
compiny, may be seen standing in crowds every 
day, from one to two in the afternoon, in the 
open street, at a place whe're formerly stood 
a market-cross ... rather than move a few 
yards to an Exchange, that stands empty on 
one side, or to the Pirl iasent-c lose on the 
other, which is a noble squire, adorned with 
a fine equestrian status of King Charles III 

Ulumphry Clinker, letter fro& Matt. Bramble to 
Dr. Levis, July 181h, in Forks, London and New 
York, 1899, Vol, IV, p. 68). The old Exchange 
stood in Parliament Close; Thomas Pennant hid 
also noticed the merchants' prevailing habit: 

'The exchange is a handsome modern building, 
in which is the custoi-house: the first is 
of no use, in its proper character; for the 
merchants always chuse standing in the open 
street, exposed to all kinds of weather' 

(9 lour in Scoiland, Warrington, 1774, p. 62). 
120. 'The Autobiographical NotesI, BM Add. 

MSS, 27,991, f, 9, in the Analysis of 
Reauty, ed, Joleph Burke, Clarendon Press, 
Oxford, 1955, p. 208 (cf. also ibid., p. 206). 

121, As his friend Or, Wright observed, 
'Allan was fond of a pun' (Appendix VIII, and 
see also Chapter 1, pp, 22-23), On 'all the 
ballads ... [and] the laws of a nation', 
cf. Chapter YI, p. 316 supra, 
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9,176,1 books, xlyiý 11,19,23,323, 
343; coins and sedals, 169,265; 
sketches from the Antique, 8,9, 
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174 240,256,294 291-9Z 295-96, 
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ily', 329, E3303,351; 'Funeral 
Procession', 126, -'Soat silk and 
Country exerciseo, 114 329; "Har- 
bourof Leith', 350; 'High Street 
of Edinburgh', 334 (Plate XXIY, 
Figs, 267,270); 'Highland Fas- 
ily', 125 (Fig. 98); Hopetoun 
House, 328; Leadworks, 114 384 
(Plate I IY, Figs, 75,76); Lothian 
Farser', 351; Moffat, 168,329 
(Fig, 288); North and South 
Queensferry, 11181,328; Rosyth 
Castle, 329; wShiving Machine', 
323-24; Stirling, 329; 'Taylors 

it Work', 351,380 (Fig, 299); 
TulliallesCastle, 329; 'Veaving" 
350; Allan's Prints, 321-24; 

_ud Landscape, 328-29, 
"(d) History, 'Continence of 

Scipio', 219; decorative scheme, 
10,38; 'Europa, 10; "Origin of 
Painting', 17-19,10; 141,159, 
(260; 324 375 (Plate IV); IThe 
Parting of Hector and Andro- 
mache', 17,18 (Fig, 19); 'The 
Seven $acraments, 24,330; 'The 
Tribute Money'IE3433; 'Yestals 
attending the Sacred Fire', 53, 
100-02,295-94 371 (Fig. 67); the 
Gowrie Plot, 196; Allan's cycle 
of 'historical peices from the 
life of the unfortunate Queen 
Mary', xl, xlii-xlii4 26,157,18ý 
191, Chapter V passis, 234 32t 
324,366,361 37L 375: 'Arrives 
it Leith', 207-04 22Z 225 (Fig, 
164); 'Castle of Inverness', 191 
208-10,216,22Z 225 (Fig 165); 
'Knox', 210-13,222,225,270. 
(Figs. 166,167)-, 'Rizziol, 196, 
213-161 2191 222,224 226,229, 
(Figs. 169,170); 'Surrenders 
at Pinkie', 197,216-17,226 
(Fig. 171); 'Resignation of the 
Crovnl, 19120$ 217-24 22Z 223, 
225,22ý 227,234 380 (Figs. 172, 
173); 'Escape from Lochleven', 
196,220-2ý 22ý 227 (Plate 1114 
Fig. 174); "Warrant for her Ex- 
ecution', 19ý 223-24,226 (Fig, 
175); 'Queen Mary and her Sec- 
retary", 224,225 (lost). 

(e) Literary illustrations, 
excluding songs ( vide D. 'The 
Cotter's Saturday Nightl, 25,236, 
240,349 (Figs, 296,298)-, "Leith 
Races", 25,241,330,348,380; 
'The Poems of Ossianl, 25,132, 
193,244 242,379 (Plate 11, Figs 
22,179); Seasons, 20,5ý 24L 243; 
Shakespeare, 26,139; Ariosto, 
Tasso, Yoltaireý 26; Edition of 
rho Senile Shepherd (and Pre- 
face, infra), xxxv, xl, xii-xiii, 
xliit xliv, xlviý ý 8,24-26,122, 
139, Chapter IV passis (Plate 
111, Figs. 111-28,130-35,139-4ý 
and 148), 193,206,224,221234 
241,24ý 244-44 251,2SZ 2% 26ý 
273 274,275,271278-71280,28Z 
284 321,322-2Z 32a 334 349,364 
364 374 375. Preface, xxxiý xxxii, 
xxxii4 xxxv, xlyi, 24-25,104, 

141,152,153,153-56,157,158, 
159,160-61 163-65 198 234 257, 
289-90,291-92,293,2K 315, 
326,354 358-59,362,36Z 364, 
365,368,383 (qvoied), 

M Illustrations to songs, 
xxxiii, xxxiv, xl, x1iii, xliv, 25, 
193, Chapter VI passia, 321,349, 
371,374 384 38L General reearks 
in Chapter VI; 239-40,243-44, 
248,255, Trenty-five Etchings 
by Barid Wan Illustratire of 
some Celebrated Scottish Songj 
2ý 238. (Appendix 11). 'Frontis- 
piece I 316-19,3S4-SS (Fig 264) 

Songs illustrated by Allan 
and sentioned in the text; 
'Andro and his cutty gun-, 244 

252,278 (Fig-205). 
'Auld Robin Gray, 251,284 283 

(Fig. 243 
, 
-, Fig. 201, by Bunbury), 

"The Bagrie Olt*, 280 (Plate 
XXII, Fig, 242). 
'Bessy Bell and Miry firay, 27; 

274,292 (Figs. 226-27). 
'Bonny Barbara Allan', 284, 

(Figs. 252-54). 
IThe Bonny Lass of Branksome', 

274 (Fig, 193, by Veir). 
'The Brisk Young Lid", 287 

(Fig-2341 
'The Bush aboon Traquair", 244 

283 (Figs. 180tlH and 251). 
'The Carle cas oer the Craft', 

281, 
"Chevy Chase", see 'Otterburn', 
'The Childe of Elle', 184 272 

(Fig. 150), 
'Childe Morrice', 17% 18% 254 

267-68,272 (Figs. 187 and 222), 
"The Cogiel U, o, 'Ciuld KiiI 

in Aberdeenl, 275 (Fig, 233), 
'Covdenknoves' 08root ofCow- 

denknoves'), 184,248,259,284 292 
(Plate XYI, Figs. 23,240,263). 
'The Cruel Knight', 27ý E2831 

(Fig. 187). 
'The Drucken Yife ol Sillowal 

(NHooly and Fiirlyl), 253 (Fig 
207). 
'Throl the wood, laddie', 184. 
"Duncan", 246. 
, Edinburgh Katel ('The Young 

Laird and Edinburgh Katy'), 
[2743,276 (Plate XY114 Fig. 232) 
'Edo& ol Gordon', 246, 
'Edward", 254. 
'Ettrick Banks, 274 (Figs. 176, 

206 and 224). 
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'Fee him, faither, fee him". 24a 
'For the Love of Jean' ('Jockey 

said to Jennyl, 278 (Fig. 239). 
'The Gaberlunziesan', 24ý 24ý 

2531 276,277,287 (Figs, 181 
and 208-10), 
'Gil Morice ('Childe Norrice'9 

17S, 188, M 267-64 272 (Figs. 
187 and 222), 
'Gilderay', 246,253,268-6ý 270 

272 (Fig. 223) , 'Hardyknute", E1973,246,13793 
(Figs. 185-86). 
NHighlind Mary', E2523,274 

(Figs 20ý 230; Fig, 199, Rogers) 
'Hooly and Fairly' ('Drucken 

Wife d Galloval) 253 (Fig, 2071 
61111 never leave thee', 274 

(Fig. 228). 
'Jockey said to Jenny' VFor 

the Love of Jean'% 278 (Fig. 239) 
IJohn Anderson my Jol, 237,244 

2463281-82. (Figs, 245-47: Fig, 
248, by Stith), 
lJohnia Arastrang', 211,244 

270-71,27ý 286,292 (Figs, 215 
and 225), 
'Johny Cope, 264 (Figs, 182 

184 and 218). 
"K, Robert the Bruce', see 

$Robert Bruce's march', 
'Killicrankie', 197,240,244 

262-64,13793 (Figs. 178,216-17). 
'Lady Anne Bothvell's Balow', 

252,254 (Fig, 203. - Fig. 202, by 
Bunbury), 
'The Lass of Peitys hill', 154 

E? 1841,287-88,296 (Figs, 24% 
257 and 258), 
'The last time I cis o'er the 

suit', 252,274 (Figs. 206,2301 
'Lachaber no more', 252 (Fig. 

204, by Weir), 
*Lov doon in the broom', 284 

281 (Fig 244). 
'Maggie Lauder', [2433,2S% 274 

275,28Z 287-84 376 (Figs, 231 
and 259). 
'Maggie% Tacher", 276 (Fig 236) 
'Margaret's Ghost', 2SS, 
"Muirlind Willii?, 1273,27ý 27; 

274 287,344 348 (Figs. 2; 2351 
'My Jo Janet', 280,295,342 

(Fig. M), 
'My Peggy is a young thing' 
i, La. , 'The Viuking of the 

Faulds'), 158,280 (Figs. 2Z 240 
and 263), 
'Otterburn', 20,34 188,244 2S4 

291,292,379 (Figs- 20 and 185), 

'Robert Brucis march, 236,238, 
246,264-67,315, E3791 (Fig. 219). 
'Sae merry as we hae beed, 274 

287 (Plate IVII, Fig. 180). 
'Scotch Song' VNow Spring has 

clad the grove in greenl, 1186; 
283-84 (Fig. 250). 
"Scots, vh& hae vil Wallace 

bled', see 'RobertBruceý march. 
ISheriffauir', 197,246,254,2K 

[3793 (Figs. 212 and 216), 
'Strathallads Lament", 244 274, 

283 (Plate 10, 
'Tak thy auld cloak about 

thee", 276,285-86 (Fig 256). 
IThe rising lark salutes the 

lornel 296-97, E3491 (Plate XXI 
'The Silken Snooded Lassie', 

186 (Fig. 149). 
'Sir Patrick Spens', 246,2S4 

253-54,271,27Z 28Z 285 (Figs, 
211 and 215), 
"Tullochgorus', E273,24ý 260, 

345,348 (Fig. 295). 
"Twas within a mile of Edin- 

burgh town', 1296113491 (Plate 
IXD, 
'Wads my heart that we should 

sunder', 186, 
'Valy, valy', 283 (Fig, 249, by 

Stothard), 
'Yawking of the faulcr, 164 280 

(Figs. 23,240 and 263). 
'Will ye go to the eve bughts 

Marion? ', 25Z 274 (Fig 229), 
'WooV and married and a", 186, 

246t277-78,280 (Figs. 237-38). 
IThe yellov-haiM laddie, 154 

257,273,274 (Fig 228). 
'The Young Uird and Edin- 

burgh Katy' ('Edinburgh Katelt 
E2743,275 (PlatelYllIFig, 232) 

Other songs and airs mentioned 
or quoted in the text; 

IAthole Brose', 136, 
'Auld Lang Syne', 236, 
'Black-eyed Susan', 255, 
IThe Blythesome Bridal', 276, 
'The Braes o' Bushbie', 136, 
'The Bridal O't', 293 [3453, 
'The Boatman', 184, 
"Corn riggs are bonny', 143, 
'Highland Whisky', 136. 
'The Humble Beggar, 260, E2871 
(words and music, Fig. 214) 

'Jenny dang the Weaver', 333, 
'Jenny Nettles', 194, 
*John Hay's bonny lassie', 156 
'The King and the Killer of 
Mansfield', 254, 

"The Lass of the Mill' Q$The 
Lass of Peaty's Mill'), 184, 

'The Lea Rig', 236,293, 
'Milking the evs"O'Will ye go 
tothe eve bughts Mirion"), 184. 

'Molly Asthore', 255. 
'Niel Gov's lisent for the 
death of his second vifeIA 

'Niel Sow's Lamentation for 
James Moray, Esq,, of Aber- 
cairney', 136, 

'The Soldier's Return' U, #,, 
'When wild Varý deadly Blast 
was blawn'), 238,279. 

'Tweedside', 184, 
Contemporary impressions of 

Allan, xxixxlyi4 4,23,26,118, 
153,129,16Z M 205; 237,239, 
240,24Z 244 247,260,266,277, 
27% 295,36Z 371 and Appendix 
YIII, Portraits of Allan by 
other artists, 12,123-24,226 
(Figs, 87 and 89), 

Allan, James (half-brother of 
the artist): x1vit 3,26,129, 
160,329,351. 

Allan, Shirley (wife of the 
artist),, x1vii, 26,129,160, 

Allan, Sir William: 204 204 20S 
Alloa: 3,111,206,22Z 26ý 298, 
32ý 329,354 351,352, 
- Dry Dock; 329,350, 
- Tower; 329 

ID. Allen': 20, 
Amelia (Seasons): S5. 
American War of Independence: 
19-20,, 267, 

Ananias: 82. 
9ncient and 11odern Scottish 
Songr, 245,247,251,30L 303,304, 
30% 380 (see also Herd), 

Anderson, James: 229, 
Andromacht 1% 17,49,51,75,84 98, 
Andromeda: 187. 
Angelica: 36. 
gntichitj di i*rcolano: 23,187, 
Antique, the: xxxii-xxxiii, 29, 
54 66,86,103 184 181322,374, 
375,381, Allan an the Antique, 
251 153-54. 

Antoinette, Marie: 230,231. 
Apelles: 39, 
Apollo: 38,51, $3,58,150. 
Apollo Belvedere: 66,78,116, 
Arcadia: 132,133,134,380, 
Argyll, Countess of: 214,215, 
216,226, 

Argyll, Earl of: 212, 
Ariadne: 36,38,98,376. 
Ariosto: 26,35, 
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Aristotle: 31,268,282,370. 
(quotatt; ' E2321 

Armstrang, John: 257,270-71,29Z 
Arnot, Hugo: 341,371. 
Artemis (Oiana): 55, 
Arundel, Earl of: 70, 
Astyanax: 17, 
Athole, see Atholl, 
Atholl: llý 111,12% 26j 284 32Z 
348. 

Atholl, 3rd Duke and Duchess: IIZ 
Atholl, 4th Duke and Duchess: 
20,111, 

Atholl, Murray family: 116,121 
'Aubin': 5. 
Marcus Aurelius: 209, 
Aurora: 38, 
Austen, Jane: 43. 
Aveline: 5, 

Bacchus (Dianysas): 36,38,87. 
Baiardi: 187, 
Baillie, Joanna: 278, 
Bajazet: 98. 
Pajazai (Racine): 60. 
Bangalore: 63, 
Banks, Thomas-, 161. 
Bannockburn: 264-267,315. 
Barbour, Archbishop: 265,266, 
267. 

Barnard, F, A, (quoted): 315, 
Barocci: 10. 
Barret: 329. 
Barry, James: xxxvii, xxxviiiý 31, 
37,38-3% 39-40,4ý 53-54,6Z 6ý 
6& 67-7Z 74-76,7% A 94-94 91. 
95,104 104 10% 104 104 10ý 15ý 
30ý 364 368, 
( quoted); 29,9; 33Z 36k 373-74 
375,377. 

Bartolazzi, E: 61,63,164. 
Bass Rock: 328, 
Batoni, Pompeo: xxxii, 12,114 363, 
Beale: 223. 
Beattie, James ( quotoo): 31L 314 
? 370 Esee footnote], 

Beechey, Sir William: 49,57, 
Beethoven: 25, 
Belles Lettres Society: 333, 
Bellari: xlvi, 19. 
Bernini, Antonio: 10, 
Beugo, John: 152,18% 250, 
Bigg, William Redmore: $6,57, 
Birch, Thomas: 199,20Z 2OZ 20& 
Birnie, Patie: 346. 
Black, Adam and Charles: 180, 
Black Watch, the: 127, 
Blackness Castle: 328, 
Blackvell, Thomas: 258,361, 

Blackwood (quoted): 215, 
Blair, Hugh: 14ý 254 3K 313,34a 
(quotej); 293-94,310,314 364 
367,372,374, 

Blair, Sir James Hunter: 329, 
Blai; the Rev. Robert: 233, 
8hi; Robert (poet; quoiad)-, 30a 
Blair Atholl: 20,370. 
Blair Castle: 113,125,263, 
Blin Harry: 227,378, 
Boadicea: 199. 
Bocchil Lorenzo: 259, 
Bogle, John: 323,353, 
Bologna: 13,351, 
Bon4 1: 50. 
Borghese (Villa): 39, E123. 
Borghese Farrior: 6,7,12,66, 
Borgognone: 10, 
Boswell, James: 127,201,210, 
212,214,298,311,330, 
(quoteol; 310, 

Bothwell, Lord: 216, 
Bothwell, Lady: 267, 
Bourgeoise, Sir F.: 62, 
Bowyer: 39,64,194, 
Boyd, Z,: 7, 
Boydell: xxix, xxx, 39,41,54, 
64-67,85 881 194,23% 293, 

'Braccioferpol: 95, 
Brandoin, C,: 54, 
Brant6ae: 208, 
Breadalbine, Lord: 353. 
Bremner Robert: 301, 
sritisWxercury, rho., 199,200, 
British Museum, the: 12,123, 
Broughton: 150, 
Brown, Ford Madox: 358, 
Brown, J. (? James): 357, 
Brown, John: 22,121, 
Brown, Robert: 160,162,164 371 
Bruce, Margery: 234, 
Brucer Robert: 149,190,204 224 
264,265,266. 

Spur, 228,267, 
Marcus Brutus: 234, 
Buchan, David Stuart Erskine, 
111h Earl of: xxxii, xliixivi, 
3,4,21,2Z 26,1 Iq 159,16ý 166, 
193,196-97 198,203-04 204 207, 
22ý 224 227,233,234,264 261, 
264 316 32Z 3291 364,365, 
(Allan's letters to); 43,1108; 
114 120,193,196-97,198,204,204 
227,234, E3231 E329ý 364,365, 

Buchan, Peter: 304, 
Buchanan, George (quoted): 222, 
Buchanan (History of Scotland): 
200, 

Bunbury, VH,: 251,252, 

Burgundy: 19. 
Burke, Ediund: 30,35,4ý 5ý 63, 
84,84 % 106,229,230, 
(quol#O; 102, 

Burlington House: 37, 
Burnet, John: xxi; ý 180, 
Burns, Jean: 25, 
Burns, Robert: xxviii, xxy, xxxit 
xxxiv, xlvi, 3-4,24 25-26 146 
14ý 15Z 164-65 186 228 229 231 
236,237,239,240-41242 246 247 
24ý 250,25Z 256,257,259,26Z 
26ý 266,267,273,276,277,27ý 
281.28Z 283,284,289,290,29L 
29% 294 2K 297,302,304,311 
315-16,336,341,13443,345-44 
349 366 358,368,373,382,381 
'Auld Lang Syne'; 236. 
'The Cotter's Saturday Night'; 
25,236,240,259,341,349 (Figs, 
296 and 298), 

'Highland Mary'; (2521,274 
(Fig. 230, and perhaps 206), 

'Jockey vas the blythest lad'; 
297 (Fig. 260). 

'John Anderson my Jol; 23Z 244 
246,281-82 (Figs, 246-248), 

'The Lea Rig'; 236,293, 
IRobert Bruce's march',, 234 234 
246,264-67,315 (Fig, 219). 

'Scotch Song' VNov Spring has 
clad the grove in greenlý 184 
283-84 (Fig, 250). 

IThe Soldier's Return' (1, #,, 
'When vild War's deadly Blast 
vas blivn'); 238,279, 

'Strithillan's Lament' 246 274 
283 (Plate XY). 

(quoted); 121 11% 13Z 13ý 144 
149,153,164, C2071 23ý 280,294 
300,301,308,313,31ý 317,321 
333j 334,344, E3461 E3481,354 
359,369,379. 

Burt, Captain E,,, 134,26% (333; 
334,341,353,354. 

(quofatt; 114, E2011,314,344. 
Byres, James: xlvi, 10,18. 
Byron, Lord (quoleib: 12, 

cacilia, Saint: 50, 
casar: 98, 
Ulais: 42,199,232. 
Uldvall (engraver): 250, 
Caledonian Nercury, The: 24,152. 
Calypso: 50, 
Castron, Hugh: 358, 
Campigna, the: 374, 
Uspbell, Alexander: 238,266, 
(quoted); 256,258, 
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Campbell, Captain: 167, 
Campbell, Thosas (quotett: 
280-81, 

Campidoglio: 209. 
Cinova: 159. 
Cape Club, the: 259, 
Caractacus: 199, 
Caravaggio: 10,176,177, 
Carberry Hill: 216, 
Carey, Henry: 250, 
Carlenrig: 270, 
Carlisle: 221,224, 
Carlyle, Thosas: 368, 
Carracci, Annibale: I IOQ 123. 
Carracci, (fisily): xxx, 
Carse, Alexander: 13,26,35S. 
Carstens, A. J.: 159, 
Carter, George: 58, 
Casali, Chevalier: 36, 
Cassandra: 66, 
Castle Campbell: 329, 
Castor and Pollux: 66, 
Cathcart, Lord-, ýý 22, 
Cathcart, Lady: 111, 
Cathcart family: 2% 116. 
Catherine the 6reit: S3, 
Civ, Sir James: xxix, xxx. 
(quotea); 353,3S8. 

St, Cecilia's Hall: 261-62, 
Celadon (Seasons): 55, 
Cervantes: 35, 
Champagne: 19, 
Chantrey, Sir Francis: 18, 
Chirdin: 174, 
Charles 1: 66,84,212,231. 
Charles 11: 326, 
Charles Edward Stuart: 201, 
Charlotte, Queen: 232, 
Chaucer: 146, 
( quoted); E2321 

Cheyne, Or, George: 329, 
Chiron: 53, 
Christ: 219, 
Christiano, Sig.: 9, 
Christie: 20, 
Cincinnitus; 87, 
Clacktannin: 111,352, 
Clarke, Stephen: 259, 
Claude Lorrain: 44, 
Claudius: 199, 
Cleopatra: SO. 
Clerk of Penicuik: 14S-(46,333, 
342, 

Clio, Muse of History: 38. 
Clyde, River: 354 356,358, 
Coil Industry: 298,350,352, 
Cockburn, Henry, Lord: 230,323, 
381-82,383,384 
(quoted); 231,298,331,332, 
350,361,372, 

Coleridge: 35, 
(quofea); 246,355,370,380, 

Collins, William: 164, 
(quoted), - 379, 

Colosseum, the: 15. 
'Comedy': 66,100,119. 
Concorsi it Rome: 17,18. 
Constantine: 103, 
(Arch of): 15. 

Conversation Pieces: 114 12L 12Z 
255, 

Cook, Captain: 58,62,69, l6k 
Cooper, Richard: 150, 
Cope, General Sir John: 24% 264. 
Copley, John S,,, 40,41,63-64 64 
79,84 95-919% 9% 10ý 106,206 
212-1ý 232, 

Cordiner, Charles: 323, 
Corelli: 259, 
Coriolanus: 6S. 
Cornelia: 51, 
Carreggia: 9,10,123,323, 
Corri, Sig and Sigra: 261,304, 
Corso, the, in Rome: 14,15, 
Cortona, Pietro da: 9, 
Corvi, Domenico: 12,226, 
Cosvay, Richard: 49, 
Courbet, Gustave: 138, 
Cousin, Jean: 19, 
Cowden Knowes: 273, 
Cozens, Alexander: 50, 
Crabbe, George: 297, 
(quoted); 359, 

Craig, James: 123-24,381, 
Craig, William: 89-90, 
Craigieburnwood: 273, 
Craigaillar Castle: 328, 
Crawford, Thomas (quoted): 147, 
250,289,290,342, 

Crivford, Willias (? Robert): 248, 
Cravfurd: 202, 
Creech, William (quoted); 381, 
Crichton (the Admirable): 175, 
204. 

Crivie, the Rey, James: (2571, 
Critical Review, The-, 239, 
Cromek, Robert H,: 304, 
Croswell: 142, 
Crozat: 19, 
Culloden (Brusossie Moor): 127, 
246,269, E2741. 

Culross: 329. 
Culross Abbey: 329. 
Cunego, Domenico: IZ 14 85,198, 
323. 

Cunninghai, Alexander: 4,240, 
283. 

Cunningham, Allan: xxviii, xxix, 
xxxi, xlvi-xlvii, 16-11 Is, 94 
16Z 167,17L 17Z 173,17ý 178-79, 

184 184 184 26ý 34ý 347, 
(quofocp; 174,174 22% 26ý 36ý 
382, 

Cupid: 38, SO, 51, 
Cupid and Psyche: 66, 
Currie, Ot James: 288,311, 
(quogott; 313, 

Cursiter, Stanley: xxix, xxx. 
(quolott: 348, 

Daleahoy: 205,206. 
Dalmeny House: 117, 
Dalrymple, Sit John: 5,263, 
(quoted); 131, 

Damon (Season$): $5, 
Dance, Nathaniel: 12,363, 
Daniel (Old Testament),. 7 251. 
Daniel, Samuel (quoted): 144, 
Dante-, 75,95, 
Darnley, Lord: 205,214,214 216, 
22Z 224 262, 

David, Jacques-Louis: 51,159. 
Defoe: xxxix, 36,4ý 23ý 331,33Z 
Delacour, William: xxxiii, 23, 
Dettingen: 59, 
Devis, Arthur: 58,112, 
Diana (Artemis): 50j 55, 
Diderot, Denis: 57, 
Dido: 50,98. 
Diogenes: 51, 
Dionysos: 67, 
Coll Tearsheet; 65, 
Dollar: 329. 
Domenichino; 9,20, 
Dou, Gerard: 171, 
Douglas, Gavin: 146,378. 
Douglas, George: 215,216, 
Douglas, George (Lochleven): 220 
221. 

Douglas, Sir James: 205. 
Douglas, William: 220, 
Dov, Gerard: 171. 
Downsan, John: 51,55,255, 
Drake, Sir Francis: 69, 
Dress Act: 127. 
Drueossie Moor (Culladen): 274, 
Drummond, George: 331, 
Oryburgh Abbey: 204,234, 
Dryden, John: xxxvii, 24 34 31, 
36,146,291, 
(quoted); 101,293,371, 

Dubois: 5. 
Duff family: 122,255, 
Dumbarton Castle: 329, 
Dumfries: 277, 
Oundas, Henry: xxxii, 22,230, 
Dundas, Lawrence: 23, 
Dundee: 231, 
Dundee, Viscount,, 131,194,248, 
264 267,283. 
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Ounferaline: 274,350, 
- Abbey; 328,338, 
Dunkeld: 111,112,125,127. 
Oarer: 10, 
D'Urfey: 145, 
Oycý Sý Anthony Van: 49,66,81-8Z 

Edgar-, 199, 
Edinburgh: 14,1ý 20,21,24 Ilq 
120,124 133,139,143-44 154 M 
173,174 20Z 20ý 207,214,214 217 
22L M 227,229,23; 234 234 241 
243,25t 264 26Z 261274-74 294 
305,311,314 323 32i. 324 324 
330-32,334 334 354 355,35% 38L 
38Z 383, 

(Plan of New Town); 123, 
Academy; 382, 
Advocates' Library; 122,228. 
Assembly Rooms; 288, 
Canongate;. 326,328, 
Castle-, 207,327,329, 
Sreyfriars'; 328, 
High School-, 381. 
High Street-, 207,21Z 221 22a 
Holyroodhouse, Pilace at- 198. 
205,207 20% 214 214,264. 
Leith Walk; 341, 
Meadows; 331,341, 
Netherbov; 207, 
Register Of f ice (Househ, 33L 
St. Cecilia's Hall; 261-62. 
St. Giles' Cathedral; 125,207, 
274,324 327, M. 
University: 330,331,33Z 381 
West Port-, 144,316, 

Edward 111: 39,98,199,204 292. 
Edward, The Black Prince: 199, 
Elfrida: 199, 
Elizabeth I of England; 209,224 
232,233. 

Elliot, Sir Gilbert: 118,194, 
Epaminondis: 61,98, 
Erskine, Oavid Stuart (111, h Earl 
of Buchan): 3,4,21,2Z 26,114' 
M 164 19Z 196-97,19ý 203-04 
204 207,224 22ý 227 234 24,264 
26L 264 32Z 321364 365. 
(Allin's letters to); 21-22,44 
IIQ 124 191196-97,194 204,20S 
227,234 20ý 204 264 (323IC3291 
364,364 ( transcribed, 204,205 
and Appendix 111), 

Erskine, the Hon. Henry: 212, 
Erskine, Johnll*h Earl of Map: 
20Z 352. 

Erskine, 1. E, Earl of Kelly: Ila 
Erskine, Sir William: 22, 
Erskine family:; 114 117-18,204 
298 3SO, 

Ettrick: 270,273, 
Euphrosyne: 50, 
Eve ( 6enasis): 54,75, 
Eve (Paradise lost): 77-78, 
'Everyman': 105. 
Evsdale: 270, 
Ezzelin, Count of Rivenna: 95, 

Fabris, Pietro: 11, 
Faed, Thosas: 355,358. 
Falciatore: 11, 
Falstaff: 41,65, 
Ferguson, the Rev. Adam: 30q 334 
340,3K 37ý 378. 
(quotatt; 308,339, 

Ferguson, I Oe Lancey ( quoted): 
256,266, 

Fergusson, Robert: xxxxxxiv, 24 
154 164,165,241,250,259-6Q 
306-07,331,338,341,344 35L 
369,374 373,375,378,383, 
(quoielb; xxxix, 2K 299,31L 
E3261 0351349,354,377. 

Fielding, Henry: 32,34,4ý 71 
Fife: 274 287 350, 
Fildes, Luke: 358, 
Finlay, J.: 304, 
Firth (Frith) ofForth: xxxix, 114 
118,150,208,267,274,328. 

Fitzgerald, Colin: 200, 
Flaxian, John: 18,19, K 159. 
Flaxian, Mary: 255, 
Fletcher, Andrew, of Saltour234,31& 
Quoletb; E3841 

Flodden field: 378, 
Flora: 49. 
Florence: 13, 
Forbes, Anne: 1412ý22ýPlite V. 
portrait of Allan, 87, 

Forrest, R: 150, 
Forthl Firth of: xxxix, 116,11% 
150,208,267,274,328. 

Forth# River: 329,3% 
Fosbrook (writer): 56, 
Fatheringay., 195,196,223,226,271. 
Foulis, Andrev, the elder, -xxxviii. 
4,51 6,7,9,20, 

Foulis, Andrew, the younger24,168, 
Foulis, Robert: xxxvii4 4,4 6,7, 
9, IZ 19,2ý 119. 
Foulis Acade2y: xxxviii-xxxiy, 
3. A-8,19-20,167,29ý 322,328, 
(Figs. I and 2) 
Foulis Press. 8,15; 19ý 227,266 

Foundling Hospital London: 41,44, 
- 
eq. 

Francis of Assisi: 87, 
Francis 1: 70, 
Francis 11, King of France: 210, 
Fraser, Sir Alexander: 355, 
Fraser, General: 62, 

Fraser, Captain Simon: 383. 
Fraser, Clan: 209 
Free Society of Artists: 42,46, 
47,48,199,12551, 

Freeman, F, V, (quoted): 378, 
French Revolution: 230,264 267, 
314-15. 

Fresnoy, Charles A, du: 16,29, 
Friends of the People (Scot- 
land): 231. 

Frith (Firth) of Forth. xxxiiý 116, 
118,150,208,267,274,328. 

Froissart: 267, 
Fry, Roger ( quoted): 359, 
Fuseli: 39,43,44,4ý 5Z 54,64 66, 
$9,91,95,102-104,105,194,361 
(Figs. 32,56,57,68). 
( quoted),, 17,31,90,10ý 292,366. 

Gainsbarough, Thomas: xxxii4 43, 
48,5Z 112,161. 

Galloway: 297, 
Salt, John: 58,149,356,383, 
Ganysede: 49, 
Gardiner, Colonel: 24ý 264 267. 
Gardiner, William,, 229,25S, 
Garrick, David: 49,76ý 100,119. 
Garry (River): 111. 
Gay, John-, 44 14ý 14S, 250,255. 
(Saggirs OperO, 94,14 254 2S4. 

Geddes, Dr. Alexander: 354, 
(quotao; 365, 

6enre painting: 56-58,89-91,107. 
George 1: 37, 
George 11: 59, 
George 111: 7,42,70,109, 
Gersanicus: 13,51, 
Sessner: 35, 
6hezzi, Pier Leone: 11. 
6ilbertfield, see Hamilton, 
Gilchrist, David: 327, 
St, Siles'Cathedril: 12ý 274 326p 
327, 

Gillray, James: 67 (Fig. 63). 
6ilpin, William: 19,323, 
(quotatt'. 351. 

Glasgow-, xxxviii, xxxiy, xlvi, 3,7, 
13,21234 314,324 33L 354 352, 
356-57. 
- Vniversity; 4,6,7. 

Elassford, merchant: 20, 
Glencairn, Earl of: 212. 
Goliath: 82, 
Goodall, Valter: 228, 
Gordon, Rev. Dt tQ xxvii4 xxiy, 
xxxi-xxxii. 
( quoW; xIv, 26ý 336,337,34S, 

Sari (Nuseo FlorentinuM 323, 
Gough, Richard: 264, 
Govan: 350, 
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Gov, Donald; 126,127,124 348, 
Gov j Nie I: -12ý 127,128,136,348, 
Gov family: 307,314 383, 
Gowrie Conspiracy: 196. 
Caius 6ricchus: 74, 
Graham, Dougal: 334,33S, 
Graham , Henry Grey (quoted): 17Z 
331 34S, 353 

Graham of Claverhouse, see Oundee. 
Graham, John (painter): 6ý 64 19% 
200,201,22L 

Graham, Thomas, of Balgovan: 
2Z 23, 
Allan's letter to; 2% 23,352, 

Granger, the ReY. John: 194,263, 
Riographical hfistorr, 194. 

Grant, Sir James, of Grant: xlvi, 
114 121-2Z 124,124 198,243, 
(Allan's letters to); 115,124 
243,255-S6. 

Grant, 9bbJ Peter: 11,115. 
Grant family, the: 122. 
Grantown-on-Spey: 114 124. 
6ravelot: 41,203, 
Gray, Thomas: 30,151268. 
( quotea); 27, 

Greenwich: 37, 
Gregory, Ot John (quoteifi: 287, 
fireuze, Jean-Baptiste: 57,323, 
U 19ccordie do village); 191. 

6reville, the Hon. Chirles: 161, 
6reyfriirs': 328. 
6rignion: 203 (Fig 190). 
Grimm, Samuel: 65, 
Grose, Captain Francis: 264,265, 
euercino: 9,10, 
Guido: 9,20,323, 

Hackert: 329. 
Haddington: 264, 
Hadrian: 329, 
HilkettlSir John, of Pitfirrine: 
204,205,224 329. 

Halkett family, of Pitfirrane: 
116,298. 

Hamilton, Duke of : 51 19ý 20S, 2SL 
Hamilton, Gayin: xxxiij xxxiv, xxxv, 
xliý xlvi, 8,10,14 1% 2ý 3144 
SZ S4 65,85-86,101, IOZ 104 13S 
14L 14Z ISZ 154 164 16& 187 
198,20L 20Z 204 204,206,207, 
21% 220,224 291-9Z 323,324 36t 
36Z 363,365,374 (Fig. 157) 
( Iliad cycle); 13ý 14Z ISa 19% 
20L 207,226 (Fig& 41-43). 
(Sala di Elena); 10 (Fig. 8). 
WhOlaltalic, § Pictura) 10 323 

Hamilton, Saven: 120, 
Hamilton, William (painter): So, 
K 64 234 242,250,279, 

Hasilton, Williasof Bangour,, 168, 

Hamilton, William, of Silbert- 
field: 312,355, 

Hamilton, Sir William: xlvi, Z 
11, IZ IZ 17,14 21.111,114 
12Z 123,124 135,138,159,174187, 
187,32Z 361383 ýi gs. 12,8 1,861 
impression of Allan; 118, 
Allan's letter to; 111,115,12ý 
13ý 138,21ý 322 (Appendix 11), 

Hamilton, Emma, Lady: 66, 
Hamilton, Jane, Lady: 123, 
d'Hantarville: 19, 
Handel: 40, 
Haneer: 41, 
Hannibal: 228, 
Hardy, Thomas (quotad): 318, 
Harry, Blin: 227 378. 
Haydn-, 25,159, 
Hayman: 40,41,65 (Figs. 34-35). 
Hebe: 49,51, 
Hectov, 10,17,49,51,75,86,9a 
105,198, 

Hecuba: 105, 
Helen of Troy; 10,3ý 105, 
Henry 11 of England: 2SI. 
Henry Y of England: 199, 
Henry YIN of England: 67, 
Henry the Minstrel: 227,378, 
Hera: 53, 
Herculaneum: 9,1ý 12ý 181323, 
Hercules (Herakles): 34 4 84 84 
99.105. 

Herd, David: 159,17ý 24ý 24ý 247, 
2R25ý 26Z 26a 28L 2% 288,291, 
301,30Z 301304, M 30k 314 380, 
(see also Ancient and Modern 
Scottish Songs), 
(quoteo); 138,247,25a 259,313, 
369,377, 

Herder, J, S.: 159,308-09. 
Herod: 268. 
Heron, Robert: 290, 
Hestia: 101, 
Higheore: 41,76,93 (Fig 66). 
History Painting: 31,32,34-34 
431 45-56,58,72-86,105,10; 
19L 218,25a 269-74 272,282-8Z 
289-90,359. 
(of subjects from British his- 
tory); % 199-20Z 228-34 231, 
23Z 264 264-64 367,376-77,371 

Hodges, William: 50 58 66, 
Hogarth, W,: xxý xxiii, xxxvit 
xxxviit xlvi, C141 19,3ý 3Z 31 
34,3% Al 44,4154,64,64 71,75 
8Z 87-89,90-94,14 IK 119-2a 
136, E1383,143,154,16ý 174, 
E2421,32ý 33Z 3K 343,354 36ý 
383 (Figs. 28,29,36 and 38), 
(quogeo) -, xliv, 154,366. 
(Progresses); 91-94. 

(Four Stages Of Cruelly); 163. 
Unalysis of Peauty); xlviý 19, 
323, 

Hogg, James (The Ettrick Shep- 
herd): 304,35ý 383, 

Holbein: 67, 
Holland: 231, 
Holyroodhouse, Palace of: 198, 
206,207,208,210,214,264, 

Home, John: 267-68, 
Home, Robert: 62-63. 
Homer: 7,14 34 38.78.84 84 86, 
104 13Z 154 168,29k 294,37ý 377. 

Honourable Company of fiolfers: 
116-IT 124,322, 

Honyean, Lady: 117, 
Hood, Robin: 250 (Figs 191-92), 
Hope family: 115,118,122, 
Hopetoun, 101 Earl of: 119, 
Hopetoun, Lord and Lady: 3,20-21, 
2Z 2K 298,324,328,328-21347. 
Allan's letter to; 21,324. 

Hopetoun House: 118,11% 20ý 254 
262,287,328, 

Horace: 29,30,31,16% 329,374 376, 
Houbraken: 203 (Fig-154) 
Howard, Henry: 67 (Fig. 64). 
Howes, John: 55 (Fig 45). 
Hoy, Sir James: 206, 
Hudibras (Butler): 143, 
Hudson, Thomas: Al. 
Huse, David: xxxviii, xxxix, 4Z 
122-23, M, 194 19ý 229,334 33ý 
340,366, 
(quofeib; 23Z 310,314 367, M 
(Ifistory of England); 194,19& 

Hunter Blair family: 116. 
Huntly, Earl of: 209, 
Hutcheson, Francis: 338, 

IM34 10,1149,5Z 75,84 84 94 
10ý 198,29L 29S(Figs. 19,41-43), 

Inglis, William: 124-25,276, 
(Plate YD. 

Ingram (merchant): 5,20. 
Inverary: 124, 
Inverness: 197,207,208,216,222, 
225. 

Irvin, David and Francina: xxxii, 
xxxiii. 
(quoted); 336, 

Isaac: 51. 

Jacobitism: 10, (2661,267,308, 
314-15,377,378. 

James 1: 200, 
(quoted); 303, 

James 111: 209. 
James Y: 204,205,234,26Z 26S, 
270-71,276,292,329, 

James VI and 1: 196 216,233. 
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Jamesone, 6eorge-. 264 (Fi% 221). 
Jamieson, John: 304, 
Jebb, Samuel: 228, 
Jeffrey, Francis: 312, 
(quoteal; 314, 

Job: 105, 
Johnson, David. (quoted): 301. 
Johnson, James: 240-44 302-0ý 304, 
Johnson, Dr. Samuel: 44 55o 71,7Z 
9Z 104 114,114 127,13L 210,214 
229,29ý 31030,33L 33Z 35a 364, 
( quotga); 106-01298,377,380, 

Kauffsann, Angelica-, xxxyiiiý A 
47,52,66,99-100,200 Oij. 189). 

Kay, John: 327,353.. 
Keats, John: 342. 
(quotao); 377, 

Keith, George (quoted): 299, 
Kelly, Earl of: 118. 
Kent, William: 37 199. 
Kent, Earl of: 223. 
Killicrankie (or Killiecrankie, 
Kill icranky4c). - 111,157,194,19ý 
197,240,262-61267. 

Kincardine: 329, 
Kinloch, John: 304, 
Kinnoull, Earl of: 114, 
Kirk, the: 124 134 149,234 23% 
23Z 332-3ý 33ý 340,341-42,34Z 
344-4ý 348, 

Kirkcaldy, Earl of: 217. 
Kneller, Sir Godfrey: 30, R 21Z 
Knox, John (Reforiation): 194 194 
207,210-IZ 22Z 223,22ý 364 361 
#istory of the Reformation 19& 
(quoted); 214, 

Kno)ý John (painter)-, (3583, 

Uguerre,, xxxvii, 37, 
Langhorne (poet): 252, 
Linglands, George: 12, Fig 3. 
Langside, aattle of: 200 221, 
Laocob: K 7a,. al, 998, 
Largs,, 197,379, 
Liuron-, 193,327, 
Leadhills: 347,351. 
Le arun (Lebrun): 37,60,66,77, 
155,26a. 

Leda-, 66,74, 
Ledoux: 15a. 
Leigh, Jared: 50, 
Leighton, I ?L (quoted): 356-S7, 
Leith: 194 201222, 
Leith Links: 125, 
Lely, Sir Peter: 212. 
Leman, Lac: 132, 
Lennox, Earl of: 204. 
Leonardo: xlviý 19, 
Leonidas: 51, 
Levant, the: 14, 

Leydon, John: 304, 
Lindesay, Robertof Pitscottie: 
E20511 234, 
(quoted); 270,271. 

Lindsay, Lady Anne: 251,280, 
Lindsay, Sir David, see Lyndesaý 
Lindsay, Lord: 218,219,22Z 227. 
Lindsay, Maurice (quoted): 321-2Z 
Linlithgow: 234. 
Livesay: 57. 
Lizars, W. H,: 251,317, US, 
Lochleven (Kinross? 19ý 200,201, 
2021 206,218,220,2422ý 22; 281 

Locke, John: 33. 
Lombardy: 14, 
Lomond Hills: 223, 
London xxviii, 15,11 llý 199,204 
233,322, 

Longhi, Pietro: 11. 
Longmuir, Dr. John ( quotao): 
? 370 [see footnote], 

Lorenzo the Magnificent: 70, 
Lothians, the: 297 299, 
Louis XIV: 37-38,70. 
Louis XVI: 230,231. 
do Loutherbourg: 40,62,68, 
Lucretius Ue Repus Njiura): 5Z 
Ludovisi hul, The-, 67, 
Lumisden(Lumsden), Andrev-. 10 201 
Lyndesay, Sir David: 144 378, 
'Lythgov', i, e,, Linlithgow, 

Macbeth-, 67,95,292. 
Milli J.: 212. 
MacGregor, Rob Roy: 254, 
Machlin (Mauchline): 311, 
MacIntyre, Donnchadh 8an: 133, 
McKay, Villiam D.: xxx-xxxi, 358, 
Mackenzie, Sir George of Rose- 
haugh (quoted): 132 258, 

Mackenzie, Henry: xliv, 56,146, 
246,382. 
Ufan of Feeling); 89. 
(quoted); 301, 

Mackintosh, Clan: 209, 
Mackintosh, Robert: 383, 
Macklin: 39,41,64,119,194. 
Maceillan, Duncan: xxxii, xxxiii- 
xxxiv. 
(quoted); 163,165,292,336, 

MacNeill, Hector. 139,238,324 322, 
Macpherson, James-54 10% 13Z 133, 
20ý 258,291, E2921,368,37ý 379, 
(see also Ossian), 

MacQueen, John (quoted): xl. 
MacTaggart, Willia2: 358, 
Macenas: xlvi, 8,329, 
Magdalene, Miry: 87, 
Maitland of Lethington: 204,209, 
212,224, 

Maitland, Sir Richard: 212, 

Maitland, William: 341. 
distory of Edinburgh; 341, 

Mallet (see Malloch), 
Malloch: 56,194,255, 
Malone, Edward: 213. 
Mir, Earl of: 209. 
Mar, llth Earl of: 202,352, 
Marat: 231, 
Maratta, Carlo: 9. 
Marcus Aurelius: 59,209, 
Marcus Brutus: 234, 
Margaret, Queen: 202, 
Maria (Sterne): 75, 
Marlborough: 37. 
Marlow, William: 329, 
Mareontel: 35, 
Marnock, 'chalmer boy': 223, 
Marshall, William: 307 383, 
Marsyas: 16,51,88, 
Mary, Queen of Scots: % 157,186, 
191,193-234 passim, 261 27ý 27 1, 
283,367,371,374-75,379, 

Masterton, Allan: 236-37,24E 
Mauchline (Machlin): 311, 
Maxwell, Lord: 270, 
Maxwell, Master of: 211,212, 
Mead, Dr. Richard: 12063, 
Macenas: xlvi, 8,329, 
Medici, Lorenzo: 70. 
Medici Marie de: 202, 
Medorus: 36, 
Meduna: 95, 
Melville, Sir Andrew: 200,223, 
Menelaus: 10, 
11680irs'. xxixý xlviiý 16ý 203. 
(quoted); 129,233,379. 

Mengs: 11, 
Mentor: SO, 
Mercury (Hermes): 106, 
Michael (Archangel): 96, 
Michelangelo- 30,39,71,84 98,375. 
Millar, John (quof&P: 130, 
Millet, Jean Francois: 138. 
Milton-, 30,50,54-54 71,77-78, 
(quoted), 168170, EISII, [1891,294, 

Minden: 59,60, 
Minerva: 38, 
Mitchell, James: S. 
Moffat-, 168,297,325,329. 
Montgomery ('Otterburn'): 292, 
Montrose, Marquis of: 142. 
Moray, Earl of: 212,214,218, 
More, Hannah: 56, 
More, Jacob: 361, 
More, Thomas: 71, 
horisons of Perth: 25,152,228, 
250,252, 

Morland, Seorge: xxxiii, 52,56,356. 
Morland, Henry: 90, 
Morton, Earl of: 206,209,217. 
Moses: 41. 



Motherwell, William: 304, 
( quoteol ; 306. 

Muir, Edwin (quotao); 261,313, 
Munro, Clan: 209, 
Murray, John (publisher): 20,243 
Murray faailyof Atholl: 21,114 
127,263, 

'Murray', Earl of, see Moray. 
Musea Pio-Clesentino, Rome: 9. 
'Music,: 99. 
Musidara (Seasons): 55, 

Nairne, Lady (quoted): E3261. 
Napier, FrancisLord: 330, 
Napier, Mark (quolad): 263. 
Naples: 8,9, IA 122,287,324,353. 
Narcissus: 106, 
Narrative, pictorial: 74-77,91-94, 
94-96,99-103. 

Nasmyth, Alexander: xxxiii, 117, 
362, 

Nattes, I C,: 50, 
Necha, Chief of the Cherokee: R 
Nelson, Admiral Lord: 107. 
Nevay, J,: 11, 
Newbattle Abbey, Midlothian: 264. 
Newhaven: 208, 
Nichol, Erskine: 355, 
Niddrie, Kiddry: 221,329, 
Nikias: 187. 
Niobe: 50, 
Nixon, John: 255, 
Nallekens, Joseph (quoted): 30& 
Northcate: 33,44,66,65,66, 

Ochil Hills: 111,267. 
Odysseus (Ulysses): 84-85,98, 
Ogborne, John: 255, 
Oliver and Boyd: 180,184. 
Omphile: 38, 
Opie, John: 199,200,255, 
Orpheus: 38,68,292, 
Orsini, Baldassare: 19, 
Ossian: 25,54 104 132,19a 204 
20a 24L 243,12591 29Z 294 307 
M 29Z 37L 379 (see also Mac- 
pherson), 

Ostade: xxxiii, 242, 
Othello: 66, 
Otterburn: 20,35,184 241,2SS, 
291,29Z 379 (Figs. 20 and 185). 

Oxford (University): 194 

hine, Too: 230, 
'Painting,: 99. 
Paisley: 350, 
Paris: 5,19,206,300,324. 
Paris (Alexandros, Prince of 
Troy): 10,17,3ý 34 53,74,292, 

'Parker' (engraver): 248, 

Parker, W,: 58, 
Parmigianino: 30, 
Parrhasius: 68, 
Parry, Sir Hubert (quotao): 30B. 
Parthenon: 68, 
Patroclus: 51,95. 
Paulet: 271, 
Pauquet: 174, 
Pivillon: 23, 
Paxton, John: 19,54. 
Payien: 5, 
Pembroke, Earl of: 206. 
Penicuik, Sir John Clerk of-, 
145-46,333,342, 

Penicuik House-, 39,202,292. 
Pennant, Thomas: 128,206,327-28, 
330,331,353. 
(quoiao); 114, 

Penny, Edward: 57,60,63. 
Pentland Hills: 14 14Z 15ý 154 
159,160,163-6ý 16ý 167,170,24ý 
24296,375, 

Percy, Harryof Northumberland: 
292 (see also Otterburn), 

Percy, Bishop Thomas-15ý 25ý 29ý 
292,304, 
(Raliques): C159; 250ý 254 292. 
(quoted); 300,302 

Pericles: 68,69,98,103, 
Perseus: 187. 
Perth: 111,195,231, 
Perugino: xxix, 
Peterborough, Dean of: 223. 
Peters, the RevV. -, 65. 
Petworth: 67, 
Phidias: 68,78, 
Phillips, Ambrose: 146, 
Philoctetes: 98, 
Picart, Bernard: 202, 
Piedmont: 19. 
Pierson, Major: 63,97. 
'Pike Plot* , the: 230, 
Pilate: 219 
de Piles, R; ger: 16. 
Pine, Robert Edge: 42,199,29Z 
Pinkerton, John: 204,228,257, 
265,291,305,311-12, 
(quoted); 256,258, 

Pinkie: 195,197,207,216, 
Piranesi: 8,10,102,323. 
Pitfirrane House: 204,205,221 
329 (see also Halkett), 17 

Pitscottie (see Lindesay), 
Pitt (the younger),. 314, 
Plato: 32, 
PleYel, Ignaz Josef: 25,259. 
Pompeii: 9,187. 
Pope, Alexander-, 14a 14J 164 291 
Quoted); xxxv, 54 144 169,26L 
300, E3481, 

56o 
Poussin (Gaspar): 44. 
Poussin, N,: 41,48, Sj 61 [813. 
Pressly, William (quoted): 54, 
84 85. 
Prestonpans: 246,248. 
Privastf Abbd: 174. 
Prial'. 86. 
le Prince: 323. 
Prince Regent: 49, 
Procida: 13,324,353, 
'Procita', see Procida, 
Psyche: SO 51 
Puck: 65. 
Purney, Thomas: 14S. 
Pygmalion: 38. 
Pyramus: 381, 

Quebec: 60,263, 
queensferry: 328, 

Racine: 60. 
Rae, John (quotod): 171, 
Raeburn: 127,136,362,383, 
Ramberg: 48, 
Ramsay, Allan (senior): xxx, xii, 
x1ii, 24,25,132,133,141-Sq 
passim, 162,163,164 164 164 168, 
169 172173 174,174 leý 184 184 
189,19ý191,19a 244 247,25L 25Z 
2572K 254.262,27ý 27Z 281,281 
286,281 29ý 29% 294,301-OZ 
303-04,301 31ý 32% 34 342,34ý 
34ý 36k 365,36ý 37ý 37ý 3% 
377. rho 6enflo Shophoro xxxt 
1xxxizExxxiiO'xli' xlii, ýIitij 
1xlivJ ExIvil 4,24-24 2ý 13% 
141-191 pissim, 11981 254 25k 
2K 284 30% 344 37S. 
Evorgrosir, 14Z 274 E377ý 378. 
Scots Proverbr, 144 164,191,364 
370. 
(quotso); 260-61,27ý 310,37Z 
13791, 

Ramsay, Allan (junior)-, 41,113, 
12Z 144,14% 154 168. 

Ramsay, J. of Ochtertyre (quote&, 
298. 

Raphael: xxix, 7-% % 2Z 31 6ý 71, 
8Z 91,96,124 167,2OZ 32ý 336. 

Rapin: 199,203, 
Rebecca: 51, 
Reid (publisher): 180, 
Rembrandt: 81-82, 
Renfrivshire: 350. 
Reni, Buido: 9,20,323, 
Retzsch: 159. 
Reynolds: xlvi, 29,34 31,33,3ý 4ý 
44 44 44 So, SZ 51 S; Sq-Sq, 60, 
61,66,6171,74 77,7% 79-84 A 
K 84 94 9% 104-04 16; 17% 194 
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Reynolds ( conik 197,19% 215,224 
22% 294,323,339,362. 
(quoted); 9,11,1121,15,19,1321 
551 72,98-99,14 106, IA 134 
M 157,166,167,172,189, M 
19ý 198,218,225,230,268,27Z 
279,282,292,364,364 367,37ý 
376,13803,381, E3833, 

Riccio (see Rizzio), 
Richards, Oenis (quoted): 231, 
Richardson, Jonathair 34 34,44 7Z 
77,83,134, 
( quotad) ; 31,62,7; 173,282, 

Richardson, Samuel: 34,43,7ý 14 
Maela); 93, 
( Clarissa); 174. 

Richlieu, Cardinal: 7. 
Riddell, Robert, of Glenriddell,. 
207,208,227, 

Rigaud, I F.: 50,199,200,229, 
Ripa, Cesare: 34, 
Ritson, Joseph: 184, M239,241, 
244,245,245-44 24% 249,261-62 
26a 2841 286,304 34 304 32ý 
37Z (see also Scogish Song), 
(opinion of Allan); 239. 
(quotao); 307, 

Rizzio: 195,200,205,213-14 219, 
22ý 225,23; 262, 

Robertson, George (quoiaj): 299. 
Robertson, William: x1ii, xliiiý 
xlvi, 4Z 13% 193-94,19ý 19ý 197, 
210,21,21Z 214,21ý 216,217,21ý 
220,227,22% 229,232,274334 37L 
(History of scotlano); xlii4 
193-94,195,19ý 19Z 21% 221224 
23ý 271. 
(quoted); 208,209. 

Rogers: 353, 
Romano, Giulio: $1,82, 
Rome: xxyi i i, =4 xlvi, 3,9,14 14 
198,204 204 32Z 324,333,378, 

Rooney, George: 60,66, 
' Rooukin': 149, 
Rosebery, Earl I Countess: 117 
Rosenb lus, Robert ( quo ted): xxxvi. 
Ross, Alexander: 280,294 344 34 
370,379. 
(hIslanore); 280,379. 

Rousseau-, 12Z 13L 135,300. 
Royal Academy: 4,17,1% 2q 42-43 
46 47-48,54,58,77-74 122,124 
149,180,14118419% 204 20Z 22% 
2S2,254. 

Royal Company of Archers: 117, 
Rowena: 199, 
Rubens, Sir Peter Paul-, 5,37,34 
20Z 251. 

Ruddisan, Thomas: 141,146-4ý IK 
378, 

Runcimin, Alexander-, xxxiv, IL 2Z 
3% 12L 20L 20Z 21% 220,29Z 374 
379. 

Runciman, John: 11. 
Rutherglen: 13,328. 
Ruthye; Lord., 195,214 21ý 211222, 

Sacchi, Andrea: 9, 
St. Andrev's: 209,210, 
St. Cecilia's Hall: 261-62, 
St, fiiles'Cathedral: 124 207,27ý 
326,327,383. 

Samaritan, the Good: 50. 
Samson: 50,81-82, 
(Milton): 54, 

Sandalbinder, the: 87, 
Sindby, Paul: 14,17, A 21, Sq 94 
149,150-51,161,173,174,181 32Z 
323,324,327,329,351, 

Sapphiri: 82, 
Saratoga: 62, 
Satan (Milton): 54, 
Saughton: 116, 
Savoy: 19,231, 
Schetcky: 331, 
Scipio: 51. 
Scolish Sonp. 239,244 244-44 26; 
284,291,306,321 (see also 
Ritson), 

Scots 11agazina, The: 324 330, 
Scots Ifusical Ifussum, The. -25,22; 
244 26ý 254 265,287,290,302-01 
304 315-16 (see also Burns and 
Johnson, James), 

Scott, Robert: 24,322, 
Scott, Sir Walter: xxxviii, 137, 
149,159,221,228,25Z 2K 304 
306,307,309,3K 367,384 38Z 
383. 
(quotetp; 306. 

Scott, William Bill: 368, 
Scottish Society ofAntiquaries: 
119,203,204,228. 

Seaton, Lord: 221, 
Select Collection of Original 
Scottish girs, 9: 25,236,231 
238,24Z 12491,258,265-64 284 
301,304 317.318, (see also 
Thomson, George), 

Select Society: 4,333, 
Seneca: 51,74, 
Serapis: 123, 
Serres, 0.1 J.: 56-57. 
Seton, J. T. -, 120. 
Shaftesbury, Earl of: as, 
( quoteo) ; 72,365, 

Shakespeare: 24 39,44 U 54 56, 
64 K 9ý 139,2K 293,364, 
(quoteo); 216,1223; 24 [3653, 
Comedy of ifrrorr, 66, (Fig. 62). 
Yamlof, -65 (Fig. 34). 
Ifenry IV, 65 (Fig. 57). 
hfonry V, -66. 
king Lear, -65 (Figs. 34 59-60), 
Nacboth,, 65,75. 
9 Midsumiter Night 's Orear, 65, 
(Fig, 56). 
Richard 111, (Figs 38 and S8). 
rho fompest; 66,121- (Fig 61). 

Sharp, Cecil (quotod): 372, 
Shenstone: 56, 
Sheppard (publisher): 250, 
Sheriffauir: 197,2540 267, 
Shrevsbury, Earl of Quoted): 223, 
Shylock: 119 (Fig 24). 
Siddons, Mrs.: 119. 
Sidney, Sir Philip: 31, 
Siaonides: 29. 
Simpson, Habbie: 346, 
Sinclair, Henry, Bishop of Ross: 
212 

Sinciair, Sir John: 124. 
Singleton, Henry: S7, 
Sistine Chapel: 39, 
Skinner, Basil: xxxii, xxxiii, 
(quotoo); 327, 

Skinner, the ReY. John: 34k 348. 
Skirving, Adas: 361, 
Small, James: 351, 
Saart, Alistair: xlvi, 
Seellie W. (quoted): xxxix, 4, 
Sairke, Robert (painter): 65, 
Smith, Adam: xxxix, 300,334 339, 
376, 
(quotool; 308. 

Smith, Alexander: E3561, 
Soollett: xxxix, 199,20ý 228,37L 
( quoted); 114,12ý 12ý 13Z 264, 
377,381, 

Smout, T. C. (quotoal : 299, E3501, 
$myth, J. 0'Warvick'),, 329, 
Snyder, F. B.: xlvi, 
$oane, Sir John: 89, 
Society forAssisting Esigration 
from the Highlands and Islands 
of Scotland: 115, 

Society for the Encouragement 
of Arts, Manufactures and 
Commerce: 42. 

Society of Antiquaries: 203, 
Society of Antiquiries of Scot- 
land): 119,203,204,228,265. 

Society of Artists: 42,44,4ý 47, 
48, S6,196,199,223,26L 26S, 292. 
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Society of Friends of the People 
(Scotland): 231, 

Socrates: 74, 
Solomon: 25, 
Spadaro: 11, 
Speciato, r, The: 376 (see also 
Addison), 

Spens, John, of Condie: 212, 
Spenser, Edmund: SS, 146. 
Statistical 9ccount, Me (1791- 
1799): xxxix, 298,311,357, 
cited; 108,299,307-08,310, 
350,361,353, 

Steell, James (publisher): 180, 
Stenhouse, William-, . 305, 
(quota&t; 283,301,303,304. 
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