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Abstract

This study investigates the cultural scene in Scotland in the period from the 1880s to
1939. The project focuses on the effects in Scotland of the development of the new
media of film and wireless. It addresses question as to what changes, over the first
decades of the twentieth century, these two revolutionary forms of public technology
effect on the established entertainment system in Scotland and on the Scottish
experience of culture.

The study presents a broad view of the cultural scene in Scotland over the period:
discusses contemporary politics; considers established and new theatrical activity;
examines the development of a film culture; and investigates the expansion of broadcast
wireless and its influence on indigenous theatre. The study argues that it was the
interaction of these media which created a modern culture in Scotland.

The examination of the Scottish scene acts as a distillation of general trends in the
cultural life of Britain as a whole: the expansion of the industries of popular culture; the
rise of repertory theatre; the influential role of amateur performers and the contribution
of the Left as cultural sponsor and producer are all part of the Scottish experience.

The underlying aesthetic project of the period is identified as one which the state
increasingly calls its own: that is a cultural strategy which perceives itself to be
educative and improving. The repertory theatres are part of this, as are the Film
Societies and the institutions of the British Film Institute and the Scottish Film Council.
In developing an ethos of public service, the paradigmatic cultural institution of the
period is, however, the BBC, whose role are regional as well as national broadcaster is
acknowledged in this thesis. _

The key shift that this study highlights, however, is the active participation of the
state in some of the nation’s major artistic and cultural projects. The effects of the
perceived cultural mission of artists, producers and state, and the developments of
industry, technology and the arts generally are drawn together and discussed in the
representative celebration of the 1938 Empire Exhibition: a distinctive and indeed final
moment for the aesthetic, cultural and social projects of the preceding period and one in
which the state participates as both exhibitor and arts sponsor.

Of parallel importance is the active role increasingly adopted by the audience.
Political debate combines with new theatre activity and the development of new and
accessible technologies to create an environment in which the audience emerges as a
powerful player in the media system.

At the end of the period the social importance of the arts has been acknowledged
and the culture industries are poised to be legitimised by state sponsorship and subsidy.
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Introduction

It is a significant moment ... when culture ceases to be the privilege and
prerogative of the cultivation of private individuals and begins to be a
matter for which the state takes public responsibility.!

This thesis deals with just such a moment in the political and social experience of
British and, more particularly, Scottish culture -- and indeed resets the ‘moment’ as an
ongoing process.

The twentieth century sees the greater centralisation of the industries of the
entertainment environment and the shift from an unregulated, market-based economy
towards an arts environment that encompasses a sector less immediately dependent on
financial profit and one which increasingly comes under the influence of the state. The
paradigmatic cultural institution of the interwar period is the BBC which within five
years of its founding evolved as a public corporation and from that point developed as a
core producer at the very centre of the hegemonic practices of the contemporary state.
Film had begun as a fully independent provider of entertainment yet by the outbreak of
war in 1939, the cultural worth of this medium of mass entertainment had been ratified
by the establishment of the the state-sponsored agencies of the British Film Institute and
the Scottish Film Council. Throughout the period, development in the production
context of theatre also laid the foundations for the institutional developments to be made
under the auspices of the Council for the Encouragement of Music and the Arts
(CEMA) from 1941. As Stuart Hall points out in his essay ‘Popular Culture and the
State,” ‘The twentieth century, it is often argued, has seen the growth of the all-
encompassing state, from the cradle to the grave.”? The influence is equally to be
charted in the cultural life of the nation.

The current project will focus on the effects in Scotland of the development of the
new media of film and wireless and will question what changes these two revolutionary
forms of ‘public technology’3 were to effect on the established entertainment system in
Scotland and on the Scottish experience of culture over the first decades of the twentieth
century.

The study will present a broad view of the cultural scene in Scotland over the
period. It will consider new and established theatrical activity, the mainstream theatre
industry, popular entertainments and theatrical experiments; it will discuss the politics
of the period, the role of nationalism and socialism, important backdrops to Scotland’s

1Stuart Hall, ‘Popular Culture and the State,’ Popular Culture and Social Relations eds Tony Bennett,
) Colin Mercer, and Janet Woollacott (Milton Keynes: Open U P, 1986): 27.
Hall: 26.
3Raymond Williams, Television: Technology and Cultural Form (1974. Glasgow: Fontana, 1979):
32-33.



cultural life. This will be balanced against the pre-existing experience of the theatres
and the music halls of the late-Victorian period which maintained a mutually
complimentary system of entertainment industries. (The intervention of film in the
form of its most influential social use, cinema, altered this cultural model. Over the
first years of the new century a renewed system, encompassing cinema, reasserted
itself but then the introduction of domestic radio changed the experience of
entertainment and the very nature of ‘public technology’ through its essential
domesticity.) The underlying aesthetic project of the period will be isolated as one
which the state increasingly calls its own, that is a cultural strategy which perceives
itself to be educative and improving. The effects of it and the developments of
industry, technology and arts activity in general will be drawn together and discussed in
the representative celebration of the 1938 Empire Exhibition -- a distinctive, and indeed
final, moment for the aesthetic, cultural and social projects of the preceding period and
one in which the state participated as both exhibitor and arts sponsor. Indeed, one of
the major shifts that this study will highlight is the active participation of the state in
some of the nation’s major artistic and cultural projects.

For Scotland this same period encompasses the Scottish literary renaissance.
Although the political context of the renaissance period will provide an important
framework, the literary tradition and debates fall outwith the scope of the current study.
Nevertheless, reference will be made to the cultural and political journals loosely
associated with the movement, in order to present a socio-political context for the
study’s main interest in the period’s new media and its cultural institutions. The theatre
and media environment described in this thesis gives only a partial view of a wider and
essentially interconnected view of culture which could also take account of print
journalism within the rise of the popular press, the development of a rhetoric of film
language within the expansion of cinema, new ideas in psychology, philosophy and
science; all part of society’s expanding experience of culture during the period.

This study focuses on a period between which two different ideologies of culture
were dominant. The period from the late 1880s saw the shift from the laissez-faire
policies of Victorian capitalism and Whiggish Liberalism, to the period of the planned
cconomy and the rise of the Left as a v1ab1c Parliamentary force (this-despite-the

SBSOFS-6 nald-leadership-in-the 3). In terms of culture, the politics of
individualism, of a capitalist, market-led economy with the state deferring interest to the
arts producers gives way to a view of the collective experience of society and the state’s
explicit declaration of interest and investment in the social and culture activities of the
community and the nation. The arts practices of the Victorian Age were transformed
across the period into the beginnings of an arts policy. Through the intervention of the
independent theatres and their broadly Left ideologies the established theatre of the




Victorian period was reinterpreted as inadequate and static. Through the expansion of
this new form of theatre (in the form of the expansion of repertory theatres) the point is
reached where these ‘dangerous’ and ‘challenging’ forms of drama have become part of
the establishment infrastructure of arts activity in Britain. The Left’s sphere of
influence extends beyond the areas of social and cultural activity (workers’ education,
Fabianism, Clarion, Kino) into the area of active political activity and parliamentary
politics. By the end of the period the point is reached where the two elements of culture
and politics converge as the state is set to invest directly in the formation of the nation’s
cultural identity. This being a massive sea-change in the course of some forty or fifty
years.

This also reveals something of a paradox in the role of culture in the British context.
Loosely coincident with the period of study is the rise of Modernism as a new aesthetic
and social force. While this study will not engage directly with the debates and the
ideologies of Modernism, the underlying processes of modernity -- the role of new
technology, new politics and the re-creation of the role of the state -- will be seen to
influence cultural activity and debate. It is, however, interesting to isolate one element
of the modern that the British state reacts to suppress. Modernism is a fragmented
aesthetic. Neither limiting nor prescriptive of meaning it encourages diversity and the
proliferation of meanings.

This thesis describes the expansion of points of access for arts producers: new
theatres (in many cases distinct from the economic and cultural hegemony of the
London theatre); a film culture inclusive of production and experimentation consciously
outwith the dominant entertainment ethos; and broadcast wireless (a pro-active
participant in the recovery of local, non-metropolitan culture). Nevertheless media
expansion -- a symptom of modernity -- does not necessarily point to the successful
intervention of the politics of Modernism. Underlying much of the arts and
entertainments activity that this thesis describes is a shift, not towards the multiplication
and diversification of meaning, but towards the co\vadrion of the apparatus of control.
With the growth of modern media and the industrialisation and commercialisation of the
arts, access to points of production are more closely monitored. Increasingly the state
is the agent through which meaning is controlled, produced and constructed. The
Empire Exhibition refracts particularly well the expanding scope of the state’s interests
in the social and cultural life of the nation. Although it is always problematic to have
the state reinterpret culture and its meanings (this resetting culture as propaganda) the
activation of the state to the importance of culture in the social well-being of the nation
is, perhaps, to be welcomed. The government involvement with culture may bring
with it state subsidy and sponsorship which, independently administered can free the
arts producer from the imperialism of the market and greatly expand the reach of arts



activity and the depth of its content. The foundations for this were also established
during the early part of the twentieth century.

Until the 1980s this was the pre-eminent trend in arts policy in Britain: the move
away from a purely market-led capitalist economy towards one somewhat outwith the
dominant discourse of entertainment, wherein the cultural activity which the market can
independently support is complimented by another sector of arts provision that is often
supported (directly or indirectly) by the state. The first decades of the twentieth century
lay the foundations for this new sector. In this complimentary category, culture is
transformed both socially and politically as new producers and new agencies emerge
which strip away the financial elements of the production equation and concentrate
instead on reception, on the active participation of or effect upon the audience. While
this liberation from the market-place may allow audiences a wider exposure to and
experience of different arts products and cultural forms, in its implementation it also
encourages the greater involvement of the state in the life of its citizens. The active role
adopted by the state in terms of the arts in the course of the twentieth century affects in
complex ways the role of culture in the contemporary society.



Part one: Contexts



The Scottish Scene: Political Context

The nineteenth century had given birth to two great movements which
challenged the old order: socialism and nationalism. In Britain as a
whole and in Scotland in particular, it was socialism which became the
major channel for those who wanted to challenge the established order.
For various reasons it was in opposition to the other major approach,
that of nationalism and thus, while socialism was dominant, nationalism
had little chance. Nevertheless, [after World War I] the new nationalist
movement was, like socialism and the working class movement
generally, an attempt to challenge the existing social order. In this it
was quite different to the pre-war Home Rule movement, which did not
challenge the basic social order but rather requested a modification of it
in order to re-establish Scottish control of Scottish affairs.1

Throughout the modern period the very nature of art, of culture, is interrogated by
artists and by audiences. In the modern world nothing is a ‘given’ -- neither the role of
the arts producer, nor the identity of the text, let alone a definition of the canon, the
nature of the audience and the reading process, the context of the production. Political,
aesthetic and technological discourses do not just merge and interconnect but take part
in a complex and ongoing debate which contributes to the fundamental fluidity of the
cultural context.

This study begins, therefore, with a consideration of the various contexts, fashions
and movements which influence the culture, institutions and representations of the
period. This chapter begins the project by focusing on the political history that helps
shape the period. If, as will be argued, the state was increasingly active in the
provision of the nation’s culture, with the institutions and the products of the cultural
industries being subsumed into the infrastructure of the state, then the politics of the
period must be put in place as formative of the attitudes of contemporary society as well
as influential to the nature of the cultural products themselves. The consequent
measured politicisation of culture, implicating the state as sponsor and producer, is
shaped by the political debates of the time. In Scotland the added dimension of
nationalism, and debates around national identity, complicates the role of the
indigenous cultural producer, potentially caught between different understandings of
the use of culture. The political background to the period provides a useful backdrop
for cultural questions. This chapter’s concentration on politics and history will be
tempered in the next by presenting some of the cultural debates and experiences current
within the Scottish scene. As something of an appendix to the political history,
however, this chapter will conclude with a look at some aspects of the way history has
been used in the cultural life of Scotland. The role of tradition and the representations

1yack Brand, The National Movement in Scotland (London: Routledge and Kegan Paul, 1978): 26-27.
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of the past will be seen as constants in the developing cultural life of the nation which
this thesis presents.

*

At the start of the period the dominant political party and political ideology in Scotland
was Liberalism. Commenting on the Edwardian period of the twentieth century C W
Hill notes that:

Excepts for the ‘khaki election’ of September 1900, held in the jingoistic
atmosphere engendered by the outbreak of the Boer War, the Liberals
consistently won a majority of Scottish seats, whatever the results of the
general election as a whole.2

Indeed Liberalism went further than that. As James G Kellas notes, in his study of
Modern Scotland, the ideologies of that political party appealed to the improving
discourses within Scottish culture as a whole:

In general, the pre-1914 Liberal tended to equate his picture of Scottish
values with the ideals espoused by the Liberal Party. ... These values
included the belief in democratic institutions (however qualified in
practice), in the career open to talents, and in the duty of every man [sic]
to make his own way in the world unaided and unhampered by
privilege. In large measure, this was also the Liberal creed, and as long
as su%h myths were powerful in Scotland the Liberal Party was secure
there.

The trends and the politics which affected the Liberals in Britain as a whole are
thrown into relief in the so-called peripheral areas of Ireland and Scotland. One of the
most problematic and influential of the political discourses during the latter decades of
the nineteenth century and on into the twentieth century was indeed nationalism. T C
Smout goes so far as to suggest that:

By the 1880s, the anger and frustration of the Celtic areas was
presenting, especially in Ireland, a threat to the very existence of the
Union.4

Smout draws attention to the importance of Ireland, and, by extension, the Irish
Question. Clearly the area with the greatest interest in nationalism, and where it
achieved greatest influence during this period, was indeed, Ireland. There again the

2C W Hill, Edwardian Scotland (Edinburgh: Scottish Academic Press, 1976): 68-69.

3James G Kellas, Modern Scotland (revised edition of a 1968 volume) (London: George Allen and
Unwin, 1980): 132-133. Kellas also quotes the phrase ‘I am a Liberal because I am a Scotchman,’
from A Reid, in a 1885 publication, Why I am a Liberal. Kellas: 132.

4t 7(; Smout, A Century of the Scottish People: 1830-1950 (1986. London: Fontana Press, 1987):

11



Liberals were a powerful force. The development of both cultural and political
nationalism in Ireland affected Scotland in both positive and reductive ways.
Culturally, the achievements of the Celtic Revival, and in terms of the drama the Irish
Literary Theatre, were regularly held up as models for the Scottish artistic scene. The
militancy of the Irish MPs, their nation’s political ambitions and periodic and increasing
violence did keep debates about nationalism (independence and home rule) current
issues. However, it also served to scare British governments away from the rising
demands for home rule in Scotland from the 1880s, as well as alert potential support
for such devolution of power to the dangers of nationalism. The active campaigning
and agitation of the Irish also attracted attention towards them and deferred the point
when Scottish nationalism would top the agenda.

The growth of political nationalism in Scotland in the late 1920s and again from the
late 1960s, might suggest that it is only at particular historical moments that national
identity becomes galvanised into ‘meaningfulness’. National identity is, however, a
constantly loaded set of discourses, images and myths.5 Despite this it is less often the
case that politics will find a use and a role for these to play -- other than that of the
sentimental which, while clearly relevant, is easily containable within the imposed
cultural values which, for instance, have Scotland as land of nostalgia (be it for lochs
and glens, fey young maids and the rural idyll, or the equally lost industrial myths of
Red Clydeside, manual labour and strong but nurturing mothers). The nationalism of
the interwar period was supported and inspired by the cultural debates around the
literary renaissance. Equally, the cultural experience of the time was influenced by the
political experience of the Nationalists. It is only when the two areas of political action
and debate and cultural practice and experimentation come together that national identity
shifts from ‘meaningfulness’ into ‘usefulness’. In his study of The Growth of
Nationalism in Scotland, Keith Webb writes that:

In the past the Scottish identity and the British identity coexisted; they
rarely conflicted because each was seen as being applicable to different
areas of life, and politics was generally seen in a British [and just as
importantly an Imperial] context. The maintenance of the Scottish sense
of national identity through so many years of union with England may
be attributed to a number of factors, not the least of which is that some
of the central institutions of the Scottish state persisted after the Union.
Further, since the middle of the nineteenth century there has been
considerable institutional growth and the administrative devolution to
Scotland, even though there also existed strong centralising tendencies.
This has meant that within the political framework of the United
Kingdom a specifically Scottish interest has been delineated, partly

5The nature and the meaning of national identity as a point of political debate has been discussed by
Anthony D Smith in his book National Identity (Harmondsworth: Penguin Books, 1991).
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because such developments have acted to stimulate and focus national
consciousness.b

According to Tom Nairn, this has been the experience of the Scottish bourgeoisie
within the union. It is the Scottish civil society which sponsors, empowers and
maintains the balance of Scottish institutions within the British context.” It may then be
possible to argue that Scotland’s modern politicians have likewise been so absorbed by
Westminster, so attracted by the positions of power available within a unionist system
that in career terms the Scottish card is only one to play with caution.

At the start of the period the political leader most open to a nationalist set of ideas,
to some kind of home rule scheme for Britain was the Liberal William Ewart
Gladstone. During the Midlothian campaign of 1880 his support for home rule was
declared to be based on the amount of business that Parliament handled might be better
devolved to the regions.® The plan, while Federalist in essence, is also suggestive of
effective local government:

We have got an overweighted Parliament ... and, if we can make
arrangements under which Ireland, Scotland, Wales and portions of
England can deal with questions of local and special interest to
themselves more efficiently than Parliament now can, that, I say, will be
the attainment of great national good.?

Gladstone’s host and guide during this first and successful campaign was the fifth
Earl of Rosebery.l0 With this position of influence with Gladstone,!! Rosebery
‘immediately began his agitation for a separate [government] department to deal with
Scottish affairs.’12 Indeed, it was under the subsequent premiership of Gladstone that
a Scottish Under-Secretary for Home Affairs was established. The first, appointed in
1881, was Rosebery. Although he resigned in 1883, frustrated with his limited amount

6Keith Webb, The Growth of Nationalism in Scotland (Glasgow: Molendinar, 1977): 8.

7See Tom Naimn, ‘Scotland and Europe,’ The Break-Up of Britain: Crisis and Neo-Nationalism (1977.
London: Verso, 1981): 92-125.

8Gladstone and the Liberals had been in opposition between 1874 and 1880, but the crisis in the
Balkans and the ‘Bulgarian Atrocities’ of 1876 returned him to centre stage and in direct opposition
to Benjamin Disraeli. Gladstene decided to contest the seat for Midlothian, a Tory stronghold.
Generally the great legislators of the period campaigned and spoke only from Parliament. In 1880
Gladstone stirred the public’s imagination by electioneering in person in the Scottish constituency
and by addressing large public meetings. The result was personal victory for Gladstone and the
return to power of a Liberal Government.

9Quoted by Reginald Coupland, Welsh and Scottish Nationalism (London: Collins, 1954): 297; and
by Michael Keating and David Bleiman, Labour and Scottish Nationalism (London: Macmillan,
1979): 30-31.

10Archibald Philip Primrose was the fifth Earl of Rosebery and went on to become Prime Minister,
holding office between March 1894 and June 1895.

N Christopher Harvie describes Rosebery as Gladstone’s ‘plutocratic lieutenant.” Harvie, ‘Before the
Breakthrough, 1886-1922," Forward! Labour Politics in Scotland: 1888-1988 eds lan Donnachie,
Christopher Harvie and Ian S Woods (Edinburgh: Polygon, 1989): 8.

12Hill, Edwardian Scotland: 69.
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of power and influence, he was able to suggest the need for a ministerial post for
Scotland with a full cabinet portfolio. The post of Secretary for Scotland was
established by Lord Salisbury’s government in 1885, with the Duke of Richmond and
Gordon as the first minister.13 However, this first Secretary was not a supporter of the
actual need for the post:

You know my opinion of the office, and that it is quite unnecessary, but
the Country and Parliament think otherwise -- and the office has been
created, and someone must fill it.14

H J Hanham’s study of Scottish Nationalism!> questions why a Scottish Secretariat
was successfully achieved in 1885 and describes the rise of groups like the Convention
of Royal Burghs, the Faculty of Advocates and the more active involvement in British
and Scottish politics by MPs elected after the Reform Act of 1832, which from the
middle of the nineteenth century increasingly encouraged the greater involvement of
Scots and Scottish institutions in the running of domestic affairs.16 It had been
perceived that Scottish institutions were being subjected to processes of Anglicisation
and public opinion was keen for tangible government reaction. The creation of the
Scottish Office may also be seen as confirmation of the success of the Scotch Education
Department from 1872. This was not a government body but operated as a board of
appointed members. It developed to be Church dominated. The power devolved to
this system did encourage the active involvement of local authorities and education
reformers in Scotland -- successes achieved included the establishment of the Higher
Leaving Certificate in 1888. In such a context Hanham can suggest, therefore, that the
successful creation of the post of Secretary for Scotland in 1885 was ‘... more the
result of steady political pressure from within the establishment than of nationalist
agitation from outside.’17

By February 1886 Gladstone had been returned to power now ‘fully converted to
Home Rule for both Ireland and Scotland.’!8 In his new cabinet he appointed Sir

13However, as Kellas notes, although given a seat in cabinet the post of Secretary of Scotland was not
a full cabinet one until 1892. Indeed it was not until 1926 that the post was for the Secretary of
State for Scotland. Kellas: 93.

14Quoted by H J Hanham, “The Creation of the Scottish Office, 1891-87," Judicial Review (1965):
229.

15H J Hanham, Scottish Nationalism (London: Faber and Faber, 1969).

16See Hanham, Scottish Nationalism: 54-55.

17Hanham, Scottish Nationalism: 82.

18Webb: 38. It was really during this Gladstone’s second ministry of 1880-1885 -- after he had
declared himself in favour of home rule -- that the Irish demands for legislation became a pressing
problem. Gladstone’s first ministry of 1868-1874 had been marked by some enlightened Irish
legislation, that is the Irish Church Bill (1869) and the Land Act (1870) -- but these measures were
badly received in Ireland where the goal was already seen to be at least home rule.

One of the factors that revealed the immediacy of the problem for Gladstone was the rise of

Charles Stewart Pamnell (1846-1891) who had been elected to Westminster in 1875. Harvie refers to

14



George Treveyan to the Scottish post. This resulted in new developments in the
experience of politics in Scotland: the problem was that Treveyan was an Englishman.

The indignation felt by many of the Scottish MPs at Gladstone’s snub, influenced
by the rise of nationalist sentiment developed by figures like Rosebery, the Burghs and
to an extent the unions, resulted in the founding in 1886 the Scottish Home Rule
Association (SHRA).

The traditional view sees nationalism in the nineteenth century emerging out of the
development of capitalism, where it was the social chasms created by early
industrialisation and by the unevenness of its diffusion which made nationalism acute.
Those social chasms were probably no worse than those which agrarian society
tolerates without undue concern but they were no longer softened and legitimised by
longevity and custom, and they occurred in a context which in other ways encouraged
hope and the expectation of equality, and which required mobility. Whenever cultural
differences seemed to mark off these chasms then trouble was almost inevitable. When
this failed to happen, little changed. Nations, ethnic groups were not nationalist when
states were formed in fairly stable agrarian systems. The Marxist dilemma in this is
articulated by Ernest Gellner in his study of Nations and Nationalism:

Classes, however oppressed and exploited, did not overturn the political
system when they could not define themselves ‘ethnically’. Only when
a nation becomes a class, a visible and unequally distributed category in
an otherwise mobile system, did it become politically conscious and
activist. Only when a class happened to be (more or less) a ‘nation’ did
it turn i;rom being a class-in-itself into a class-for-itself, or a nation-for-
itself.1

Gellner concludes that: ‘Neither nations nor classes seem to be political catalysts: only
nation-class or class-nation are such,’20

The point at which this transformation occurred in Scottish history is, perhaps
debatable, but an important point of social and cultural change is in the aftermath of the
‘Forty-five. The quelling of the Jacobites had resulted in draconian measures against

Max Weber’s analysis of the emergence of nationalism and the importance of the ‘charismatic
leader’ in the formation of a suitable climate of opinion and political infrastructure. He notes the
centrality of Parnell in the move towards home rule and independence in Ireland, in particular his
ability to unite the diverse groups of society (peasantry, landowners, Church, intellectuals, local and
national politicians) towards the one common goal. The framework of support was strong enough
to survive his fall in 1890. Scotland never produced a similar infrastructure partly because it never
produced the structurally important leader; but then the social structure of Scotland was never faced
with the problems of a dissatisfied and disenfranchised peasantry. See Harvie, No Gods and Precious
Few Heroes: Scotland Since 1914 (Volume 8 of The New History of Scotland). (1981. London:
Edward Amold, 1987): 114

19Emest Gellner, Nations and Nationalism (Oxford: Basil Blackwell, 1988): 121.

20Geliner, Nations and Nationalism: 121. Thus Scotland is depicted by the Scottish Nationalist Party
as second citizens within the union. (One SNP election slogan ran ‘Rich Scots, not poor Britons.’)
It is about a mobilisation of the economic and often cultural imperial suppression.

15



Scots and their indigenous cultures but nevertheless parts of Scotland became one of the
first areas not just in Britain but in the world to modernise. This proved a double-
edged sword. Industrialisation did produce employment, housing and a degree of
security for many: for some it produced great wealth and a lifestyle of leisure. Equally,
this could result in unemployment, misery, urban squalor and disease. These same
conditions, however, gave rise to working class organisations which proved to be a
particularly important element in the spread of socialism and in some areas nationalism.

By the late nineteenth century, Scottish culture had already gained an
uneasy position between self-imposed anglicising destruction and
assertive renaissance, a land of Burns Suppers, cultural colonialism and
books on etiquette which carefully listed ‘Scotticisms. Words and
Phrases to be avoided.” Scotland was a country with more respect for
religion than the English, perhaps a little too much respect. The period
confirmed and recreated Scotland as a land with a distinctive legal,
religious and political culture. This was the cultural baggage which
Scotland brought to the romantic European view of a nation as a cultural
community with its own land area, language, customs and history,
which originated in the nineteenth century.

... Three general directions do emerge. The first two are
contradictory. In this period, Scotland reasserted and recreated a
national identity. It was the period in which North Britain disappeared
from the map and Scotland returned for good. At the same time
anglicisation was powerful and insistent. This contradiction can be
resolved by the third and most important of the general observations.
Scotland was part of a series of much larger economic and social
processes which interacted with the national resources, cultural, social
and economic, which Scottish people brought into the nineteenth
century.21

On the one hand, Scotland as partner in an Empire building, capitalist economy; on
the other, flirting with the political and cultural aspects of its ‘Scottish’ national identity.
The nationalist movements of the period were almost all caught in this tension. Indeed
it was not until the debates around the Scottish renaissance began actively and with
political edge to interrogate the idea of ‘Scottishness’ that clear social and political
agendas were set out that might be termed Nationalist, in the sense of separatism and
the break up of the United Kingdom. In Albyn, or Scotland and the Future Hugh
MacDiarmid (writing as C M Grieve) comments on the role of the Scottish Renaissance
within a general process of anglicisation:

All these movements [literary renaissance, Gaclic revival and political
interest in nationalism] ... represent so many antitheses of the tendencies
which have dominated Scotland since the Union and have conjointly
driven it so far along the road to Anglicization. They are asserting

21R J Morris, ‘Scotland, 1830-1914: The Making of a Nation within a Nation,” People and Society in
Scotland: volume 2: 1830-1914 eds W Hamish Fraser and R J Morris (Edinburgh: John Donald,
1990): 3-4.

16



themselves and have arrested the tendency to assimilate Scotland to
English standards just when it seemed on the point of complete success.
Lost ground is being rapidly recovered; efforts are being made once
more to create distinctively Scottish literature comparable in artistic
quality and tendentious force to the contemporary output of other
European countries, and to regain the independent cultural position of
Scotland in Europe; efforts are being made to create a Scottish national
drama and Scottish national music -- both of which Scotland alone of
European countries entirely lacks, mainly because of Calvinistic
repression -- and all these efforts are achieving a measure of success.
Scottish genius is being liberated from its Genevan prison-house. But
the centralisation of British arts and affairs in London is still restricting it
in ways that can only be redressed by that re-orientation of facilities
which would follow the re-establishment of an independent Scottish
Parliament, or, in the event of a return to the system of Provinces, a
federation of assemblies. The movement cannot manifest its full statue
and move freely, save within that framework of a Scotland become once
again a nation in every sense of the term for which it has been
designed.22

Industrialisation also resulted in another manifestation of the power of national identity
and nation-hood -- empire building. Glasgow, for instance, flourished economically as
one of the major British centres of trade with the empires of India and Africa -- just as it
had once done through trading with the first British empire -- the American colonies.
Fundamentally, the economic and political chaos of World War I greatly accelerated the
assimilation of Scottish institutions and enhanced the power of British agencies. The
economic upheavals it caused brought an end to the relative prosperity the nation had
enjoyed in the Imperial economy. William Ferguson comments:

... in the 1914 the Scottish economy was a reality, but by the 1920s the
phrase, while still in use, could be taken to mean a depressed sector of a
none-too-robust British economy.?3

Though Scotland is not easily accommodated into traditional views of the
development of nationalism -- it is still subject to nationalist sentiment and increasingly
under attack by alternative economies and alternative cultures to the point that it might
now fit more convincingly into theories of nationalism like Michael Hechter’s theory of
internal colonialism.24

Hechter’s interpretation of nationalism is based on the economic model of
nineteenth-century capitalism and imperial expansion. His notion of ‘internal

22C M Grieve, Albyn, or Scotland and the Future (London: Kegan Paul, Trench, Trubner, 1927): 14-
15.

Bwilliam Ferguson, Scotland: 1689 to the Present; quoted by Harvie, Scotland and Nationalism: 43.

245ee Michael Hechter, Internal Colonialism: The Celtic Fi ringe in British National Development:
1536-1966 (London: Routledge and Kegan Paul, 1975).
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colonialism’, while reaching widespread acceptance has been found historically and
materially blinkered by Gwyn A Williams in his essay ‘When Was Wales?’25

At the centre of Hechter’s model is a basic core/periphery structure. A state, it is
proposed, will divide into a core and a periphery (or series of peripheries) which, in
general, will produce a less prosperous, and certainly less powerful, periphery.
Hechter argues that certain peripheries will have a relation to the (financially and
culturally dominant) core similar to that experienced by the colonies within an imperial
manifestation of capitalism. Such a model is applied to the ‘Celtic fringe’ of Britain,
suggesting that, economically and culturally, they function as ‘internal colonies’ on the
periphery of the metropolitan country. Critics like Williams increasingly find this to be
an overly simplistic structure.

Acknowledging the academic appeal of ‘the currently fashionable concept of
internal colonialism,’26 Williams develops a clear argument against the schematic and
restricted basis he attributes to the theory. His argument is clear:

The thesis locates explanation in the extension of a market and the
transfer of a surplus from satellite to metropolis with all the relations of
production, social relations, ideological, intellectual and spiritual forms
which follow. It is very often perceptive in terms of its analyses of the
social and psychological consequences of the rapid advance of
capitalism over the globe; ... but in truth it derives from Adam Smith
rather than Marx, it misses the centrality of the mode of production in all
its social complexity. It singles out one element only, the market, from
that mode of production, which embodies the transformation of human
attributes and human creations into commodities in the complex class
relations which derive from that process; it mishandles the central reality
of unev;n development and it therefore often reads consequences as
causes.

Williams makes a strong case for the role of Wales as part of the imperial core of
British industrial and capital development. A similar view may be developed of
Scottish industrial development. Within the British economy there develop areas of
financial investments and industrial growth, areas of neglect and decay. This clearly
results in great profits for some but poverty and urban squalor and rural recession for
other sectors of society. However, as Williams notes, ‘This is par for the course for
capitalism.”28 Industrial Wales and Scotland are both equal players in the colonial
game. Williams argues that they belong, not to the locus of the exploited colonies, but
to the imperial core. That some areas of these two countries did not share in the profits

25Gwyn A Williams, ‘When Was Wales?’ The Welsh in Their History (1982. London: Croom Helm:
1985): 189-201.

26Williams, ‘When was Wales?® The Welsh in their History: 196.

27Williams, ‘When was Wales?* The Welsh in their History: 196.

28Williams, “When was Wales?® The Welsh in their History: 197.
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of industrialisation and expansionism reveals that it is more ‘the contradictions of an
imperial capitalism we are dealing with, not those of one of its satellites.”29

The problem for the peripheral (and potential) nation was that within the operations
of the state it was (in fact or in perception) treated, not as an equal partner, an integrated
co-member but as one of a number of colonial off-shoots (a kind of wholly owned
subsidiary, with little or no autonomy). Williams is perhaps correct. This is an
experience of capitalism at work; and Scottish business was quite as enthusiastic a
supporter of colonial and economic expansion as any other sector.

The second element, it is argued, that contributes to the region or potential state as
internal colony is a cultural distinctiveness from the metropolitan community, a factor
which the various Scottish cultural groups have been keen to stress and exploit. While
Scotland may have been economically and politically tied into the British state, socially
and culturally it may be perceived to be quite distinctive. (Perhaps the very existence
and endurance of the Scottish civil society points to the truth of this.)

Hechter’s model for the phenomenon of internal colonialism is particularly
problematic in its application to Scotland, which clearly existed as a strong, and indeed
rich, economy when modern nationalism was initially expressed in the 1880s. Now,
while one might be more successful in making a case for contemporary Scotland having
achieved the dubious status of the internal colony, the Scotland of the late-nineteenth
century was in a very different economic position, and so does not easily fit into
Hechter’s model. Part of the difficulty -- in terms of economics -- has to be around the
‘cultural division of labor.’30 In a colonial model the colony must manifestly have
lower status and must be dependent on the coloniser for skills, the colony supplying
only the less skilled or manual labour force:

29Williams, ‘When was Wales?’ The Welsh in their History: 197. Nationalist movements, as Nairn
acknowledges, are often based on ‘the grotesquely uneven nature of capitalist development.” ‘Old
and New Scottish Nationalism,’ The Break-Up of Britain: 128.
30Hechter, Internal Colonialism: 9, 38-41. Hechter introduces the term in terms of economic
advantage and exclusion:
The features of this model [the internal colonial model] may be sketched briefly. The
spatially uneven wave of modernization over state territory creates relatively advanced
and less advanced groups. As a consequence of this initial fortuitous advantage, there
is crystallization of the unequal distribution of resources and power between the two
groups. The superordinant group, or core, seeks to stabilize and monopolize its
advantages through policies aiming at the institutionalization of the existing
stratification system. It attempts to regulate the allocation of social roles such that
those roles commonly defined as having high prestige are reserved for its members.
Conversely, individuals from the less advanced group are denied access to these roles.
This stratification system, which may may be termed a cultural division of labor,
contributes to the development of distinctive ethnic identification in the two groups.
Hechter, Internal Colonialism: 9.
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Whereas the core is characterized by a diversified industrial structure,
the pattern of development in the periphery is dependent, and

complimentary to that in the core.3!

The economic results of this include a commodity dependence and the centralised,
metropolitan control of banks and of capital.

Can nineteenth-century Scotland in any ways fit these criteria? As part of the
British state Scotland was an international industrial centre (at the forefront of heavy
industries like ship building and engineering) and maintained its own banking system.
In addition to this the terms of the Act of Union of 1707, but maintained more through
the traditions of the indigenous civil society than the legal power of the Act, protected
the institutions of Scottish education, law and Church. In a discussion of the
‘Arguments within Scottish Marxism,” George Kerevan discusses the role of the
Scottish civil society and concludes that:

The result of the Union [of the Parliaments] was unique: to leave
Scottish civil society autonomous of English civil society. Scotland
retained her educational system, law, church, independent bourgeoisie.
And therefore through retaining her independent civil society Scotland
created her modern-day nationalism.32

In some social and cultural ways, and despite the suppression of society after the
"Forty-five, the Act of Union protects Scotland as an administrative unit in a way
impossible, say, for the administrative structure of Wales. Having attained, and to
some extent, maintained such a degree of institutional autonomy there is also created a
potential basis for the development of a segmental cultural division of labour. In
Scotland’s case this has led to a problem particularly around the nature and the function
of the bourgeoisie. On the one hand ‘selling out’ to English middle-class culture (Tom
Nairn develops this perspective); on the other dependent on the maintenance of cultural
distinctiveness for the sake of the culturally loaded careers of the civil society -- in the
law, education, the Church and perhaps also the media (in particular, the press). The
problem for nationalists is that the ‘Englishing’ of Scotland becomes both an economic
and a cultural one -- and one not easily dismissed by chauvinism and prejudice.33

31Hechter, Internal Colonialism: 9.

32George Kerevan, ‘Arguments within Scottish Marxism,” Bulletin of Scottish Politics 1.2 (1981):
131.

33As Kellas point out that most traditional of careers for the Scottish bourgeoisie -- the law -- is closed
to all but the keenest of English students of law wishing to or able to undertake study of Scots law.
Kellas: 29-33. He also notes that this works in reverse, as Scots lawyers are unqualified to practise
in the English system -- outwith the restricted areas of commercial and parliamentary work. He
concludes that, ‘On the whole, lawyers in Scotland seem least affected by the ‘brain drain’ which
draws many of the best educated Scotsmen [sic] away from Scotland.” Kellas: 32.
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In Scotland for most of the two centuries since the Union the myth of the stolen
parliament merely masked the obvious fact that the Union was functioning with the
consent, co-operation and generally speaking the enthusiasm of the Scottish people.
Post-Union Scotland was pervaded by a cultural dialectic which gradually gave its
society a character of rich and baffling complexity. Harvie offers the following model:

At one pole were the formal national institutions -- a civil society which
was geographically and recognisably Scottish. At the other the shared
experience of industrial and imperial development.34

Harvie argues against the result as being a ‘British experience.” However, this model
is amorphous, even ‘protean.’3> Harvie considers:

The main historical phases of the state of Scottish society. Between
1707 and 1830 -- the age of ‘semi-independence’ -- these were
reasonably precise. Likewise after about 1920, when economic reversal
and the literary revival introduced, for the first time, the categories of
orthodox nationalism. The problem is the near-century during which
industrialisation and liberalism, unassisted by any adequate historical
interpretation, let alone a nationalist one, created a social structure and
the functional politics of modern Scotland. But of all three periods it
could be said that, for a complex and variable range of reasons,
Unionist Scotland remained as distinct from assimilation as it did from
nationalism.36

While this at least leaves the door open for nationalism to develop, a clear question, and
one which both Harvie and Nairn pose, is just why Scotland developed no orthodox
national intelligentsia? And this despite the distinctive education system:

Conscious of the dual nature of the Scots intellect, torn between
cosmopolitan opportunism and demotic roots which that opportunism
has cheapened into nostalgia, is directly relevant to the current political
upheavals, for it has been largely since the war that it has been rationally
appraised, a process which has involved inverting the usual approaches
to the intellectual history of nationalism. ...

Most nationalist intelligentsias see themselves as the servants of the
national geist. They do not court metropolitan recognition.... The
Scots have, by contrast, an ambiguous relationship to metropolitan
culture: a desire to dominate it in the only way open to a provincial -- by
understanding and mastering its ideology -- and an enduring suspicion
that this path might, after all, be blocked by a socially-selective
clique.... The enduring characteristic of the Scottish intellect since the
reformation has been cultural insecurity at one pole or the other. The
remedy has traditionally lain in the energy and acumen of individuals,
and the openness of the national institutions to intellectual innovation --

34Harvie, Scotland and Nationalism: Scottish Society and Politics: 1707-1977 (London: George Allen
and Unwin, 1977): 61.

35Harvie, Scotland and Nationalism: 61.

36Harvie, Scotland and Nationalism: 62.
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often in the teeth of opposition from those who see their role in classic
nationalist terms. The significance of the present crisis is that it has
occurred at both poles: political nationalism in Scotland has coincided
with the intellectual and political atrophy of the British elite.37

Faced with an intelligentsia traditionally trying to maintain relationships with all
(internal and external) groups and cornered by economic devastation and the ineptitude
or total lack of their own representations the working class have been left high and dry.
What were the myths and cultural roles available for them? Harvie finds that the
working class were using nationalism is a distinctive and ultimately productive way:

[The Scottish working class] were responding to old loyalties and the
old songs. Fletcher’s prophesy -- that ballads and not laws make a

nation -- seemed to be coming true.38

Within Scotland the active politicised culture has shifted. In the 1920s nationalism was
articulated predominantly through the forms of high culture -- in particular using the
novel and the poem. At the time of the next great revival of nationalism -- co-incident
with the discovery of North Sea oil -- it was the input of the ‘folk’, the working class,
the ‘popular’ that led the way. Throughout the twentieth century, however, history and
the past provide Scottish artists with the forms, narratives and images with which to
work.

Culture, however, remains elusive and problematic: the desire remains to place
cultural nationalism within a wider context which includes the political and the
economic. National identity may be strong in Scotland but it is only occasionally
galvanised into political action. Scottish political nationalism has never been the
culturally motivated phenomenon that empowered Irish nationalism. In materialist
terms nationalism within Scotland requires economic input, it requires the input of the
intelligentsia and the working class. The point where these factors meet is culture; in
representations of Scotland and in the institutions which maintain it. The two elements
of nationalism and socialism are not incompatible within Scotland because they are
historically fused within an experience of the twentieth century and thus in new aspects
of national identity. Indeed, neither of these ideologies are hermetically sealed nor in
their social use discrete.

In the early decades of the twentieth century, then, the example of the Irish
nationalist experience was, perhaps, the most influential of the emergent nation states
on the nationalist and Home Rule movements within Scotland. Ireland seemed to show
the way, not just in the actual political sphere but also in relation to culture and the use

37Harvie, Scotland and Nationalism: 122-23. See also Naim, ‘Scotland and Europe,’ The Break-Up of
Britain: 92-125
38Harvie, Scotland and Nationalism: 232.
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of culture and art products within the development of a Nationalist movement.
However, in terms of the Scottish experience, Harvie considers that:

Scottish Home Rule was carried along in the slipstream of Irish home
rule: it did not have its own motive power.39

The success of nationalism (in Scotland focusing on the establishment of a home
rule movement) in the 1880s was the success of Liberalism and the desire to maintain
the Union. Even if the carrot of a devolved Scottish parliament was never granted, the
nationalists within the Liberal Party could point to the achievement of the creation of the
Scottish Office. In such a climate the emergence of the SHRA is an understandable
step, and one containable in the context of Liberalism -- although prior to the outbreak
of war in 1914 the home rule movement drew widespread support from Labour
supporters, as well as organisations like the Convention of Royal Burghs and the
Scottish Trade Union Congress (STUC).4? However, the all-party SHRA was in
effect a predominantly Liberal organisation and really more of a lobbying and pressure
group, although with a somewhat radical edge. Early members included mainstream
Scottish Liberals as well as Gavin B Clark, the Crofters’ MP for Caithness, one of its
first vice-chairs (Clark had been elected as one of five Crofters’ MPs in 1885, was on
the committee of the Scottish Labour Party (SLP) and also became the first president of
the renewed Highland Land League formed in 1909 by Tom Johnston), with Robert
Bontine Cunninghame-Graham as secretary (originally Liberal, co-founder of the SLP
in 1888, and later to become a prominent Nationalist, in 1928 the first president of the
National Party of Scotland). Other notable members of the SHRA include Ramsay
MacDonald (who had been secretary of the London branch) and Keir Hardie -- another
co-founder of the SLP.#! Hanham concludes that ‘... although the Scottish Home Rule
Association had right-wing Liberal officers in Edinburgh, its branches were associated
with Radicalism and Labour.’42 Labour members were increasingly active in the
campaign for home rule. In the 1888 Mid-Lanark by-election campaign Hardie --
standing as an independent labour candidate -- said:

I am strongly in favour of Home Rule being convinced that until we
have a Parliament of our own, we cannot obtain the many and great

3%Harvie, Scotland and Nationalism: 35.

40Brand: 25-26; Kellas: 92.

41The Scottish Labour Party merged with the Independent Labour Party (ILP) -- itself founded by
Hardie in Bradford in 1883 -- in 1893. The ILP was subsequently affiliated to the Labour Party. In
1932, however, the ILP under James Maxton left the Labour Party.

42Hanham, Scottish Nationalism: 93-94.
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reforms on which I believe the people of Scotland have set their
hearts.43

The broad appeal of the movement for some kind of home rule legislation is clear:
varying degrees of interest in the issues were expressed by Liberals, by Independent
Labour Party (ILP) members and by Labour members -- or more precisely by Scottish
ILP and Labour supporters. Gordon Brown in his biography of James Maxton goes
further: ‘From the beginning Labour in Scotland had been committed to the creation of
a Scottish Parliament.’44

However, the various calls for home rule in the pre-war period are focused by the
conversion of one political party, the Liberals, to home rule -- a conversion that was
never really the commitment that would have produced a devolved Scottish Parliament
at least before a solution to the Irish Question might be found. The pre-war home
rulers were focused around the Liberal party in groups such as the SHRA. However,
if the Liberal party had been as committed to legislation as they (particularly the
Gladstonian Liberals) sometimes suggested then such pressure groups would not have
been required and policy might have become law.

By the end of the 1890s, however, the SHRA was spent as an active pressure
group and was in decline -- although it survived in some form until 1914. In spite of
the fears raised by the increasing Nationalism of Ireland the SHRA had achieved a
degree of success -- if either of the main parliamentary political parties was to deliver
legislation for home rule it was the Liberals, and the SHRA had effectively converted
all those willing to support such a policy. The radical wing of the Liberals were
mobilised by both the decline in the active politics of the SHRA and the need to keep
Scottish home rule on the agenda and not eclipsed by the campaign in Ireland. The
Young Scots Society (YSS) was formed in 1900 as response to ‘the snail’s pace of the
advance towards Home Rule’45 and in reaction to the Boer War and issues raised by
that conflict.

The Boer War was a moment of crisis for the Liberal Party which divided into three
disagreeing groupings. One of the factions is described by Hill as ‘the Pro-Boers or
Little Englanders, who represented the Gladstonian tradition of distrust of
imperialism.’46 This group included the Montrose MP John Morely and David Lloyd
George. The opposing view was held by Rosebery’s group of ‘Liberal Imperialists.’47

43Quoted by Brand: 41-42. Although in the by-election Hardie won only 617 votes the clear message
was that independent working class activity had entered the world of Scottish parliamentary politics.
Indeed as a direct result of the campaign the SLP was formed in Glasgow on 19 May 1888. See
Harvie, ‘Before the Breakthrough, 1886-1922’: 7-29.

44Gordon Brown, Maxton (Glasgow: Fontana, 1988): 159.

45Hanham, Scottish Nationalism: 95.

46Hill, Edwardian Scotland: 72.

47Hill, Edwardian Scotland: 72.



Caught between the two were the majority of Liberal Members under the leadership of
the member for Stirling, Sir Henry Campbell-Bannerman. Such a split was indicative
of the increasing impossibility of maintaining the Liberals as a convincing party of
government or of potential government. The YSS were supporters of the Boers, but
also campaigners for free speech and home rulers. Like the SHRA they were
successful as part of the larger Liberal party -- but were keen to stress their identity as
‘Scots’. Writing in one of the political magazines of the period, the Thistle, sub-titled
A Scottish Patriotic Magazine and published between 1909 and 1918, T D Wanliss
comments on ‘The Young Scots Society and Home Rule’:

It is true to say that the Young Scots Society places Home Rule for
Scotland in a prominent part of its programme, but that means
practically nothing, so long as it allows its policy to be guided by the
Scottish wing of the English Liberal Party. Let the facts be plainly
looked at, and the futility of expecting any decided action in favour of
Scottish Home Rule from the English Liberal Party is obvious. Go
back and take note of the action of Mr Gladstone how he humbugged
his faithful Scottish followers, and led them on from one delusion to
another, but all the while carefully avoiding doing anything to relieve
Scotland from its degrading position of being simply a political annex to
England. Then consider the subserviency and and indeed servility of
the English Liberal party to the Irish party then and now. What enables
the Irish party to dominate English Liberalism? Simply their unanimity
as a purely Irish party, and their determination to stand aloof as an Irish
party from British politics, and to act and work only to secure Home
Rule for Ireland.48

Other members of the YSS were later even more prominent in nationalist groups, in
particular Roland Eugene Muirhead and Tom Gibson. (It was Muirhead, a member of
the ILP, who re-formed the SHRA in 1918.49) However, as Hanham notes, most of
its leaders had entered parliament in 1906 and this Liberal youth group became more
containable as part of the parliamentary party. The YSS, the Scottish Liberal
Association and members of the Liberal Parliamentary Party came together in 1912 to
form the Scottish Home Rule Council, the most successful of the early Liberal
nationalist groups. This success is pointed to by Webb who charts the consistent
support for home rule up to the Great War, noting that it was the 1913 Home Rule Bill
that came closest to success:

Between 1889 and 1914 Scottish home rule, in a variety of guises, was
debated fifteen times in Parliament, including the introduction of four
bills. In 1913 a Home Rule Bill passed the second reading. In every
case after 1893 when home rule was debated a majority of the Scottish

48T D Wanliss, ‘The Young Scots Society and Home Rule.” Thistle 1.16 (1909): 244-45.
49Brand points out that Hugh MacDiarmid was one of the earliest recruits of this group. Brand: 97;
Smout, A Century of the Scottish People: 273.
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Members voting were in favour. In the 1913 debate on the second
reading there were forty-five Scottish members for the bill and only

eight against.50

Indeed had it not been for the war Webb, Brand and Hanham agree that a form of home
rule for Scotland would have become a legislative fact, if not immediately after the 1913
Bill, then certainly before the new decade. Events of 1914, however, acted as a violent
end to the domestic policies and politics of the peace. The experience of war was for
Britain one of unification and not one in which the fundamentally separatist discourses
of Scottish or Irish home rule and nationalism had a role to play; hence the violent
reaction to the 1916 Easter Rising.

The Great War was a period of immense change in the British political scene. The
Liberal party’s failure first of all in David Lloyd George’s ‘Coupon Election’ of 1918
and then in the post-War election and on into the 1920s all-but shifted home rule off the
agenda. Equally the powerful interest groups (which included establishment figures
like Rosebery, and organisations like the STUC) that had previously supported the
campaign were no longer committed; no party took up the 1913 bill, and the new home
rule bills, presented by members of the Labour Party in the middle of the 1920s fell.
The parties capable of forming a government were (at least theoretically) not those of
nationalism. With the rise of the socialists as a Parliamentary force, politics were
increasingly organised not on national but on class lines. In the pre-War era political
lines had tended to be drawn along Liberal-Tory lines -- and one of the constant areas
of difference was on the policy of home rule supported by the Liberals as opposed to
the unionist stance of the Tories. After the War economic and industrial decline, as
well as the impact of European politics, helped to shift the political focus on to a class-
based analysis of society, and the dominant parties emerged as the Tories representing
the interests of capital, business and management and the Labour party (supported by
the trade unions) representing the workers and the unemployed. Despite this some
prominent Scottish Labour members were keen to work for some kind of devolution of
power away from Westminster.

One of the most popular, if not influential, of communist figures in Scotland during
this period was John Maclean, who left the British Socialist Party arguing for a
Republic of Scotland -- at a point when the Communist policy was still that the worker
belongs to a class and not a nation. However, Maclean’s nationalism while articulated
as part of a class analysis, is essentially a romantic desire for ‘a kind of primitive Celtic
communism’3! and is closely related to James Connolly’s project for Ireland at the
1916 Dublin Uprising. Maclean’s argument is clearly stated in a 1922 election speech:

50webb: 40.
S1Brand: 44.
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Scotland’s wisest policy is to declare for a Republic in Scotland so that
the youth of Scotland will not be forced out to die for England’s
markets. I accordingly stand out as a Scottish Republican candidate
feeling sure that, if Scotland had to elect a parliament to sit in Scotland it
would vote for a working class Parliament ... The Social Revolution is
possible sooner in Scotland than in England. The working class policy
ought to be to break up the Empire to avert war and to enable the
workers to triumph in every country and colony. Scottish separation is
part of the process of England’s imperial disintegration and is a help
toward the ultimate triumph of the workers of the world.52

In Scotland a number of groups continued to press for different versions of such
political change. Among them the Scots National League (SNL) founded in May 1903
with ‘One Straight Issue: ‘Scotland for the Scots’.’53 In the magazine The Scottish
Patriot the aims of the group are set out:>

[The Scottish National League] will test the question as to whether there
is a national spirit in the country capable of solid work, or whether it is
only vapour signifying nothing. To talk of Scottish nationality is not
sufficient. There must be some solid outcome, and the Scottish
National League ... will bring this question into the first rank, or to use
the present day phrase will make it form a part of ‘practical politics.’
The first object of the League is -- To secure proper attention to
Scottish interests on the part of Scottish representatives to the British
Parliament. ... We have every sympathy with Irish aspirations for
liberty, but there may be too much even of a good thing, and if millions
are to be thrown away upon Ireland in freeing the land, we do not see
why some of the crumbs should not fall to the Highland crofters who
are more deserving and just as much in need of help as the Irish tenant.

The second object of the League is -- when necessary to bring
Jorward national candidates for Scottish constituencies. ...

The third and last object of the league is -- to agitate for and demand
the establishment of a Scottish Parliament for the efficient conduct of
Scottish affairs. ..

It must be self-evident to every well-regulated mind that separation
or repeal of the Union is the last argument to be used, and could only be
used when every other attempt at local legislation had failed. With good
representative local parliaments, attending to the peculiar local needs and
requirements of each division of the Empire, instead for a wish for
separation there is no doubt whatever but that a strong bond of union
would be formed ....

... this movement which we believe is really increasing at the
present time, to get first of all a Parliament for Scotland to manage
entirely its own affairs without interfering in those of the United
Kingdom, and afterwards to get Federal Home Rule for every section of
the British Empire, a bright day would open up on this country which
would herald the time that would make it the envy of all nations.55

52john Maclean election address of 1922; quoted by Brand: 45.

53See John Wilson, ‘One Straight Issue: ‘Scotland for the Scots’: The Programme of the Scottish
National League.’ Scottish Patriot 18 (1904): 82-83.

54No author attributed but likely to be John Wilson editor of the journal.

55Wilson, ‘One Straight Issue: ‘Scotland for the Scots’ ...." Scottish Patriot 18 (1904): 82-83.



This final defense of Empire and the fundamental support of the Union is typical of the
broad interpretation contemporary politics made of nationalism.56 It is a policy that is
not part of the programme of the SNL founded (or re-established) during 1921 by,
among others, Erskine of Marr.57 The policy differences between the SNL and those
of the supporters of a more mainstream home rule programme38 was graphically laid
out in a 1921 edition of the SNL’s magazine Liberty:

THE SCOTS NATIONAL LEAGUE
DECLARES -- That Scotland was
a nation. :

THEY STATE -- That the so-
called Union was brought about
by ‘force and fraud.’

THEY ADMIT -- That the result
has been disastrous,

AND THAT THEREFORE -- A
- change is needed.

AND ALSO -- That the Scottish
people need educating on the
subject ‘

IN ORDER THAT -- They may
call a National Assembly and
resume the use of their
sovereign power in a manner at
once dignified and worthy of
their race and history.

SCOTTISH HOME RULERS
DECLARE -- That Scotland was
a nation.

THEY STATE -- That the Union
was brought about by ‘force
and fraud.’

THEY ADMIT -- That the results
have not been satisfactory,

AND THAT THEREFORE -- A
change is needed.

AND ALSO -- That the people of
Scotland must be educated on
the subject

IN ORDER THAT -- They may
send 72 men to the Westminster
Parliament to ask for Home
Rule whereby they perpetuate
the above fraud as well as show

themselves ignorant of simple

arithmetic and modern political
history.5?

The SNL, this somewhat more determined Nationalist organisation, was founded
by supporters of the Highland Land League,50 including William Gillies and Angus
Clark, both political separatists, and Thomas H Gibson. The SNL and its magazines,
including Liberty, the Monthly Intelligencer and the Scots Independent are the most
colourful of the various nationalist organisations of the interwar period -- although, as
Brand points out®! the latter journal -- the Scots Independent -- was more concerned
with internal economics and socio-political analyses than the previous publications’
interests in social and cultural matters. This, however, is closely linked to the League’s
development towards what might be termed ‘practical politics,’62 actual involvement

56Indeed this has been something of an ongoing use of nationalism in Scotland. Kellas notes that
even with the formation of the Scottish National Party in 1934, ‘Almost every shade of political
opinion was represented, from communist to ultra-Conservative.” Kellas: 146.

S5THanham, Scottish Nationalism: 142.

58Noted by Brand: 24.

59Where we Differ.’ Liberty 2.6 (1921): 93.

60Brand comments on the parallels and links between the Highland Land League, the SNL and the Irish
experience. Brand: 183-188.

61Brand: 184.

62wilson, ‘One Straight Issue: ‘Scotland for the Scots’ ...." Scottish Patriot 18 (1904): 82.
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with elections, and away from the traditional but essentially nineteenth-century role of
nationalists to promote the folk cultures, indigenous languages and land rights. In a
pamphlet of 1923 Gillies, as Vice-President of the SNL, declares:

We repudiate the Union, its nomenclature, its commitments, its
implications, and, as resolved on Bannockburn Day, 1922, the Scots
National League works solely for:

The resumption by Scotland of her rightful sovereign independence
in conjunction with the establishment of Scottish Democratic
institutions.

We seek, therefore, the co-operation of every patriot, every
democrat, every social reformer.

We shall not rest until the mandate of the majority of the Scottish
people has been publicly affirmed in favour of those aspirations for
freedom which they fondly nourish in their hearts, and the Rightful
Sovereign Independence of our country is re-affirmed and re-established

on the soil of our own land!63

By 1925 the SNL had taken the decision to enter parliamentary politics, and to field
candidates in elections:

the policy of the Scots National League is, by means of the existing
electoral activity, to obtain a majority of Scottish representatives pledged
to remain on Scottish soil and to resume the powers of Government in
Scotland and that National candidates independent of all political parties
be put forward at the next General Election.54

The other notable figure associated with the SNL was Erskine of Marr. He was
particularly interested in Gaelic culture and established a number of magazines (one
appearing between 1909 and 1925 was Guth na Bliadhna: the Voice of the Year)
concerned to promote both Gaelic culture and his essentially romantic belief in an
independent Gaelic-speaking Catholic Scotland.65 With the emphasis he placed on
language and the Celtic cultural heritage it is easy to argue for the influence of the Irish
situation and the Celtic Revival in general on Erskine of Marr.

One of the last journals which Erskine of Marr edited was the magazine Pictish
Review.56 Published between 1927 and 1928, a major contributor to this literary
magazine was Hugh MacDiarmid. MacDiarmid, writing under his own name of
Christopher Murray Grieve, contributes to the very first edition of the publication and

63William Gillies, Some Arguments for Scottish Independence (Edinburgh: Scots National League,
1923): 11.

64Resolved at the SNL Annual Conference 19 June 1925; quoted by Brand: 187.

65As Brand points out, ‘Sentiments like these were not likely to find wide support among ordinary
Gaels who were overwhelmingly Protestant.” Brand: 184.

66Erskine of Marr, although still a committed nationalist, was not an enthusiast of the increasing order
imposed upon the movement after the founding of the National Party of Scotland in 1928. He
distanced himself from it and in 1930 retired to live much of the rest of his life in the south of
France. He died in 1960. See Hanham, Scottish Nationalism: 136-145.
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identifies the two tendencies of the nationalist debate -- the political and the cultural --
but sees the whole as a complex and inter-related experience of the nation that would
reach its best potential by working in unity:

An effort is at last being made to establish a united front in Scottish arts
and affairs .... In Scotland, as in every other country concerned with the
maintenance and development or recovery of a national culture, it is
becoming realised that sectionised interests are not only incapable of
withstanding the great over-ruling tendency towards standardisation
inherent in contemporary industrialisation, dependent in the last analysis
on cosmopolitan finance, but that sectionising of interests is in itself
merely an index of how far disintegration has already gone.... We have
a whole series of isolated movements little related, and often
antagonistic, to each other and making for nothing that is nationally
synthetic. If all these dparateis organisations could be federated and
imbued with a common policy, that would not only in no way depreciate
the special activities and purposes of each, but would give them a new
force and meaning. The aims and objects of An Comunn Gaid-Lealach,
the Scottish Renaissance Group, the Scots National League, the Scottish
Home Rule Association, the Burns Federation and Vernacular Circles,
the St Andrew’s and Caledonian Societies, are ultimately
interdependent. They are part of a potential whole, viz. a reassertion of
Scotland as a separate and sovereign entity -- just as they all represent
parts of the shattered unity of the Scotland that used to be.57

As MacDiarmid suggests there existed a whole raft of cultural agencies and pressure
groups giving support to issues of political nationalism and the role of Scottish culture
in the modern world. The Burns Federation, in particular, was lobbying the Scottish
Education Department to promote Scottish literature in education.6®8 Now, while for
MacDiarmid some of these groups were essentially nostalgic and culturally and
politically corrupting, ignoring their common goals deferred the point at which such
(desirable) aims might be achieved. For MacDiarmid the organic relationship between
the political and the cultural was a clear one; for Compton Mackenzie less so. Writing
in a subsequent edition of the Pictish Review, he disagrees with MacDiarmid:

The real question he [MacDiarmid] has raised in my mind is whether it
will be wiser to concentrate all our passion upon political independence
and let the renaissance of the arts take care of itself or whether it would
be wiser to nourish the artistic renaissance and assume that it will fire us
with the desire for political independence. After meditating for a month
on Mr Grieve’s words I have reached a conclusion in my own mind that
the arts must take care of themselves and that every intelligent Scot,

67C M Grieve, ‘Towards a ‘Scottish Idea’.’ Pictish Review 1.1 (1927): 1.
68Brand: 97. Brand quotes William Power, a leading figure in the SNP:
The main and immediate purpose of the vernacular movement is to ensure that every
Scottish child shall be placed in possession of a key to the national treasure house of
vernacular literature,
Brand: 97.
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wherever he be, must devote himself practically to the cause of political
independence.%?

The impetus towards Nationalism within Scotland does have clear cultural and
emotional aspects. However, the modern Nationalist politics of the 1920s was much
more focused on the hard-edge economic strategy that a Nationalist solution might give
to Scotland with an economy in recession and moving towards deep depression. In the
new nationalism of the post-war period, the influence of the German experience of the
politic use of the romantic and the folk culture and language issues, which so attracted
figures like Blackie,’® Wanliss and Erskine of Marr, were shed as ‘antiquarian.’’! The
new nationalism was that of an industrial economy -- it was about ‘modernisation’72
and a ‘secularising movement which works for the dissolution of traditional institutions
that have functioned under the old order.’73 Brand notes the economic appeal of the
Nationalists:

The vote for nationalism was a vote to establish a modern prosperous
zociety where there were problems of unemployment and industrial
ecay. ...

... [Brand] identifies Scottish nationalism as a modernising
movement, not as an attempt to re-create a Scottish Golden Age but as a
determination to work for a technologically advanced, prosperous,
modern, small nation state. Traditions may be used for propaganda
purposes but their preservation is not the heart of the nationalist appeal.
... The SNP appeals precisely because Scottish people are worried
about unemployment and declining industry.?4

The interwar period might then seem to offer a potentially successful period for the
nationalists in Scotland -- a decade that needed firm economic management, offered
new possibilities in the use and manufacture of technological advancements and was
supported by a wide range of new representations and new texts from the writers that
emerged as part of or related to the literary renaissance. However, although a
determined voice calling for devolution of power and even political separation was still
audible, such legislation was never part of the agenda of British politics in the 1920s
and 1930s. The reasons for this are tied up in the very nature of the modern world
experience: recession was a global phenomenon; markets in Europe and in North

69Compton MacKenzie, “Towards a Scottish Idea.” Pictish Review 1.4 (1928): 40.

T0professor John Stuart Blackie of Edinburgh University was ‘... the most fervent educational
nationalist ... [who] also won a certain notoriety as a champion of Highland Celtic Culture against
its English and Lowland detractors ... .” He was also the first chair of the SHRA. See Hanham,
Scottish Nationalism: 40.

71Brand: 28.

72Brand: 31; referring to the definition described by Ernest Gellner.

73Brand: 31; referring to the definition described by Elie Kedourie.

74Brand: 23.
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America and beyond were all suffering economic crises; expansion of the news media
and the development of film and then broadcast technology brought the potential to
read, hear and see news from everywhere to everyone and so revealed the
interdependence of the countries of the world as had never before been acknowledged.
Through the media the public were also able to chart the rise of the European dictators
with an immediacy never before experienced.

Film of the Boer War (actual or staged’>) and newsreels of the Great War had been
both novel, popular and essential sources of information in previous years; but film
was experienced in quite different ways in the 1900s and even in the 1910s to the way
it existed in the next decades. Industrialisation confirmed the entertainment role of film
(and this is reflected in the increasingly decadent architecture of cinemas in the period)
but developments in cinematographic technology (light-weight, powered cameras and
faster film stock, for instance) and in the increasing ease and speed of world travel
assured a role for film as source of information. The vast number of cinemas and the
attendance patterns of the public -- attending a film screening once or twice a week in
some urban centres -- demanded a lot of factual film to be shot and processed both
quickly and regularly. As well as this, however, the rise of wireless broadcasting
brought news into the domestic environment potentially on the instant and so changed
the whole way in which the ‘world’ and news events were meaningful to the public of
the developed economies. Listeners to the BBC or audiences of Pathé newsreels could
experience both the differences between cultures and the similarities of life during
depression.

Nevertheless, it should be noted, the same technology and market forces also
enabled and encouraged the depiction of the local on both wireless broadcasts and film
screenings. However, it simply seemed that the concerns of the local were if not
irrelevant then of less concemn (or of a different type of interest) than were the global
crises of the 1920s and 1930s. Brand describes ‘a political climate’ -- to which it might
be added, ‘a social climate’ -- ‘which inhibited, but could not prevent, the rise of
nationalism in Scotland.’76

With the Parliamentary impossibility of legislation for the devolution of power,
there was little institutional or organised political support of the increasing role of
Scottish national identity articulated within the Scottish renaissance. In 1928, however,

75 Although it was certainly the case that some film companies produced and distributed films shot on
location in South Africa, documenting actual events, this material was limited in amount and
quality. Demand for such footage certainly outstripped supply and so was supplemented by film of
military activity re-enacted for film cameras rather closer to home. Dennis Gifford, for instance,
catalogues a 1900 film Briton v. Boer described as a film of ‘Staged war scenes combined with
actuality.” See Dennis Gifford, The British Film Catalogue (London: David and Charles, 1973):
catalogue ref: 00272,

T6Brand: 39.
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the National Party of Scotland (NPS) was formed.”” This was created by the joining
forces of several small nationalist groups -- the Glasgow University Scottish National
Association (GUSNA), the Scots National League, under the leadership of Erskine of
Marr, the SHRA and the Scottish National Movement (SNM), a break away group of
the SNL founded by the poet Lewis Spence in 1926. The key figures include John M
MacCormick, Cunninghame-Graham and Muirhead, and Spence. The aims of the new
group were political (in effect suggesting Dominion status for Scotland) but the
prejudices of those involved, writers, students and politicians, were cultural as well.
The aims of all the constituent groups had a cultural edge but perhaps the Spence’s
SNM has the clearest statement of intent:

1. The restoration of Scotland to her rightful place in the
community of nations and her recognition as an independent
state within the British Commonwealth.

The re-establishment of an independent national parliament
sitting in Edinburgh.

Dissemination of propaganda regarding such questions of
importance as the land, agriculture, afforestation and fisheries.
The revival of national sentiment, the study of Scottish history,
the advancement of Scottish art, literature and music.

The preservation and restoration of the Scots language.’8

wm A WN

The cultural element is also explicit in the wording of the first 1927 membership cards
of the GUSNA: '

To foster and maintain Scottish Nationalism by (1) securing self-
government for Scotland and (2) advancing the ideals of Scottish culture
within and without the University.”®

The establishment of the NPS finally split and destroyed the traditional home rule
campaigners. Until then the movement had been able to contain within it and call upon
the support of members of the established political parties, in particular, from the end of
the war members of the Labour party (like Tom Johnston and Rev James Barr, who
had been a leading supporter of the SHRA??) and trade union members. MacCormick

TT1ts inaugural meeting was held on 23 June 1928 in Stirling. See Hanham, Scottish Nationalism:
143. It is interesting to note that in 1930 the Nationalist Drama Club was established as a branch
of the NPS. While this certainly points to the cultural dimension within political nationalism this
new drama group is perhaps more usefully understood as symptomatic of the huge expansion of
amateur theatre activity in Scotland in the period. The new group are reported to have J M
Paterson’s Monthrow, J S Ferguson’s The King of Morven and John Brandane’s Rory Aforesaid in
rehearsal. See ‘Talk of the Month.’ Scottish Stage Dec. 1930: 108.

78A 1926 SNM pamphlet by Spence, Freedom for Scotland: The Case for Scottish Self-Government,
quoted by Brand: 189-190.

T9Recalled by John M MacCormick, The Flag in the Wind: The Story of the National Movement in
Scotland (London: Victor Gollancz, 1955): 19.

80James Barr is the subject of the Bailie’s ‘Men You Know’ column in 1922:
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notes this as an early point of discussion in his involvement with nationalist politics. At
a meeting -- called the National Convention -- held in the Highlanders’ Institute,
Glasgow, at the end of 1927, MacCormick, there as representative of the newly formed
GUSNA, notes along with the SHRA, of which Muirhead was president, the presence
of:

... about 100 delegates, mostly from trade union branches and ... half a
dozen Labour M.Ps. headed by the Rev. James Barr. An organisation
known as the Scottish National Movement was represented by the poet
and journalist Lewis Spence, supported by Miss Wendy Wood.
Another organisation, apparently of a more extreme character, called the
Scots National League, was not officially represented but made its
presence heard if not felt by angry interruptions from the public

gallery.81

Although this meeting ended inconclusively, as Barr opposed a suggestion from
Spence that a National Party should be formed, it did at least bring together the various
nationalist groups operating in Scotland at that time. It was thereafter MacCormick and
the GUSNA who took the initiative. In April 1928 the NPS was formed.82 Members
of the Labour Party could not also be members of the new NPS and so the latter lost its
immediate and potentially sympathetic links with Parliament. This, however, only
brought into the open the ongoing problems that had been more or less latent within the
home rule movement since the war. The post-war 1918 version of the SHRA was not
the Liberal organisation of the 1886 group. The new association was supported by
Labour, co-operative societies and the trade unions. One of the founding members in
1918 was James Maxton, who along with the miners’ leader Robert Smillie, was part
of the SHRA’s national committee.83 It was still a pressure group, however, and not
formally attached to any political party. As Keating and Bleiman note:

[Barr] ... has been identified with the Scottish National progressive movement during
the whole of his public life. Many years ago, when the Young Scots Society was in
the hey-day of its efforts, Mr Barr was a frequent speaker at its meetings. Scottish
Self-Government, Land Reform and Internationalism were amongst his favourite
subjects. ... Towards the close of the war, a small group of men and women met
together to consider the how Scotland as a nation could have ts interests most
effectively advanced, and so enable it io coniribute its best to the world. As a result,
towards the end of 1918, the Scottish Home Rule Association was formed for the
purpose of the organising and focussing the Scottish peoples’ demand for Self-
Government, as it was felt that although the majority of Scottish members of
Parliament had several times promised to obtain Home Rule for Scotland, they had
so far miserably failed to do so. The Rev. James Barr was one of this small group of
enthusiasts. He assisted to establish the Scottish Home Rule Association, and has
since given increasing assistance to the Scottish National movement, especially by
speaking at meetings and demonstrations.
‘Men You Know.’ Bailie 21 June 1922: 3,
81MacCormick, The Flag in the Wind: 21.
82Both MacCormick and Kellas give the date of formation as April 1928; Kellas: 145; MacCormick,
The Flag in the Wind: 21.
83Brown, Maxton: 160.
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The SHRA was, from the start, an alliance of two very different kinds
of Home Ruler: on the one hand, Labour men, trade unionists and Co-
operators, for whom Home Rule was part and parcel of Labour’s
advance; on the other, committed nationalists, for whom the alliance
with the Labour movement was useful only to the extent that it served
the national cause.84

This, as Hobsbawm comments in his review article on Nairn’s The Break-Up of
Britain, has been a continual theoretical and practical impasse for nationalists and
socialists.85 Such pragmatic politics had also been the experience of the earlier
formation of the SHRA in the late nineteenth century; and the open (officially) non-
aligned identity of the SHRA, with the potential for rallying all groups interested in
aspects of nationalism and home rule, was something which the creation of the NPS
sacrificed. Labour members put as much distance between themselves and the new
NPS as possible. At the same time the policy of home rule still had a place in the
manifesto of the Labour Party where it had featured since 1918. The Labour
Government of 1929-1931 maintained an interest in the issues of nationalism, but with
the creation of the NPS as a separate political party such a degree of support was, at
least for a while, not as forthcoming. Keating and Bleiman note that:

The break-up of the old Home Rule coalition after the failure of the 1927
Bill heralded a progressively widening split between the forces of
Scottish nationalism and the labour movement during the 1930s.86

1927 was also the year that MacDiarmid published Albyn, or Scotland and the
Future. Here he acknowledges the existence and vitality of the Scottish Renaissance
and its widespread effect on the whole of Scottish life. He also refers to the political
climate and activities in Scotland:

The Scottish Home Rule Movement is re-orienting itself along realist
lines, and has ceased to be mainly sentimental. For the first ime it is
looking before as well as after. It is concerning itself less with the past
and more with the present and future, and its membership is growing in
direct ratio to its increased practicality. Most significant of all is the fact
that these developments are marked by an ascending claim. It is now
generally realised that no form of devolution without fiscal autonomy
will meet the case, and that merely constitutional means may not suffice.
Bill after Bill, backed by four out of five of the Scottish representatives
of all parties, has been thrown out by the overwhelming majority of
English members. This is a state of affairs which will not be tolerated
indefinitely. A premium is being put upon militant effort; and the fact
that the Scots National League which is out for complete independence

84K cating and Bleiman, Labour and Scottish Nationalism: 103.

85Eric Hobsbawm, ‘Some Reflections On The Break-Up of Britain.” New Left Review 105 (1977): 3-
23

86K eating and Bleiman, Labour and Scottish Nationalism: 109.
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is now growing very much more rapidly than the moderate Scottish
Home Rule Association is significant in this direction. At present the
nationalist Press consists of two small monthly organs; and all the daily,
and practically all the weekly, papers are anti-Home Rule, just as they
are all anti-Socialist, although the Scottish Socialist vote represents a
third of the Scottish electorate. Scottish journalism is, therefore, almost
wholly untrustworthy in relation to Scottish opinion. Realistic
nationalism and the majority elements of the Labour movement solely,
or at all events, predominantly concerned with bread and butter politics,
have naturally a great deal in common in the existing state of affairs, and
it is not surprising that Scottish nationalism and Scottish Socialism
should be making joint cause. Nor is the attitude of those Liberal and
Conservative politicians who are opposing Scottish Home Rule, or
modifying their interest in the subject, because it would probably mean a
Scottish Socialist Government, failing to produce its own effects.
Constitutionalism that fears and evades the will of the people signs its
own death warrant.87

Into the 1930s the nationalists continued to organise and increasingly fielded more
candidates at elections -- particularly after they came together in another amalgamation
of the NPS and the Scottish Party (itself a 1932 splinter group of the Cathcart
Conservative Association -- with the support of the Duke of Montrose and Andrew
Dewar Gibb -- and the input of some Liberals including Sir Alexander MacEwen) as the
Scottish National Party (SNP) a merger finalised on 7 April 1934. This merger
confirmed 1930s Nationalism not as part of the loosely left-wing campaign of previous
years when the cause had been supported by the radical Liberals and some members of
the Labour party and the trade union movement but as a more introspective and
bourgeois group. Keating and Bleiman observe that the establishment of the NPS was
‘not an advance for Scottish nationalism, but a retreat.” They continue:

The foundation of the NPS was a result of the decline of nationalism in
left-wing and radical circles and the despair felt by Roland Muirhead and
other nationalists of getting any action on the subject from the Labour
Party. In later years, Muirhead regretted the break-up of the Home Rule
alliance of the 1920s and his own decision to work outside the Labour
Party, but he was certainly right in his belief at the time that Home Rule
was not to be attained through Labour.38

This had been confirmed by the failure of Barr’s 1927 Home Rule Bill to make any
impact in Parliament.

In terms of the close relationship between cultural practises and political activities in
the 1930s certain individuals -- notably Hugh MacDiarmid -- remain prominent in the
nationalist cause. More active, however, were the left groups who combined politics
and culture (in its widest possible usage) in the areas of education, entertainment and

87Grieve, Albyn, or Scotland and the Future: 8-10.
88K eating and Bleiman: 117.
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political advancement. The Left activity which led to the formation of groups like the
Clarion Scouts, the Clarion Choir, the Orpheus Choir, the Glasgow Workers’ Theatre
Group, Kino, had its roots in the broad view of culture and politics adopted by the ILP
and the Communist Party (CP). As Gordon Brown notes:

With Forward, Sunday schools, youth clubs, cultural societies, and
political activity, the ILP offered much more than simple politics. “This
romantic type of socialism almost became a religion in itself,” as Harry
McShane recalled.$?

Indeed, one of the cultural groups organised by the Left were the Socialist Sunday
Schools. The Labour movement had always defined its role in at least two directions.
Stephen G Jones identifies ‘the political and industrial wings of the movement’ and ‘a
recreational or cultural wing, which catered for all kinds of leisure interests.’¥0 In the
nineteenth century the two elements combined in the co-operative societies and the
friendly societies. Jones notes that:

The Socialist League, the ILP and other political groupings, the trade
unions, the Socialist Sunday Schools, and the Labour Churches all
provided space and time for recreation as well as political expression,
with the Clarion movement as the major forum for leisure provision,
bringing recreation and Socialism together.9!

By the 1930s other demands on leisure time had been introduced -- with cinema
emerging as the main leisure activity of the period for the working class. Nevertheless:

In the 1920s and 1930s, social and cultural activity was a very important
element in the local and national life of the Labour Movement, reflected
in the proliferation of many Socialist agencies directly concerned with
leisure -- Workers’ Travel Association, Workers’ Temperance League,
British Workers’ Sports Federation, National Workers’ Sports
Association, workers’ theatre, film, photograph and music societies,
Unemployed Associations, and many more. ... some of these agencies
had been inherited from an earlier period -- the Clarion Cycling Club,

for example, was rejuvenated in the 1930s -- ... the empirical evidence
points to the inter-war years ... as Labour’s cultural and leisure
climacteric.92

The rise of the active Left is paralleled with the economic crisis of the slump years.
The Scottish dependence on the infrastructure of heavy industry concentrated the effects
of the depression in the industrialised central belt where most of the population lived.

89Brown, Maxton: 49.

90Stephen G Jones, Workers at Play: A Social and Economic History of Leisure: 1918-1939 (London:
Routledge and Kegan Paul, 1986): 142.

9Jones, Workers at Play: 143,

92jones, Workers at Play: 143.



The crisis in the economy was felt across the whole of the country, however, and was
to be dealt with by centralist and interventionist economic management plans. In the
1930s a nationalist discourse was not generally used as the cutting edge solution to the
economic and social problems of the day. The contemporary political strategy was to
manage from the centre a planned British economy. While the end of the decade did
see interest in political nationalism increase, again war cut off the potential for home
rule.

A key figure in the Labour party who is also closely bound up with nationalism in
the first half of the twentieth century is Tom Johnston. As co-founder (in 1906 along
with Muirhead, who partly financed the venture) and editor of Forward®3 his popular
influence a the leading Labour journalist of his time was complimented by his
experience of government -- he had been the Under Secretary for Scotland in the 1929
Labour government?4 -- and, as has been mentioned, prominent in the home rule
campaign. His interest continued throughout the 1930s (although he gave up editing
Forward in 193395) and came together in 1937 with the creation of the London Scots
Self-Government Committee: a group which might offer a bridge between the debates
around political Nationalism and the politicians and policies of ‘Red Clydeside’.

In the modern period but before the formation of the NPS as an independent
political party nationalism had existed as part of the manifesto or policy of the Liberals
and the socialist groups. During the same period the socialists had become a highly
organised and successful in Parliamentary politics. In the 1922 Labour representation
in Parliament doubled from the previous election to 142 seats.?6 Scotland returned 29
Labour MPs, one Communist and another left-wing Prohibitionist member to
Westminster.97 Glasgow alone returned ten socialist MPs; ten out of a total of 15
constituencies.98 It was the election which returned Johnston, James Maxton, Emanuel
Shinwell, John Wheatley, Campbell Stephen, David Kirkwood, George Buchanan.9®
With the next election, in 1923, the Labour Party in Scotland consolidated its position.

[In Scotland] Labour won 34 of the 48 seats it contested ....
Throughout Britain Labour gained 50 new Parliamentary seats ensuring,
in all, a Labour Parliamentary Party of 192, to the Conservatives 258
and the Liberals 151. In Scotland, Labour’s 34 seats were won with

93Forward was described by George Bernard Shaw as ‘the first paper worth a workman’s [sic]
tuppence.” See Douglas Young, ‘A Sketch History of Scottish Nationalism,” The Scottish Debate:
Essays on Scottish Nationalism ed. Neil MacCormick (Oxford: Oxford U P, 1970): 11.

943ohnston was later appointed as Secretary of State for Scotland in Churchill’s World War II cabinet.

95See “The Man You Know -- by ‘The Bailie’ -- Tom Johnston." Glasgow Weekly Herald 1 June
1935. Article in bound collection of ‘Men You Know’ features (new series) held in the Glasgow
Room, Mitchell Library, Glasgow (Ref. G920.04).

96Brown, Maxton: 11.

97Smout, A Century of the Scottish People: 259; Brown, Maxton: 120.

98Brown, Maxton: 11, 120.

99See Brown, Maxton: 11-17.
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Plate i

Caricature of James Maxton, George Buchanan,
John Wheatley and Campbell Stephen.

(Bailie, 25 December 1923: 13)
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36% of the vote, making Labour the most popular of the three parties in
Scotland.100

In January 1924 Labour, under Ramsay MacDonald, was able to form a minority
government -- and although of the ‘Clydesiders’ only Wheatley gained Cabinet office
(as Secretary of State for Health), the Scottish Labour members were crucial to even the
possibility of success. The central importance of the Scottish members might have
allowed the possibility of home rule as a point of bargaining within the coalition
government. Certainly the individual members were publicly committed to some form
of devolution. Brown notes that, ‘In both the 1922 and 1923 elections, almost every
Scottish Labour candidate had personally pledged support for a devolution bill for
Scotland.’10! Indeed in May 1924 George Buchanan introduced a federalist home rule
bill -- which despite government approval and some Liberal support was talked out by
the Unionists. Some five months later -- on 9 October 1924 -- the Labour government
was dissolved and in the ensuing election saw their representation in Westminster fall
by 40 seats. With the return to office of the Conservatives home rule was again off the
agenda. Internally the Labour Party fell into conflict.102 Even at the polls this was
reflected -- throughout the 1920s support in Scotland was maintained ‘and only
reversed by the cataclysm brought down upon the movement by [Ramsay]
MacDonald’s formation of the National Government in 1931.°103 The conflict within
the Labour movement -- within Parliament and without -- is paralleled with the
‘deterioration in Labour’s relation to the ILP,’104 and lead to the 1932 disaffiliation of
the ILP with the main party. Woods points out that, ‘One reason why Labour in
Scotland could not ignore Home Rule was the apparent strength of the ILP’s support
for it ...."105 With just this one split within the Labour movement, the decrease in
power of the ILP-Clydesiders and the consensus demanded by the National
Government nationalism within the Labour Party was firmly off the agenda.

In the slump that marked the 1920s and 1930s both rural and industrial Scotland
suffered much. In the course of the slump emigration added to the problems as the
skilled, ambitious and healthy left Scotland in search of better prospects. Smout charts
the pattern:

In the 1920s, out-migration became a flood, exceeding the natural
increase of the country by 10 per cent, so that [the] Scottish population
actually fell between 1921 and 1931. Emigration only declined in the

100Brown, Maxton: 145.

101Brown, Maxton: 159.

1025ee Brown, Maxton: 169-246 (section 3).

1031an S Wood, ‘Hope Deferred: Labour in Scotland in the 1920s’ Donnachie, Harvie and Wood: 31.
104wood, ‘Hope Deferred: Labour in Scotland in the 1920s’: 39.

105Wood, ‘Hope Deferred: Labour in Scotland in the 1920s’: 37.
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1930s because there were not many jobs left elsewhere in the world for
Scots to go to.106

This might have contributed to the development of a radical or even a socialist-
nationalist movement. The SNP, however, were increasingly the party of a bourgeois
and staid nationalism; and Labour in Westminster was fighting other battles. The
energy of nationalism as it had been experienced in society and culture generally was
dissipated. Webb goes so far as to comment that ‘Nationalism between the two World
Wars existed only on the fringe of serious politics.’107 Despite a greater centrality and
influence in cultural and artistic matters (which Webb acknowledges108), it was not the
nationalists but the politics, politicians, social policies and activities of the Left groups
(Labour Party, ILP, Communists, trade unions as well as the cultural groups like
Clarion, Kino and Workers’ Theatre) which were to give shape to the 1930s. Despite
the failure of the second Labour Government and their subsequent election failure in
1931,109 the political grassroots of the Left did hold; and it was Left activists who were
able most effectively to help society face the social and cultural needs of the 1930s.
*

The decades from the 1880s until World War II are those in which a pattern for modern
parliamentary politics was established. The period saw the demise of Liberalism as an
effective force within British society. The Liberal/Tory divide is then replaced by a
parliamentary system balanced between the politics of the Socialists (in the 1930s the
Labour Party, the ILP and the CP) and the modem Conservative party. At the same
time Nationalism, in the nineteenth century so closely tied to the Home Rule politics of
theliberals, emerged as an independent political, social and cultural force. In terms of
parliamentary success, however, the power of the Nationalists was severely limited.
Nevertheless, as a political issue nationalism was a major part of the policies of both the
Liberals and, into the 1920s, for the Scottish Socialists as well. By 1934, when the

106Smout, A Century of the Scottish People: 116.

107webb: 46.

108webb: 46-47. Nairn too notes the relative feebleness of the nationalists during this period, and
comments that the:

.. whole career [of the SNP] from the 20s to the *60s reproduces the ‘split-
personality’ phenomenon within the nationalist movement itself. This took the
shape ... of the chronic division between political and cultural wings of the
movement -- a division far deeper and more irreconcilable, one should add at once,
than the customary quarrels between idealists and ‘practical men’ which dog all
nationalist parties.

Nairn, ‘Old and New Scottish Nationalism,” The Break-Up of Britain: 175.
1091an Donnachie gives some details:
The General Election of 1931 was an unmitigated disaster for Labour in Scotland, for
despite gaining a third of the popular vote only seven candidates were elected, while
National Government candidates almost swept the board with 64 MPs returned to
Westminster.
Donnachie, ‘Scottish Labour in the Depression: the 1930s’: 54.
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Scottish National Party was formed, and by which point Labour was established as a
major parliamentary player, the model for modern political debate in Scotland was set.
The shifts in policy and the complex negotiating within the Liberal, Nationalist and Left
political parties and their factions which so marked the earlier decades tended to
diminish. In the 1930s the general shape of modern Scottish politics was clearly
established; although for some decades yet it was a pattern in which Nationalist politics
as a viable electoral alternative was severely marginalised.110

The Left, coming to political and social maturity in the 1930s, was not the party of
high and elite culture that aspects of Scottish nationalism overtly attracted. The
grassroots cultural activity of the Left, discussed by many critics including Stephen G
Jones, John Stevenson and, in the Scottish context, Douglas Allen,!!1 was not the
culture that the nationalists directly espoused in the literary renaissance. It was a culture
which was educative, designed to involve and to enlighten workers through
participation and as active and involved audience. The Left’s emphasis on the
usefulness of culture was one which this thesis will identify as increasingly part of the
cultural project of the state in the same period.

There are parallels to be made between the framework which politics developed and
the cultural institutions of the same period. In the period up to and including the 1920s
nationalism in Scotland had an imprecise and variable meaning, proposed and agitated
for by a number of politically quite different groups. It was a diffuse ideology in which
culture and politics met with little common currency. With the demise of nineteenth
century Liberalism, nationalism was variously supported by a number of different
political groups.

The rise of nationalism in the 1920s was met in Scotland by an array of cultural
events and institutions, including the literary renaissance, the Scots National
Dictionary, advances for indigenous amateur theatre and coincided with the expansion
of an influential new medium with immediate and lasting influence upon Scottish
cultural life. Wireless broadcasting in Britain was organised by the BBC, and the BBC
in Scotland operated within a context of public service as a cultural provider structurally
devolved from the powerful core of British political, social and cultural life. There

110The campaignings of the Scottish National Party in the 1930s and 1940s is discussed and
commented upon by many of the critics and historians previously mentioned. See Hanham,
Scottish Nationalism: 163-180; Webb: 54-73; Brand: 228-57; MacCormick, The Flag in the Wind:
88-124.

M1gee Jones, Workers at Play and Jones, The British Labour Movement and Film: 1918-1939
(London: Routledge and Kegan Paul, 1987); but also John Stevenson, British Society: 1914-45:
The Pelican Social History of Britain (Harmondsworth: Penguin Books, 1984); John Stevenson
and Chris Cook, The Slump: Society and Politics between the Wars (London: Quartet, 1979);
Douglas Allen, ‘Culture and the Scottish Labour Movement.” Scottish Labour History Society
Journal (1980): 30-38.
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was, therefore, potential for the BBC in Scotland to interpret, to reflect and to shape the
role of ‘Scottishness’ in the social, cultural and political life of the nation.

In the 1930s the coalition parliament of the ‘national government’ resulted in an
increasingly centralist aspect to political and cultural life. The cultural parallel of the
BBC was equally reductive with power being taken from the regions and being
reasserted in London. Many of the social policies of the period had a similar centripetal
structure. Economic and social planning was organised with the active participation of
the state. The entertainment industries were increasingly tied, economically and
culturally, to commercial enterprise organised on national and international levels -- this
is seen most clearly with regard to entertainment film to the increasing cultural and
economic role of the Hollywood production system.

At the start of the period politics, popular and high culture, economics and fashion
seemed to present unlimited possibilities for Scottish culture. By 1939 the diversity of
opportunity offered to society by way of new beginnings (new technology, the Great
War, the Russian Revolution, Modernism, new politics) had been brought under
control by social familiarity, capitalist interpretation and government legislation. The
fragmented society that Modernity produced had been rendered neutral, the challenge
reinterpreted to be one of marginalised comment. The de-fusion of culture, the
containment of the chaotic gaze of Modermnity is increasingly brought under control and
may be seen to be formalised by the 1938 Exhibition.

This thesis presents the political and cultural options that a modern nation
experienced. For Scotland the political options were essentially contained within the
ideologies and practical politics of the Nationalists and the Socialists. The points of
debate within culture were both related and more complex.

Tradition

Within the context of social and cultural change that the period’s domestic politics
reflects, one of the issues raised in Scotland that is of social and cultural interest is that
of the national, caught as it is between and within discourses of political and aesthetic
activity. Within Scottish culture the national dimension is often enmeshed in
representations of the past. Within popular culture Scottish national representations and
images tend to be tied up with nostalgia and the recovery of history. Scottish culture
has always found its own history a meaningful and marketable image-bank. The
general use of the past within Scottish culture has often been transformed into an
fixation with history, myth and memory. The collective obsession with history is
perhaps at the root of Nairn’s diagnosis of Scottish culture as schizoid.l12
Contemporary culture is constantly and easily constructed with reference to an

112Naim, * Old and New Scottish Nationalism.” The Break-Up of Britain: 172.
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increasingly ill-conceived past. Images recovered from a lost and mythic landscape
provide the community of Scotland with easily assimilable versions of their past and
points of collective emotional access They are ostensibly simple to comprehend,
seeming to require no decoding. ‘Tradition’ is itself meaningful in that it creates an
illusion of a narrative history -- a version of the past on to which myth and memory are
easily mapped.

The use of indigenous culture may be charted across the whole spectrum of texts,
images and institutions both before and after the Great War. Perhaps more
representative of the cultural projects of the period is the phenomenon of the exhibition,
drawing together many of the ideas, images and experiences of the contemporary
world. Glasgow has a tradition of great exhibitions: with events held in 1888, in 1901,
in 1911 and in 1938. The fifty years that separate these events are the subject of this
thesis. In terms of the representation of Scottish culture the two most interesting, and
problematic, are the 1911 Scottish Exhibition of National History, Art and Industry and
the 1938 Empire Exhibition, Scotland. These two events will act as major cultural
markers for this study. Although the history of the modern media environment in
Scotland insists on being dated from the late-nineteenth century (so to account for the
major political and ideological shifts of the twentieth century as well as to chart the
intervention of cinema) indigenous arts activity explodes in new directions in the
1910s, 1920s and 1930s. Political debate and the Scottish literary renaissance are
significant parallels for the energy of the new media environment: the Scottish National
Players, the Tron Theatre, the Curtain Theatre, the film societies and film making
groups, broadcasting by the BBC, collectively mark the period as culturally pregnant.

The 1911 Exhibition!13 opened between 3 May and 4 November of that year. Like
the two earlier events the 1911 Exhibition was held in Kelvingrove Park, Glasgow (the
larger and more ambitious 1938 venture in Bellahouston Park, in the south-west of the
city). Although not officially part of the main sections of the Exhibition the centre-piece
of the event was the Art Galleries and Museum. The goal of the event was to fund a
new chair of Scottish History and Literature at Glasgow University.114 The Official
Guide to the event notes that:

The inception of this Scottish Exhibition of National History, Art, and
Industry in Glasgow had its origins in the belief, shared by so many,
that the time had fully arrived when Scottish History should be placed
on a different plane than it had hitherto been in the education of the
rising generations of Scottish children, and not less in the teaching of

113 An account of the planning and organisation of the event is give by George Eyre-Todd, Leaves from
the Life of a Scottish Man of Letters (Glasgow: Brown, Son and Ferguson, 1934): 171-181.

114The proceeds of both the prior exhibitions had been used for municipal improvements. The Art
Gallery and Museum was built from the £40,000 profit from the 1888 Exhibition, and the same
profit from the 1901 event went to the Art Purchase Fund of the Kelvingrove Gallery.



the subject in our schools and colleges. It was right that to attain this
object a movement should be initiated which had for its aim the raising
of such a sum of money as would adequately endow a Chair of Scottish
History and cognate subjects at Glasgow University.115

The touchstones are, therefore, those of cultural representations and the arts, although
as with the earlier events, technological and mechanical developments are clearly
represented in the Palace of Industries.116

The 1911 event was held at a point at which Scottish national identity was
increasingly under discussion. This, indeed, is thrown into relief by the purpose of the
event; it suggests that in 1911 a need, a demand for a University Chair concerned with
Scottish historical and cultural issues had been widely and enthusiastically
acknowledged: groups like the Scottish Patriotic Association!17 and the Burns Clubs
and Federation were involved in supporting the event and its goal. This period leading
up the outbreak of the Great War was one of increasing debate and discussion around
issues of home rule and nationalism. The 1910 general election had returned to power
the Liberals, the party most associated with home rule. Interestingly, their
parliamentary success was very much based on their Scottish power-base, since up to
a third of the cabinet were either sitting for Scottish seats or were in fact Scots. As has
been discussed, the potential for Scotland to achieve home rule or some degree of
devolution was a current issue; and one with ramifications for the wider cultural
experience of Scotland.

The 1901 exhibition, in promoting a view of Glasgow as Second City of the
Empire, focused more on the industrial and manufacturing achievements of the city, the
achievements of Scottish culture were presented as those of the Fine Arts and the
historical artefacts of the past. However, some of the exhibitors, if not the actual
organisers of the Exhibition, did acknowledge strands of the new artistic movements
The Wylie and Lochhead exhibit (the exterior of which was designed by David Gow)
featured the interior design work of John Ednie, E A Taylor and George Logan.
Charles Rennie Mackintosh designed four stands, including the Glasgow School of Art
exhibit on bookbinding in the Women’s Section of the Exhibition.118 However, the
newest, the most challenging of ideas within Scottish culture and within Europe in
general were not part of the Exhibition’s schema.

W5Scortish Exhibition of History, Art and Industry, Glasgow, 1911: Official Guide (Glasgow:
Dalross, 1911): 7.
116The 1888 event had a large Machinery Section, the 1901 had both a Machinery Hall and an
Industrial Hall.
1"George Eyre-Todd was the President of the Scottish Patriotic Association.
18The real international success of Mackintosh, Margaret Macdonald, Frances Macdonald and Herbert
MacNair was reserved until the International Exposition of Modern Decorative Art at Turin in 1902.
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The 1911 Exhibition similarly excluded the avant garde of contemporary culture.
Scottish culture was still defined in terms of the fine arts and history and archaeology.
William Eadie’s study of Art Nouveau in Glasgow discusses the marginalisation of
new arts within this context at the Exhibition:

As with the 1901 Exhibition, the newest ideas in Glasgow architecture
were excluded, and the 1911 affair ... demonstrated to what degree the
banal ‘nationalist’ historicism mystifyingly emphasizing the status and
power of Scotland’s landed gentry was the current vogue. Glasgow’s
real wealth and power in this period, however, were more realistically
reflected in the neo-classical monumentalism of the soaring commercial
blocks built by the assurance companies and banks in the city centre.
The Exhibition of 1911, by which time Mackintosh was completing the
Cloister Room for Cranston’s Ingram Street Tea-rooms, was thus as
underwhelming an architectural experience as 1888 and 1901 had
proven to be, with again the new directions that were being indicated
here and there in the city, excluded from the grand event. The
involvement of Mackintosh and the Macdonald sisters was restricted to
the provision of the interior (Mackintosh) and menu card (Margaret
Macdonald) for Cranston’s ‘White Cockade’ Tea-room. The menu card
for Cranston’s Red Lion café was designed by Frances Macdonald.119

Eadie argues that the 1911 Exhibition marks a peak for the public acceptance and
architectural use of ‘Victorian/Edwardian novelty ‘Scottishness’.’120 He notes that:

The popularity of an overt Scottish baronial ‘style’, either in architecture
or in interior design ... cannot be adequately understood without a
consideration of Victorian/Edwardian novelty ‘Scottishness’, that is, a
mock-baronial stylism, as a manifestation of the Empire in which
Scotland participated. This reached its peak with the Scottish Exhibition
of National History, Art, and Industry in 1911. On this occasion all of
the main buildings manifested pseudo-baronial stylism. To engender
some historical credibility there was a ‘Highland Village’ and an ‘Auld
Toon’, and authentic furniture and paintings were loaned from various
famous collections. ... Relics of Scottish cultural history were absorbed
into the most commercially ostentatious presentation of the Scottish-
imperialist apparatus of tartanry.12!

The apotheoses of this mock-tartan discourse were the reconstructions of ‘An
Clachan’ and the ‘Auld Toon’; both extending the Victorian preoccupation with the
concept of Scotland as romantic theme-park into a containable and marketable
distillation. And yet, at least with the Clachan, there is a desire to presents the Scottish
rural culture in something of an anthropological discourse, and with acknowledgement
of the distinctiveness of the Highland culture and Gaelic language -- after all profits

119william Eadie, Movements of Modernity: The Case of Glasgow and Art Nouveau (London:
Routledge, 1990): 234.

120Eadie: 233.

121Eadie: 233.
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were destined for An Comunn Gaidhealach and the Highland Home Industries Co-
operative Council.122

The ‘Auld Toon’ and the Old Scottish Street of the 1911 event are developments of
the successful ‘Bishop’s Palace’ from the 1888 Exhibition.123 It presented a township
consisting of Medieval Keep, Town Hall, and replicas of old Glasgow buildings such
as St Ninian’s Chapel, Old Gorbals Tower, and houses from the Stockwell Street,
Gorbals, Tiddler’s Close, High Street, and Rottenrow areas.1?4 ‘Ye Olde Toun’ is
described in nostalgic tones by the Official Guide as ‘ a veritable burgal town,
characteristic of quaint bits of our older Scottish architecture.’125 In more mystical
tones the Guide hopes that:

Many shall wander round this town, thinking of the days that have gone
forever in Scotland, and dreaming that they have been transplanted
suddenly into the life and manners of a bygone century.126

The desire is not to adopt the critical eye of the historian but to mythologise the
past. The tendency towards using the Scottish past as theme-park might be seen to be
at odds with the Exhibition’s aim of endowing an academic Chair for the study of the
the same themes and issues. However, the commercialisation and problematisation of
Scotland at the Exhibition was most marked not in the Auld Toun but in relation to the
Clachan, which was situated in the Amusement Park and to which an additional
entrance fee was charged.12’7 The Clachan consisted of reconstructions of rural
cottages, made of painted plaster and wood, and peopled with Gaelic-speaking and
Gaelic-singing Highlanders:

The village consists of a group of thatched cottages varying from the
old-fashioned kind still so often seen in the Hebrides, with the peat fire

1228.0t1ish Exhibition of History, Art and Industry, Glasgow, 1911: Official Guide: 36.
1230ne of the most successful exhibits at the 1888 Exhibition was this wood and canvas
reconstruction of the fifteenth-century Bishop’s Palace which had stood in Glasgow’s Cathedral
Precinct just off the High Street. It had been demolished as early as 1792 to make way for the new
Royal Infirmary. The reconstruction was filled with a collection of stained glass, archaeological
relics and other exhibits of historical interest. See Jonathon Kinghomn, Glasgow’s International
Exhibition: 1888: Centenary Celebration (Glasgow: Glasgow Museums and Art Galleries, 1988):
16-18; Kinchin and Kinchin: 45.
1245co1tish Exhibition of History, Art and Industry, Glasgow, 1911: Official Guide: 15.
125Scottish Exhibition of History, Art and Industry, Glasgow, 1911 : Official Guide: 11.
1265cottish Exhibition of History, Art and Industry, Glasgow, 1911 : Official Guide: 13.
127Despite this, the Guide assures the visitor that:
An Clachan has not been undertaken as a commercial speculation, but with the
patriotic objective of arousing a greater interest in the Highland people, in their
traditions and customs, in their beautiful Gaelic language, literature and music, in
their distinctive Celtic art, and especially to afford a unique opportunity for
exhibiting and disposing of Highland Home Industries to the vast concourse of
people who will visit the Exhibition from many lands.
Scottish Exhibition of History, Art and Industry, Glasgow, 1911: Official Guide: 13.
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burning in the middle of the earth-floor, to the more up-to-date style of a
‘bien’ crofter’s cottage. The ‘By House’ adjoining with its Celtic
decoration, might be the Chief’s Castle, but is fitted internally as a Hall
to hold 350 people, where Gaelic and Scottish entertainments of all
kinds will take place. Visitors can enjoy many a sociable and happy
evening in ‘Talla mhor a Clachain.’

‘An Tigh Osda,’ or Village Inn, is also an important and picturesque
building, where the best of fare can be obtained, daintily served by
Gaelic-speaking maidens in homespun and tartan. ‘Uisge beatha’ is,
however, not on the menu, although the old apparatus of a smuggling
still may be seen on the outskirts of the Village.

Further on stands the Village store, where home industries of every
description can be bought. There is an immense assortment of Tweeds
..., rugs, plaids, stockings, homespun yarn, basket-work, carved
wood, etc., etc. The sellers are attired in the picturesque dress called
‘Arisaids,” which was worn by Highland ladies about 200 years ago.128

The Clachan was a popular feature of the Exhibition -- attracting as many as 700,000
visitors during the six month run of the event.129 With the profits from the Clachan
being shared by An Comunn Gaidhealach and the Highland Home Industries Co-
operative Council the context must be inclusive of the reality of Highland life, even if in
its reception and use the Clachan is tied up in a falsely nostalgic discourse. Indeed the
myth and the reality proved enduring features of the Scottish cultural context: despite
the demographic, political and social shifts of the intervening decades the success of the
Clachan in the 1911 resulted in its being used as a model for the 1938 Empire
Exhibition’s Clachan. There the mock-tartan discourse is repeated with equal success
pointing to the enduring nature of the myth of rural and Highland Scotland in the
collective imagination of the community.130

This restricting nostalgia is developed not just in the exhibits and the architecture of
the earlier event but also in its use of other forms, in particular theatre. The major
component of this was the pageants staged in the Exhibition’s Concert Hall:

These Living Pictures and Demonstrations will be of such a character as
to appeal to the patriotism of Scotsmen [sic] in a marked degree, and
should form an outstanding feature of the Exhibition.13!

The Pageant Committee (chaired by Professor Phillimore, of Glasgow University)
commissioned a number of specially written plays. George Eyre-Todd, who
contributed a play on the life of Burns to the programme, describes some of the features
of these pageants in his reminiscences Leaves from the Life of a Scottish Man of

1288 cottish Exhibition of History, Art and Industry, Glasgow, 1911: Official Guide: 35-36.

129w H Knight, Scottish Exhibition, 1911: Manager's Report (Glasgow: N. p., 1911): 7. The total
attendance to the Exhibition is given as 9,369,375.

1305ee below: chapter seven.

131Eoreword: ... Outstanding Features: ... Music and Entertainments.” The Scottish Exhibition of
History, Art and Industry, Glasgow, 1911 : Foreword (Glasgow: Nisbet, n.d. [19107]): 9.
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Letters. The subjects of the pageants are connected by their reference to the key
mythologised moments of Scottish culture and history. W H Knight’s Manager’s
Report highlights four plays: Robert Burns by George Eyre-Todd; Glasgow Cross and
Castle by Rev James Primrose and Graham Price; Mary, Queen of Scots by Sir George
Douglas; and Thomas the Rhymer by Macneil Dixon.132 However, Eyre-Todd’s
record of the productions is slightly different. The collaboration between Primrose and
Price -- “official teacher of elocution at the University [of Glasgow]’133 -- as somewhat
vaguely described by Eyre-Todd seems little connected with its ostensible subject of
Glasgow Cross and Castle as it was:

.. a tremendous show, consisting mostly, I think, of the Battle of
Bannockburn, and a dozen or so of pipers in complete Highland dress,
who kept marching across the stage with their pipes at full blast.134

The use of the ballad source for Thomas the Rhymer seems to offer a much more
coherent and focused production -- with Price as True Thomas being particularly
successful. It is on Sir George Douglas’s contribution that Eyre-Todd differs from
Knight’s report. Instead of Mary, Queen of Scots, Eyre-Todd remembers that
Douglas:

furnished a real drama in blank verse on the subject of Robert the Bruce,
[which] proved highly popular, and realised a profit of several hundred
pounds for the Exhibition.!35

Indeed it was Eyre-Todd himself who wrote a play on the subject of Mary Queen of
Scots for the Exhibition.136 Of the financial success of the pageants Eyre-Todd can
boast that:

These plays, staged in the great Concert Hall, attracted large audiences
and realised a handsome profit. The two which I myself wrote [Robert
Burns and Mary, Queen of Scots] produced no less a sum than £700,
quite a substantial contribution to the endowment to the Chair of
Scottish History and Literature.137

132g¢¢ Knight: 9.

133Eyre-Todd: 153. The post was later held by R E Jeffrey an early and highly influential drama
producer for the BBC in Glasgow, Aberdeen and London. See below: chapter six.

134Eyre-Todd: 153.

135Eyre-Todd: 153.

136See Eyre-Todd: 155. Like Robert Burns, Mary, Queen of Scots was produced by Percival Steeds
who contributed to many of the early drama productions of the BBC in Glasgow, and indeed was a
member of the Music and Entertainment Committee for the 1938 Empire Exhibition. Eyre-Todd
notes the great popular success of both his plays and notes that it was R B Wharrie, later of the
Scottish National Players, who appeared as Sir Robert Melville, in this second play.

137Eyre-Todd: 180.
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The sets of images of Scotland promoted at this event are not those of advances in
industry, manufacturing and new developments in the arts but are those of nostalgia.
In a general European context of modernity the tendency within the Scottish scene was
much more regressive. Even the architect of the 1911 Exhibition, Alexander Walker,
built traditionally and in a version of the vernacular. The exclusion of new architecture
from municipal and public building has been a continuing debate but its exclusion from
a context such as an exhibition is of note. The early Exhibitions in Glasgow are more
about the achievements of the past, more about retrenchment than about projecting an
image for the future. But Exhibitions offer a whole series of opportunities: to reassess
the past, not just represent it; to discuss the present, and not just for commercial and
marketing aims; and to set agendas for the future. 1911 completely denied these
positive opportunities. Shifts in the experience of the arts, technology and industry
across the period might present the 1938 event with a different set of criteria.
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The Scottish Scene: Cultural Contexts
‘... culture is, or ought to be, the study and pursuit of perfection ...."1

An examination of the contemporary political scene provides an important context and
background to the period, acknowledging as it does the ongoing debates around issues
of ‘Scottishness’. Whilst contemporary domestic politics is one axis against which to
chart the development of a media culture of equal import are the more general cultural
contexts. Underlying this study is a tripartite understanding of the Scottish cultural
scene in the early twentieth century. The period reveals the gradual modernisation of
some aspects of Scottish culture; in which an ideology of cultural mission, cultural
usefulness, is a constant feature of deepening influence; this connects with a general
and evolving entertainment environment which maintains and promotes an integrated,
socially and culturally complete system. The broad view of culture assumed in this
view of society is one influenced by many factors. This study must, therefore,
acknowledge a number of axes of potential understanding.

Introduction: the cultural system

The market-led theatre of the Victorian period, though inevitably precariously balanced
on the vagaries of the general economy, offered a complex set of different types of
entertainment. Melodrama, musicals, ballet, opera, literary theatre and music hall
coexisted and complimented each other so that a rich tapestry of theatre-based
entertainment was available in almost all areas of the country. This might be best
described as a theatre system held together by the touring syndicates.

Discussing theatre, film and broadcasting as a ‘system’ allows the critic to
understand culture and the arts as they are actually experienced by society as a whole
and by members of audiences in particular. It presents a context for the mass of
differing media, ideas, politics, forms and experiments of cultural activity without
splitting these into innumerable sets of discrete moments and genres. The use of the
term system -- perhaps suggesting process and reaction -- focuses attention on the
relationship between society and its culture. It reveals an essentially symbiotic
relationship acknowledging the organic quality of its association. It exists as a
changing and constantly evolving environment and because of this the term is perhaps
to be used more as a tool than as a strict model of understanding.

1Matthew Arnold, Culture and Anarchy: An Essay in Political and Social Criticism ed. J Dover
Wilson (1932. Cambridge: Cambridge U P, 1984): 72. Amold’s essay was first published in
book form in 1869, with a second edition including corrections and amendments in 1875 and a third
edition in 1882.
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In terms of British cultural policy what this ever-changing society developed
towards was a number of centralised and/or centralising institutions -- for instance the
BBC. In many ways such institutions and agencies are an investment, not necessarily
government sponsored, although this was increasingly to be the case, in the cultural
capital of the country. Whether the investment was to preserve or to develop remains
open to question. In passing, though, the BBC was established as an ‘independent’
company in 1922 and then licensed by Royal Charter in 1927. Although it clearly
demonstrated its policy of independence from direct government control in its coverage
of the General Strike, it was nevertheless more closely associated, at least in the
popular mind, with establishment cultural institutions and sources of finance rather than
with cultural groups and agencies like the British Film Institute, Kino and later the Arts
Council and Independent Television which exist within a different set of definitions of
‘independent’.

The alternative to the increasingly influential policies of cultural consensus and
containment combined with the industrial model of investment and economic expansion
was to confront the paradoxical cultures of Modernity, to make active use of the
European political inputs coming from, in particular, post-Revolutionary Russia, from
the increasing decadence (real and tangible, imagined and perceived) of the Weimar
Republic and the Bohemian atmosphere that typified the French experience as well as
responding to the US model of social and cultural activity. In short, the elements that
the alternative, non-industrial arts producers and institutions in Britain had to respond
to include the rise of the Communist Party as arts sponsor, of Workers’ Theatre and
centrally the new development of the discussion and debate that demanded the active
involvement with and interrogation of the political.

In the media of theatre and of film, economically more highly organised and
developed than some of the other arts, one can easily map these two elements (the
conservative and its alternative) onto the institutions and practices available -- but there
is also a kind of middle ground to be discussed, an aspect in the experience of the arts
that, in its scale, organisation and importance, is a new development. It seem as if
there is a discernible, if unequal, balance in the relationship that exists between the
institutions, practitioners, products and audiences of the media of film, theatre and
broadcasting.

At one level there is the phenomenon of film, of cinema and of theatre, wherein
each exists as part of a capitalist economy that is profit led and judged in terms of box-
office and perhaps also overseas trade. This is basically the mainstream element of the
equation.

At another level there exists film and theatre as part of a political project; in which
the arts are to play a crucially active part in social process, in the belief that such actions
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will be effective in contributing to fundamental changes in society. This tendency picks
up on the issues of revolution and of culture-in-crisis. It insists on the need to totally
re-evaluate and re-define itself. It is a debate of the Left which finds its focus around
the key questions of content, of audience, of organisation and of form.

Negotiating a position in some ways between these is that of theatre and film as part
of a perceived cultural mission -- educative, certainly, but not aligned to the Left. It
promotes a culture less politically confrontational than that which focuses on the Left
and often financially less secure than the culture of the mainstream.2 It is also the
category in which broadcasting in Britain tends to be located; certainly it might be how
the BBC in those decades (and even to present times) would have perceived and
interpreted its own role within British social and cultural life. It is in many ways a
discourse of public service. Indeed, the key institution which reflects the increased
social involvement of the state and its acknowledged cultural responsibilities is perhaps
the BBC: a ‘broadcasting authority thinly disguised as an arm of private enterprise yet
bearing a curious resemblance to an officially blessed monopoly.’? It may be
understood that this sector of cultural activity became that most closely associated with
state concern, intially through concern with the BBC as cultural provider but
subsequently as the area most actively supported by subsidy and grant.

Throughout the period, then, the spheres of culture and society’s arts existed in an
intense relationship with and in reaction to the problematisation of politics. Peter
Collier raises the problem in the essay ‘Dreams Of A Revolutionary Culture: Gramsci,
Trotsky And Breton’4:

The social responsibility of the intellectual and the relationship between
culture and politics have always been urgent questions. But there has
occurred an epistemological shift since the end of the nineteenth century.
The theories of Freud and the experience of the Great War came to
suggest an unconscious, irrational, lustful and destructive drive behind
culture as well as politics. An age-old belief in the meliorative tendency
of culture was shaken. And man’s [sic] most spectacular intellectual
advances -- that is, his scientific inventions and discoveries --
undermined the unity of art and science.’

It is important to note that the mainstream is, of course, just as political as the
alternatives -- but must efface this truth. Within Western Europe it is argued by left

2perhaps this is the cultural strand that moves towards and is attractive to state subsidy. Certainly this
is how the category develops in relation to film (beginning with the Government supporting the
films made by Films of Scotland for the Empire Exhibition of 1938 and this evolving towards a
British documentary movement).

3A Boyle, Only the Wind will Listen, 1972; quoted by Hall: 42.

4Collier, ‘Dreams Of A Revolutionary Culture: Gramsci, Trotsky And Breton,’ Visions and
Blueprints: Avant-Garde Culture and Radical Politics in Early Twentieth-Century Europe eds Edward
Timms and Peter Collier (Manchester: Manchester U P, 1988): 33-51.

SCollier, ‘Dreams Of A Revolutionary Culture’: 33.
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cultural theory that the liberal capitalist state will survive not through the naked exercise
of power but through the less obvious function of hegemony, which is worked through
the acceptance of the minority ruling class’s world view by the majority oppressed class
thus creating the phenomenon of rule by consent. This points to the theoretical inputs
of Antonio Gramsci. Collier discusses the Italian Marxist’s theory of culture:

Gramsci’s model of hegemony takes its authority from his
understanding of the process of socio-linguistic change, whereby a
prestige language secures the active consent of lower-prestige speech
communities. He argued that linguistic innovations radiate outwards
from a prestigious core or elite ...6

This cultural manifestation of the economic model of ‘uneven development’ offers clear
parallels with the development of a distinctive Scottish culture. This has been a central
point of debate for critics and practitioners since after the Union of the Parliaments of
Scotland and of England in 1707. However, such problems were foreshadowed by the
removal of the indigenous Scottish court (along with the Church the major source of
cultural patronage for native arts) with the Union of the Crowns in 1603. Critics have
argued that both Scottish culture and the Scottish economy have been reduced and
debased by the expanding sphere of influence of English and British society. In the
early twentieth century while the mobilisation of national identity within politics and the
arts was certainly to prove influential, the pervasive tone of period emerged from a
rather different system of cultural values.

Cultural mission

Stemming from the Victorian period and the political, social and cultural projects of
groups like the Independent Theatre Society and the Fabians, there emerged in the early
part of the twentieth century a new vision of the usefulness of culture, of culture as
morally enlightening and socially beneficial. The ideas and the ideals that underlie the
notion of such arts activity with what might be termed a ‘cultural mission’ are those
influenced by Matthew Armold, in particular in his essay Culture and Anarchy 7 In the
twentieth century the ‘improving’ role of culture as articulated by Arnold is developed
and used in different ways by groups and organisations as diverse as the Fabians, the

SCollier, ‘Dreams Of A Revolutionary Culture’: 35.

"In the Preface to Culture and Anarchy Amold writes that:
The whole scope of the essay is to recommend culture as the great help out of our
present difficulties; culture, being a pursuit of our total perfection by means of
getting to know, on all matters which most concern us, the best which has been
thought and said in the world; and through this knowledge, turning a stream of fresh
and free thought upon our stock notions and habits, which we now follow staunchly
but mechanically, vainly imagining that there is a virtue in following them
staunchly which makes up for the mischief of following them mechanically.

Amold: 6.
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Repertory Theatre movement, the BBC under the leadership of John Reith and in the
1920s and 1930s by the cultural groups associated with the Left (Workers’ Theatre,
Kino and the Clarion groups). All these agencies focus on the social use of culture as
both educative and improving. Within this context ‘culture’ is redefined in a number of
different ways: to extend the understanding of culture to both ‘high’ and ‘popular’ arts;
to encompass the new media of film and wireless broadcasting; to contain mainstream,
progressive, popular and politically motivated theatre and arts; as empowered to counter
or to support the hegemony of the state. The main development, however, was not
only to see cultural products as more than just social signifiers, the fundamental shift is
towards the state’s increasingly active participation with cultural agencies and
producers. Itis a dominant view that an ideology of cultural mission was not rendered
explicit within British culture until the 1950s with the mature evolution of the Arts
Council and the creation of Independent Television as a commercial counterpoint to the
broadcasting strategy of the BBC. What this study proposes is that this tendency may
be identified more clearly as an important strand in early twentieth century cultural life,
and will question how the desire to participate in and to improve both culture and
society was developed by the new media of film and radio.

While this discourse of cultural mission does articulate a positive role for the
producer, it also allows a deeply felt split to develop between cultural activity with the
implicit or explicit purpose to reveal truth, to inform, to educate, to test the audience
and other cultural activity -- wherein the audience is essentially passive -- which is
recast as ‘mere entertainment’. With the rise of socialism and the currency of Marxist
ideology for the twentieth centufy the point of conflict is popular culture and the cultural
interests and activities of the ‘masses’. Arnold’s view of culture implicates the
hegemony of the modern state. For Arnold culture is the force that can unify the
fragmented society. He considers that:

Plenty of people will try to give the masses, as they call them, an
intellectual food prepared and adapted in the way they think proper for
the actual conditions of the masses. The ordinary popular literature is an
example of this way of working on the masses. Plenty of people will
try to indoctrinate the masses with the set of ideas and judgments
constituting the creed of their own profession or party. Our religious
and political organisations give an example of this way of working on
the masses. I condemn neither way; but culture works differently. It
does not try to teach down to the level of inferior classes; it does not try
to win them for this or that sect of its own, with ready-made judgements
and watchwords. It seeks to do away with classes; to make the best that
has been thought and known in the world current everywhere; to make
all men live in an atmosphere of sweetness and light, where they may
?}fe ideas, as it uses them itself, freely, -- nourished and not bound by
em.

This is the social idea; and the men [sic] of culture are those who

have had a passion for diffusing, for making prevail, for carrying from
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one end of society to the other, the best knowledge, the best ideas of
their time; who have laboured to divest knowledge of all that was harsh,
uncouth, difficult, abstract, professional, exclusive; to humanise it, to
make it efficient outside the clique of the cultivated and learned, yet still
remaining the best knowledge and thought of the time, and a true

source, therefore, of sweetness and light.8

Whether such idealistic motivations were behind the cultural mission undertaken by
Reith at the BBC is debatable, although the project is in many ways similar.
Institutions and individuals who, like Arnold, perceive the potential social and political
influence of cultural activity tend to function outwith the mainstream entertainment
economy. Within the model offered by Arnold, in which culture may be transformed
into prestige product, such a shift, in organisation and production, is symptomatic.
Such producers tend not to be part of the mainstream commercial sector -- by 1927 the
BBC is a non-profit making corporation, by 1938 state funding is being directed
towards cultural events and products. Indeed, it may be argued that such institutions,
texts and representations exists in parallel with and, within a political discourse,
function to counter the hegemonic influences of, for example, West End theatre and
Hollywood film. The arts sector with what might be described as a political discourse,
or agenda, exists to counter cultural activities which are exclusive (of audience, of
particular social groups, of politics, of popular culture, of high culture) and seeks to
present a range of representations and forms. It is necessarily a wide section of the
cultural environment because in practice it contains the broad spectrum of political
ideologies. It is, after all, a sector able to contain the establishment cultural prejudices
of the pre-War BBC, the socialist projects of both the Fabians and the Workers’
Theatre, the nationalist impulses of the Abbey Theatre and the Scottish Literary
Renaissance. Because of its widespread validity, is the term ‘cultural mission’ of any
real use? The phrase identifies the underlying arts programme that is at work in the
period up to the beginning of World War II and signals the way ahead for arts policy
after 1939. It is the area of culture that most easily gravitates towards state subsidy; it
is the area of cultural activity which the Council for the Encouragement of Music and
the Arts (CEMA) and then the Arts Council will validate as valuable, as adding to
society’s general well-being and success. It is an area of the arts in which the agenda is
concerned with indigenous arts production in ways that the economic goals of the
mainstream and commercial sectors really cannot contain and support. As suchitisa
valuable and useful term to introduce into an analysis of arts and leisure in Britain --
simply because of the cultural and social dominance it ultimately achieves. This study
follows the period in which the ‘cultural mission’ is the implicit project for many new
developments in the entertainment environment. In the subsequent period of war and

8 Arnold: 69-70.
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reconstruction the implicit project is rendered explicit as it is placed firmly on the state’s
agenda with the public funding of the arts.

Within the strand of the media associated with the cultural mission, nationalism, or
at least national identity, becomes an issue in ways unimportant or untenable in relation
to the other aspects of the contemporary cultural scene (the Left -- mobilised by
ideologies of Marxism and internationalism -- or the mainstream -- determinedly
capitalistic and market-led). This, then, becomes one area in the broad base of cultural
activity in Scotland during the period which is essentially linked to the political context
and the Scottish Renaissance. Indeed those art producers and products that might be
included under the terms of the cultural mission were interested in providing images
and representations of Scotland and as such did sponsor, promote and use new writers,
new practices and even new venues.

The two major innovations into the cultural and entertainment environment around
the twentieth century are two new forms of technology: film and radio. Both
fundamentally alter the nature of the arts in Britain. The introduction of wireless
broadcasting in Britain produced a quite different set of problems to those associated
with the intervention of film and the subsequent development of theatre in the same
period. From the start it did not offer the programme of populist entertainments with
which film threatened popular and mainstream theatre. With the dominating ethos of
broadcasting as public service, radio developed a new and influential set of ideologies.
More than any other part of the cultural scene of the interwar period it was the
institution of the BBC that most fully articulated a discourse of cultural mission. As
such the impact of the BBC is only partially containable within the existing cultural
experience -- it created a new version of culture, with new prejudices and new values.
Film had fitted into the existing environment -- initially quite literally by music hall and
variety managers programming film in a variety bill and later by exploiting the
entertainment role of the theatre and by copying or taking-over the infrastructure of its
exhibition circuit. Ultimately, however, this allowed for a more covert intervention of
American business, culture and ideology. Working from within the business
economies of the popular theatre and increasingly replacing the audience for touring
stage drama with one for films the business interests of Hollywood were able to change
the face of British culture. Radio had a different project. Over a much shorter period
of time its effects were just as challenging. Radio shifted the emphasis of the
experience and the role of culture in Britain: this an aspect of broadcast history
examined by Paddy Scannell and David Cardiff.?

9See Paddy Scannell and David Cardiff, ‘Serving the Nation: Public Service Broadcasting Before the
War.” Bemard Waites, Tony Bennett and Martin Graham, eds, Popular Culture: Past and Present
(London: Croom Helm/Open U P, 1982): 161-88; and Social History of Broadcasting: volume 1:
1922-'39: Serving the Nation (Oxford: Blackwell, 1991). -

57



The BBC developed the ideologies of the educational value and usefulness of
cultural activity that the independent theatres had used, that the repertory theatres
developed and that amateur arts activities expanded. Broadcasting in Britain, typically
of those arts practices within the general scope of the cultural mission, might have been
compromised by the consequences of modernisation:

The appetite for entertainment had been growing and the machinery for
duplicating the printed page, the phonograph record, and eventually
motion-picture brought quantity production into this field.10

Using and developing the technology of the age was a key feature of the BBC’s cultural
policy but equally the BBC:

... resisted many of the values which often went with them. Reith and
his colleagues ... believed that interest in education, the growth of
public libraries and a diffusion of knowledge were just as active forces
in a democratic society as the drive for ‘superior entertainment’. They
did not hesitate to oppose tendencies which are now thought to be
‘inevitable’ tendencies of our age, and sought neither to drift with the
tide of ‘mass culture’ nor, in the modern idiom, to treat people as
masses and ‘manipulate’ them. Wireless to them was an instrument of
public gﬁod not as a means of handling people or of ‘pandering to their
wants’.

The hegemony of the Hollywood product as entertainment continued to marginalise
the role of indigenous British film production. The response was the development of
the public service role of the arts. Film in Britain depended on Hollywood imports,
indigenous film making was enthusiastic and often of high quality but had too early in
its history been colonised by America for it to match its economic power and cultural
pervasiveness. That British film was to become more associated with the documentary
movement than with feature films points to this economic reality and is suggestive of
the ubiquity of the ethos of public service. Broadcasting, of course, existed within the
improving discourse of Reith’s BBC, while theatre in the interwar period was split
between the popular and entertaining theatre of the West End and a different theatre to
be valued for its literary worth and social cachet. In short, by World War II indigenous
British culture was less easily the environment of entertainment than it had been at the
end of the Victorian period and was much more part of the hegemonic infrastructure of
the state. The multi-faceted system of the earlier context was, by the end of the 1930s,
much more clearly divided into opposing interpretations of the social role of (high)
culture on the one hand and an entertainment sector, a popular culture -- dominated by

10G Seldes, The Public Arts (1956); quoted by Briggs, The History of Broadcasting in the United
Kingdom: volume 1: The Birth of Broadcasting (London: Oxford U P, 1961): 6.
Briggs, The Birth of Broadcasting: 6-7.
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imported feature films -- on the other. Negotiating a way into this environment was a
discourse that had been developing throughout the period but was to come into its own
in the post-war period. The challenge of arts with a social role to play, those with a
cultural mission, shifted from being a radical discourse at the start of the twentieth
century (being associated with socialism and, in particular, the Fabians) to being
representative of the respected set of values of the cultural establishment after World
War IL

The mechanism and the results of this complex intervention of popular culture are
the subject of the theory of the state articulated by Antonio Gramsci in The Prison
Notebooks'?2 Gramsci’s Marxist view of the state is of a modern hegemonic agency
fundamentally enmeshed in the administrative and psychic infrastructure of society.
The importance of Gramsci’s perception of society is the emphasis placed on the role of
culture as a central factor in the activities of the state. In society cultural activity is
invested with the responsibility of upholding and developing, or revealing and
debunking, the hegemonic power of the state. The intervention of the state into the arts
will tend to be about consolidation and will uphold the dominant and preferred
ideologies of that state. The state can sponsor new forms and new institutions, or
appropriate existing ones. This is what happened to both the BBC and to the repertory
theatre. From being the challenge to the bourgeois, safe and unproblematic theatre of
the Victorian Age it was, in the course of the first decades of the twentieth century
subsumed within the hegemony of ‘establishment’ culture. The potential of this theatre
as ‘counter culture’ was effectively effaced as it became naturalised as a producing
system and legitimised as upholding the ‘best’ of culture, the ‘sweetness and light’ that
Arnold describes. This was rather different to the experience of both film and
broadcasting in the period. Within the British film context, economically subordinate to
the dominant Hollywood industry and increasingly under the sway of the cultural
hegemony that the American product, a distinctive form was to evolve which
acknowledged the increasingly powerful discourse of culture as educative, as
improving, as being about more than entertainment. The industrial grip of the
Hollywood industry shifts the balance of power in film culture towards America but in
Britain a new specialisation develops which was not entertainment film per se but the
documentary, a form with an information-based agenda.!?> There emerged a sector

12 Antonio Gramsci, Selections from the Prison Notebooks (London: Lawrence and Wishart, 1971).
13Forsyth Hardy, writing in 1947, notes that:
There is no novelty today in the claim that documentary is the distinctively British
contribution to cinema. ...
It is not difficult to find the basic reason for the continuity of documentary in
Britain. In the British tradition, documentary stands essentially for a social use of
film. Those who launched and have sustained the movement were interested in film
primarily as a medium for social education; although there have been periods of pre-
occupation with form and style, the aesthetic interest, in any final analysis, has
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both distinctive from the entertainment product and part of the development of a state-
associated culture of information and education. Whilst from its instigation
broadcasting in Britain was more directly shaped by the state and strategies of the
cultural mission that are part of the public service project.

Stuart Hall, in his essay ‘Popular Culture and the State,” argues that ‘the British
state has always played a crucial role in conforming popular culture to the dominant
culture.’14 Part of the arts activity of the early part of the twentieth century may be seen
to confirm this view. Theatre activity was many and varied but over the course of the
century a standard, based on the repertory theatre model, was established. This
dominant model invested both financial and cultural capital in a form of theatre that, at
the start of the period was politically, socially and artistically challenging. Later in the
twentieth century it has been effectively neutralised -- integrated into the hegemonic
value systems of the wider society and effectively institutionalised by the establishment
of institutions like the Shakespeare Memorial Theatre, CEMA and the Arts Council.
The dominant cultural policy and cultural projects associated with a group like the
Fabians have been stripped of their ‘counter’ political edge and have been incorporated
into a vision and use of culture legitimised by the state. The role of the Left then
consolidates around its traditional role of education and improvement for the workers
which in the course of the twentieth century was first influential and widespread but
increasingly became isolated into smaller areas of influence.

The role of the state in this evolutionary development only becomes explicit around
legislative and institutional intervention -- for example, the creation of CEMA.
However, as Hall points out, the state’s facilitations and mediations in the sphere of
culture (both elite and popular) have been an often covert function of the legal system,
religious practices, educational prejudices, indeed, in general, under the influence of the
civil society. In this model both the cultural forms and practices, and the role and the
nature of the state shift and change over time. Changes can be both evolutionary and
revolutionary. In the period from the late Victorian Age to the outbreak of World War
II, the cultural forms that society encouraged and supported changed to encompass
advances in technology, developments in the aesthetic context, artistic experimentation
and the increasingly direct role of the state in the everyday lives of the community.

The state in nineteenth century Britain is characterised by its laissez-faire
involvement with both economy and society. The market was left to regulate the
expansion of successful British industry and it was under duress that the state

always been secondary. As the need for the social use of films has been increasingly
recognised, so has the movement steadily grown.
Forsyth Hardy, ‘The British Documentary Film,” Twenty Years of British Film: 1925-
1945 eds Michael Balcon, Emest Lindgren, Forsyth Hardy and Roger Manvell (London:
The Falcon Press, 1947): 45.
14Halt: 23.



introduced legislation to monitor and implement health and safety, suffrage and minimal
education rights for citizens. However, into the twentieth century the state’s sphere of
social influence expanded. Indeed, as Hall suggests, ‘The twenticth century ... has
seen the growth of the all-encompassing state, from the cradle to the grave.’!5 The
political and social effects of this may be traced in the expansion of government
ministries, the development of legislation that the nineteenth century would have
interpreted as interventionist, the expansion of welfare programmes, education system,
centralised fiscal and economic policies and the expansion of government departments
(for instance in this period the Scottish Secretary develops towards full cabinet status
reflecting the expansion of state into the active government of the country). Less easy
to dissect is the state’s encroachment into the culture of the civil society and the
involvement with the role of popular culture. It is easy to point to moments of direct
legislation (for example, the Cinematograph Act, 1909 and the 1927 Cinematograph
Films Act), more obscure is the point when the state declares responsibility for the
development, the accessibility, indeed, even the definition of culture.

The aesthetic and the theatrical projects and experiments of the period prior to the
establishment of CEMA seem to point the way towards the kind of cultural product that
the British state will support and promote. It is a cultural product that, while certainly
about entertainment, is more centrally concerned to both educate and inform -- in short,
it advances a policy of arts with some kind of cultural mission. As Hall points out,
however, it is true to say that the role of the British state in the cultural life of its citizens
is less formalised and less overt than for many other European states: CEMA, the Arts
Council, even the Department of Education and Science are a far cry from having a
Ministry of Culture.16 Yet the role of the state is an important and influential one, in
many ways more influential than the pressure exerted by the institutions of (civil)
society in general (the state per se is more effective than the society which legitimises
it).

Of course the British state has assumed wide responsibilities for the
conditions of culture in a broader sense. Especially through its
education systems, it assumes responsibility for the definition and
transmission of cultural traditions and values, for the organization of
knowledge, for the distribution of what Pierre Bourdieu calls ‘cultural
capital’ throughout the different classes; and for the formation and
qualification of intellectual strata -- the guardians of cultural tradition.
The state has become an active force in cultural reproduction.t’

15Hal: 26.
16See Hall: 37-38.
17Hal1: 38.
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Hall argues that this process was particularly marked at the end of the nineteenth
and beginning of the twentieth century when social and cultural requirements,
technological and political contexts reset the state as fundamental to the dissemination of
culture. In this indigenous and local cultural activities may fall outwith the legitimised
cultural capital of the state, and yet be fundamental to the identity used and referred to
by the civil society. This is the perceived lack for ‘Scottish culture’ within the context
of British arts. Increased centralisation and bureaucratisation of the arts community and
cultural institutions towards the metropolitan core can produce an intractable gap
between the respectable culture of the centre and the barbaric, parochial, dangerous arts
of the periphery: a periphery which may then be recast as ‘other’. Within that context,
however, the same technological, political and social advances are imposed and
experienced but they will be interpreted and used with reference to the local and the
indigenous as well as to the national and the international.

Within Scotland the period from the 1880s on into the new century throws into
relief many of the problems experienced by modem industrial and peripheral societies.
For Britain it was indeed the ‘period of profound historical transformation’18 that Hall
identifies. Economically the dominant lead that Britain’s early industrialisation had
produced was swept away as the other major world powers attained equal levels of
industrial advancement and pursued similarly expansionist strategies of colonialism: in
terms of output Britain’s productivity was surpassed by its major rivals Germany,
Japan and the USA.19 Domestically Hall notes that:

. this break-up of past economic supremacy triggered off a
fragmentation and reconstruction of political parties, formations, and
philosophies. Laissez-faire political economy and political
individualism, which had been pivotal to the parties and ideas of liberal
reform (the dominant political philosophy of the middle of the century),
lost their hegemony and new political formations emerged, totally
transforming the political scene. The modern forms of mass-industrial
labour first appeared in this period, giving rise to new types of labour
organisation (the general trade unions for semi-skilled and unskilled
labour, replacing the craft unions and skilled ‘aristocracies of labour’
which had dominated trade union and radical-liberal politics earlier in the
period). Eventually, this social force broke its alliance with the radical
tail of the Liberal party and emerged on the political stage as an
independent ‘party of labour’ -- the Labour Party. Women entered the
struggle for mass political enfranchisement.20

This final push towards universal suffrage combined with the increased participation of
the state in the fields of education, home affairs like public health and economic policy

18Ha11: 38.
19Hal1: 38.
20Ha11: 38-39.
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changed the very nature of the state. In Britain the increasing participation of its
citizens in electing government and empowering the state ensured that more account had
to be taken of the community as a whole. In this context social and cultural policy
became important areas of division between political parties.

Modernity

In the period around and between the Exhibitions of 1911 and 1938 the discourses of
cultural modernism, political upheaval and violent war all contributed to the
development of the social, political and cultural scene but, at least of equal importance,
advancements in technology also ensured decisive change. While the 1911 Exhibition
struggled to incorporate the art of modernity, by 1938 the new and the experimental
was, on some levels at least, to be exploited and celebrated. Political and cultural
trends and movements are unpredictable and often contradictory but technology exists
in fundamental forward motion, building on past successes and failures certainly, but
always projecting onwards. This was one of the essential lessons of Modernism, a
cultural movement that used the new, the challenging and the technological to develop a
language that signalled dissatisfaction with the old order, the old canon, the cultural
nexus that had dominated previous arts activity. As the period of this study is
coincident with that of the aesthetic projects of Modernism, some beginning must be
made to suggest a working understanding of and definition for the artistic movement
that most influentially of all shaped the early part of the twentieth century.

Immediately what must be clear is that Modernism is not a single and easily defined
aesthetic tendency or genre. Within the wider understanding of Modernism is a whole
series of aesthetic movements and experiments in culture. Edward Timms, introducing
a collection of essays on the meaning of the urban cityscape from 1910 to 1930, points
the way into this essentially modern and urban artistic scene: ‘The poets and painters of
the city were cosmopolitan, and it was the interaction between different cultures which
generated the most complex images.’2! The art of the period is typified by this mixing
of media and of genres and by a Renaissance-like willingness on the part of the artistic
to crossover cultural and technological boundaries. This is combined with an equal
exposure of audiences to manifold different experiences of what ‘art’ or ‘culture’ might
be. For instance, the Surrealist movement is just one of the Modern movements where
artists from many different disciplines meet (intellectually and in fact) to produce
poetry, commercial art, fine art and even film. Cultural expansion is not just
experienced within arts practice. The whole of the media is expanding. Audiences are
increasingly exposed to print journalism, political debates and magazine culture,

21Timms, ‘Unreal City -- Theme And Variations.” Introduction. Unreal City eds Timms and Kelley:
1.
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indigenous and touring theatre, whilst most revolutionary of all, advances in
technology allow new means for the communication of ideas. Allan Bulloch’s view of
“The Double Image’ of the Modern experience?2 focuses on just this ‘creation (and use)
of the modern media’. He notes that:

In 1896 Alfred Harmsworth began publishing the Daily Mail, a
landmark in the history of popular journalism. The year before the
Lumiére brothers had invented the cinematograph, and Marconi wireless
telegraphy.’23

From this point the cinema continues to develop in quality and scope and broadcast
radio alters the very nature of the domestic experience. Eric Hobsbawm discusses this
shift:

... [the] technical revolution [had] already created an entirely new
dimension of the life between the wars. In addition to the traditional and
declining music-hall and the equally old-fashioned but expanding
‘palais-de-danse’, two technologically original forms of entertainment
triumphed after 1918: radio and cinema. Of these the first was more
revolutionary than the second for it brought round-the-clock
entertainment ready-made into people’s actual homes for the first time in
history, though it was not the primary purpose of the uncommercially-
minded public corporation which controlled it, the BBC.4

The use and the understanding of these technological and cultural advances exists
originally as a European cultural discourse. The Modern, while certainly having
distinctively national manifestations (Italian Futurism, Russian Futurism, German
Expressionism), could also exist as a catholic discourse that provided a theoretical
framework which was about being new, challenging and, above all, exciting. So
whilst aspects of the movement are often described in geographically specific terms,
Malcolm Bradbury and James McFarlane in the volume Modernism: 1890-1930 agree
that ‘one of the defining features of Modernism has been the breaking down of
traditional national frontiers in matters of literary and cultural concern.’?> Indeed these
commentators reiterate the point when they note that, ‘... the essence of Modernism is
its international character -- one critic,26 indeed, has argued that ‘Modernism, in short,
is synonymous with internationalism’.’27 How, then, has this boundary crossing

22Described in his essay “The Double Image.” Allan Bulloch, ‘The Double Image,” Modernism:
1890-1930 eds Malcolm Bradbury and James McFarlane (1976. Harmondsworth: Penguin, 1986):
58-70.

23ulloch, “The Double Image’: 60.

24E J Hobsbawm, Industry And Empire: An Economic History of Britain Since 1750 (London:
Weidenfeld and Nicolson, 1968): 186. _

25Bradbury and McFarlane, Preface. Modernism: 1890-1930: 14.

26Whom they note as A Alvarez in Beyond All This Fiddle: Essays, 1955-1967 (London, 1968).

27Bradbury and McFarlane, “The Name and Nature of Modernism’: 31.



discourse been picked up and used in a Scottish context? Indeed, did it prove in any
way relevant for Scotland, a society on the periphery, on the very edge of Europe?

In an overview of the contemporary Scottish scene such aesthetic experimentations
and activities do indeed seem oddly lacking: there is the impact of Charles Rennie
Macintosh and the Glasgow School;28 and later in the period Hugh MacDiarmid,
through his poetry and his criticism, thrusts Scottish letters on the stage of European
Modernism. But these are, perhaps, isolated incidents, single flourishings. Despite the
achievements of the Glasgow School and the importance of the literary renaissance,
Scotland cannot boast the artistic outputs of a Paris, a Berlin, or even a London, where
schools, movements, or just coteries developed and ensured a degree of momentum be
maintained to encourage artistic activity and experimentation. Scottish culture is,
perhaps, rather outside the developments of cutting-edge Modernism. Scottish culture
is aware of Modernism but it is not a central part of the debates and projects.2?
However far removed from the aesthetic debates of the time Scotland essentially
remains part of the modem world -- both economically and industrially, politically and
socially and in terms of cultural provisions.

Timms writes:

A crucial factor was not merely the overwhelming size of the
metropolis, but also the dynamic acceleration of urban and technological
development. Within a single life-span a rural community might be
transformed into an industrial conurbation.30

Certainly aspects of such modernity are familiar within the Scottish context. Timms’s
project is centred on the nature and the significances of the urban itself -- the artistic
importance of the ‘city’ -- the social and cultural metamorphosis of spaces. For such a
transformation to occur, however, there must also be revolutionary shifts in a society’s
overall demographics. As T C Smout’s A Century Of The Scottish People, 1830-1950
shows this is just what happened within the rural and industrial communities of
Scotland:

As the city rose, the countryside, ultimately, declined. In 1851, 30 per
cent of the male employed population worked directly in agriculture:
there were still more people, men and women, engaged in farming than
textiles and mining put together, and most rural areas had been enjoying
a rising population for a century. By 1901, the proportion of male
workers who were employed in farming had dropped by one half to 14
per cent, and by 1951 to less than 10 per cent. At the same time the
urban concentrations of the Central Belt drew from the village and the

285ee Eadie, Movements of Modernity: The Case of Glasgow and Art Nouveau.

295ee Tom Normand, ‘Scottish Modernism and Scottish Identity,’ Scotland Creates: 5000 Years of Art
and Design ed. Wendy Kaplan (London: Weidenfeld and Nicolson, 1990): 162-184.

30Timms, ‘Unreal City -- Theme And Variations’: 3.
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small remote town; a ring of counties on the periphery of Scotland, in
the far north and the south as well as in the Highlands, reached their
historic peak in the middle decades of the nineteenth century and then
steadily fell in numbers while the population of Scotland continued to

grow.3!

Smout places the Scottish element of this in the wider context that is the locus of
Unreal City:

The combination of rural depopulation and city growth was not peculiar
to Scotland; it was equally to be found in England and Wales and
ultimately throughout the whole of Europe, though it occurred earlier in
the UK than in other countries. It is what happens when
industrialization creates a demand for labour in the towns and stimulates
the countryside to produce more food with fewer hands, and when the
life of the town comes into popular culture to seem more real and
desirable than life in the country.32

This ongoing demographic and cultural process creates social needs in the
industrialised cities. In the new world of the twentieth century -- particularly in the
harshness of the years after the Great War -- the depressed economies of the world, the
General Strike and the rise of the established Labour Party33 revealed that British
society had to face the advancing modernisation of politics and of the political which
were the implicit products of the period. Yet the issues raised by the rise of socialism,
communism, the demise of Liberalism, the vogue of nationalism and the social shifts
they resulted in were the very ones which caused establishment interests and even the
middle class to regard change with, at the very least, unease. Such shifts were

31Smout, A Century of the Scottish People: 58. In his study of the cultural and social parallels
between Scotland and Quebec, Ian Lockerbie notes that this shift plays an important role in the
development of the indigenous arts of these peripheral cultures:
The ready interaction between Scots and French Canadians points to an affinity in
character and outlook between the two peoples. At the time of the first contacts both
were rural peoples, reared in not dissimilar northemn landscapes where conditions were
harsh. In both communities religion played an important role, as much in a social as
in a spiritual sense. If the Scots, in many cases, had been the victims of expulsion
from their land, the French Canadians also were no strangers to suffering at the hands
of foreign landowners: in their case British Canadians who had taken over many of
their seigneuries after the Conquest of 1759. Historical evolution was to trans form
both these rural peoples into urban dwellers, but for a substantial proportion of them
their lot in the towns continued to be one of hardship, through overcrowding in
industrial slums. Hence in the collective memory of each people a nostalgia for their
pre-industrial rural society and a strong attachment to their past. The motto of
Quebec: Je me souviens could also be Scotland’s.
Ian Lockerbie, ‘Scotland and Quebec,’ Image and Identity: Theatre and Cinema in Scotland and
Quebec ed. Lockerbie (Stirling: The John Grierson Archive, 1988): 5-6.
32Smout, A Century of the Scottish People: 58.
33But interestingly after the General Strike the role of the Trade Unions was not to recover its position
at the point of becoming a major player in the ongoing politicisation of the culture. Indeed it
might be argued that established trade unionism was not even to recover its bargaining position
until after 1945.



interpreted as ensuring that the society would split, most problematically, along notions
of class.

Within Modernism there can be an active politicisation of culture (more or less
directly related to the influence of Marxism). This means, for many artists and critics,
that the ‘crowd’ is transformed into the ‘mass’. Referring to the development of ‘mass
communications’, Raymond Williams discusses the term ‘mass’:

‘Masses’ had been the new nineteenth-century term of contempt for
what was formerly described as ‘the mob’. The physical ‘massing’ of
the urban and industrial revolution underwrote this. A new radical
class-consciousness adopted the term to express the material of the new
social formations: ‘mass organisations’. The ‘mass meeting’ was an
observable physical effect. So pervasive was this description that in the
twentieth century multiple serial production was called, falsely but
significantly, ‘mass production’: mass now meant large numbers (but
within certain assumed social relationships) rather than any physical or
social aggregate.34

In the twentieth century, though, the ‘mass’ can take on a materialist guise: a term
not so much of contempt but control, used by the middle class to render the ‘proletariat’
characterless in all but economic role. Walter Benjamin discusses the role of the mass
in “The Work of Art in the Age of Mechanical Reproduction’:

The mass is a matrix from which all traditional behaviour toward works
of art issues today in a new form. The greatly increased mass of
participants has produced a change in the mode of participation. The
fact that the new mode of participation first appeared in a disreputable
form must not confuse the spectator. ... Clearly, this is at bottom the
same ancient lament that the masses seck distraction whereas art
demands concentration from the spectator. That is a commonplace. The
question remains whether it provides a platform for the analysis of the
film. A closer look is needed here. Distraction and concentration form
polar opposites which may be stated as follows: A man who
concentrates before a work of art is absorbed by it. He enters into this
work of art the way legend tells of the Chinese painter when he viewed
his ﬁn%ghed painting. In contrast, the distracted mass absorbs the work
of art.

As Gareth Stedman Jones notes in an article on ‘Working-Class Culture and Working-
Class Politics in London, 1870-1900 ..."36 it was a feature of the Modern period ‘that
middle-class observers began to realize that the working class was not simply without

34williams, Television: 23-24.

35Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduction,’ Illuminations trans
Harry Zohn, ed. Hannah Arendt (London: Cape, 1970): 241.

36Gareth Stedman Jones, ‘Working-Class Culture and Working-Class Politics in London, 1870-1900:
Notes on the Remaking of a Working Class.” Journal of Social History T (1974): 460-508.
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culture or morality, but in fact possessed a ‘culture’ of its own.’37 Part of that
(popular) culture is of the fairs, popular theatricals and music halls of the period; a
culture increasingly under pressure from a bourgeois ideology that reduces the culture
and the audiences to ‘mass’. It is a culture essentially, but not exclusively, of the
towns. It is an urban culture and industry, but in a social environment vacated by the
middle class who had moved either geographically to the suburbs or morally away from
all but the most respectable of the Theatres Royal or the intellectually challenging, but
essentially minority, independent theatre of the 1890s.

One of the most common features of the art of Modernism is its (re)use of the codes
and conventions of other cultural practices: Terry Eagleton notes its fundamental
reference to realism.38 But Modernism is also self-referential; it comments on its own
identity, its own nature in its moments of creation and consumption. As such one of
the key features of the artist working within a discourse of Modernism is her/his
awareness of the cultural and social context -- the latter being particularly important for
those elements of Modernism that take on board an active socio-political role.

Malcolm Bradbury provides an interesting axiom: ‘Realism humanizes, naturalism
scientizes, but Modernism pluralizes, and surrealizes.’3® One of the roles of
technology in the twentieth century has been of multiple reproductions, the universal
availability of knowledge and information: it is a role of plurality that art prior to ‘the
age of mechanical reproduction’ did not permit. It is a process that demands the
politicisation of art and culture:

The growing proletarianization of modern man and the increasing
formation of masses are two aspects of the same process. Fascism
attempts to organize the newly created proletarian masses without
affecting the property structure which the masses try to eliminate.
Fascism sees its salvation in giving these masses not their right, but
instead a chance to express themselves. The masses have a right to
change property relations; Fascism seeks to give them an expression
while preserving property. The logical result of Fascism is the
introduction of aesthetics into political life. The violation of the masses,
whom Fascism, with its Fiihrer cult, forces to their knees, has its
counterpart in the violation of an apparatus which is pressed into the
production of ritual values.

All efforts to render politics aesthetic culminate in one thing: war.
War and war only can set a goal for mass movements on the largest
scale while respecting the traditional property system. This is the
political formula for the situation. The technological formula may be
stated as follows: Only war makes it possible to mobilize all of today’s
technical resources while maintaining the property system. ...

37Jones, “Working-Class Culture and Working-Class Politics ....": 463.

38Terry Eagleton, Walter Benjamin, or Towards a Revolutionary Criticism (London: Verso Editions
and NLB, 1981). Especially part 2, section 1: 81-100.

39Bradbury, “The Cities of Modemism,” Modernism: 1890-1930: 99.
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‘Fiat ars - pereat mundus,’ says Fascism, and, as Marinetti admits,
expects war to supply the artistic gratification of a sense of perception
that has been changed by technology. This is evidently the
consummation of ‘I’art pour I'art.” Mankind, which in Homer’s time
was an object of contemplation for the Olympian gods, now is one for
itself. Its self-alienation has reached such a degree that it can experience
its own destruction as an aesthetic pleasure of the first order. This is the
situation of politics which Fascism is rendering aesthetic. Communism
responds by politicizing art.40

At all times during this period society is in flux; involved with complex internal re-
negotiations to deny revolutionary, or even just fundamental, social change and yet
fascinated by and drawn to the art products of that same modernising force. On the one
hand an artistic celebration of the new, the cutting-edge, the ‘Modern’ -- on the other a
recoil from this and a series of policies of retrenchment and consensus. In terms of a
theory of culture this is reflected in the view that Modernism is a development of the
nineteenth-century form of Realism. For instance, Bradbury and McFarlane consider
that:

... it [Modernism] has also been seen as a form of the late bourgeois
aestheticism, especially by Marxist critics like Lukdcs who see the
characteristic, the truly self-realizing modern art as a species of
Realism.41

This ‘modem’ period (which is also the period of Modernism) is, then, a period of
stress within industrialised societies -- but importantly this is an anxiety which is
articulated and consequently worked out in a number of ways: political debate and
discussion, artistic practice and experimentation, the social use of industry and culture.
Raymond Williams adds to the debates around the nature of the Modern movement in
art;

Although Modernism can be clearly identified as a distinctive
movement, in its deliberate distance from and challenge to more
traditional forms of art and thought, it is also strongly characterised by
its internal diversity of methods and emphases: a restless and often
directly competitive sequence of innovations and experiments, always
more immediately recognised by what they are breaking from than by
what, in any simple way, they are breaking towards.42

This subjective use of contemporary culture is often, but not exclusively, of the
political left. However, such use of culture does not necessarily exist as an organised
ideology, rather it is a set of discourses that interconnect and react to and against each

40Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction’: 243-244.
41 Bradbury and McFarlane, ‘The Name and Nature of Modernism’: 23.
42Raymond Williams, “The Metropolis And The Emergence Of Modernism’: 9.
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other being shaped by certain formal and practical prejudices. In the same volume,
Unreal City, Timms quotes from Leon Trotsky to begin to answer his question: ‘Why
... are the images of the city which emerge from the literature and art of this period so
fraught with tension and unease?’43 He continues:

One answer is to see this response as a reflection of historical
contradictions, as Trotsky does in his analysis of Russian Futurism:

Futurism reflected in art the historical development which began
in the middle of the [eighteen] ’nineties, and which became
merged in the World War. Capitalist society passed through two
decades of unparalleled economic prosperity which destroyed
the old concepts of wealth and power, and elaborated new
standards, new criteria of the possible and of the impossible,
and urged people towards new exploits.

At the same time, the social movement lived on officially in
the automatism of yesterday. The armed peace, with its patches
of diplomacy. the hollow parliamentary systems, the external
and internal politics based on the system of safety valves and
brakes, all this weighed heavily on poetry at a time when the air,
charged with accumulated electricity, gave sign of impending
great explosions. 44

Timms comments:

These dynamic contradictions undermined the sense of a stable social
order, of a ‘here and now’ which could be unproblematically affirmed.
The technological future was a manifest force, to be greeted with joy or
foreboding. The cultural past could also be easily identified, cherished
or repudiated. But the society -- and the city -- of the present were in a
state of flux which eluded representation.43

Despite the cultural importance of a new aesthetic, British society still faced familiar
domestic problems. In terms of the actual political situation of the period, ‘The 1931
and 1935 Parliaments,” as Ben Pimlott points out, ‘were controlled by the largest
Conservative majorities of modern times.’4¢ T C Smout and Sydney Wood comment
on the same period in their volume of social history Scottish Voices, 1745-1960 and
point out that:

The most severe and prolonged period of unemployment ... came in the
inter-war period of the twentieth century, when for almost twenty years
the unemployment rate in Scotland exceeded ten per cent, and between

43Timms, ‘Unreal City -- Theme And Variation,’ Unreal City: 2.

44Timms, ‘Unreal City -- Theme And Variation,” Unreal City: 2; quote from Leon Trotsky, Literature
and Revolution, trans. Rose Strunsky (1925. Michigan: Ann Arbor, 1960): 126,

45Timms, ‘Unreal City -- Theme And Variation,” Unreal City: 3.

46Ben Pimlott, Labour and the Left in the 1930s (Cambridge: Cambridge U P, 1977): 1.
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1931 and 1935 exceeded twenty per cent. In 1931-3 more than a
quarter of the entire work force was out of a job.47

August 1931 saw the establishment of the National Government, and the rise of Sir
Oswald Mosley’s New Party. In the election of October 1931 although the New Party
did badly, so too did the Labour and Liberal Parties :

The Labour party was reduced to fifty-one seats, the Liberals to seven.
The Daily Express heading said: SOCIALISTS WIPED OUT. The
Government, with its National Labour and National Liberal allies, had
an overall majority of more than 500 seats.48

Julian Symons goes on to note that the National Government would remain in power
until the outbreak of the Second World War, ‘... when it was replaced by a coalition of
the three main parties.’# This might suggest stability, even stasis, in the government
of Britain, and yet the period was one of internal crisis (violence and the rise of
Fascism, poverty and the establishment of the Means Test, unemployment and the
Jarrow Crusade). These domestic issues were problem enough without the example
and the complication of Europe -- the rise of the dictatorships of Germany, the Soviet
Union, and Italy, and the outbreak of the Spanish Civil War in 1936. The
Government’s response was one of retrenchment and reaction -- even in Britain the
response of the arts was rather different. Within English literature it was the period of
the Auden group; within drama the establishment of first the Group Theatre (very much
influenced by W H Auden), and then of Unity Theatre. Only the latter had any real
influence in Scotland and even then Left theatre in Scotland was only a feature of the
very late 1930s -- Glasgow Workers’ Theatre Group (GWTG) first performed Clifford
Odets’s Waiting for Lefty in May 1937. 1936, the year of the outbreak of war in Spain
and the Jarrow Crusade also saw the establishment of the Left Book Club and the key
event for the fine arts -- the International Surrealist Exhibition, held in the New
Burlington galleries from 11 June to 4 July. Although few British artists actually
exhibited the experience of the event did place Britain (admittedly somewhat belatedly)
firmly within the context of Modernism and its avant garde experimentation: the impact
of European Modernism is one of the discourses to be detected in the politicisation of
theatre and film culture and in the arts in general as society and its institutions and
representations project towards the cultural excesses of the 1938 Empire Exhibition.

47Deprivation,’ chapter 13 in Scottish Voices: 1745-1960, T C Smout and Sydney Wood (London:
Fontana: 1991): 211.

48yylian Symons, The Thirties: The Dream Revolved (London: Faber and Faber, 1975): 20.

49Symons: 20.
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Scottish questions
Within an overview of the Scottish arts perhaps the only area which is knowingly
concerned with issues of national identity is art with a cultural mission, those arts
projects with a set of clearly defined cultural objectives which are connected to the
debates of the literary renaissance and the rise of political nationalism in the interwar
years. Within political and cultural debates -- with the establishment of political groups
like the Scottish Home Rule Association, the National Party of Scotland and cultural
groups like the Glasgow Repertory Theatre, Scottish National Players, even the Saltire
Society and the publication and use of the Scottish National Dictionary -- there is an
increased concern with identity and representation. Indeed there is much contemporary
discussion as to an understanding and even a definition of ‘Scotland’.

The crisis of an independent Scottish culture, Scottish economy and Scottish
nation-state is often perceived around the intelligentsia and the fact that it did not take on

72

the role expected of this class in what has been seen as the typical nineteenth-century

move of small and potential nations towards nationalism, that is attaining the status of a
nation-state.

The goal of the independent nation-state remains the main model for nationalists --
with culture, myths and history mobilised towards this goal. Nairn sees in the semi-
independence of the Civil Society a point of rupture, both economically and
emotionally. The point of real crisis is in the divided role of the civil society. On the
one hand, the socially and geographically specific civil society was perceived as clearly
Scottish; on the other, the same civil society, like the rest of Scotland, was tied to the
economy (indigenous industry and imperial expansion) of ‘Britain’. Under thls
structure the role of the Scottish intelligentsia comes into crisis. Tom Nairn argues that
because of this economic and emotional division ‘there was no call for its us&al
services’ -- that is, the classic role available to the intelligentsia of mobilising the
nation’s thought, economy and culture to the point at which political independence was
possible.’® Among others Harvie discusses this point:

Elsewhere nationalist intellectuals remedied the lack of national
institutions by creating a nationalist imagination which served as a
surrogate state. In Scotland they were silent, despite the presence of the
traditional institutions of semi-independence. A rational case probably
existed for legislative devolution, which the intelligentsia could direct
through press and public opinion, but the most it contributed was a
decorative and rather frivolous nostalgia. Only in the 1920s did
intellectual nationalism become a reality, and only in the 1970s has it
attained any real political significance.

But for most of the time after 1707 nationalism was never the only,
or the most important, option for the Scottish intelligentsia. Its loyalty

50Naim, ‘Old and New Scottish Nationalism,’ The Break Up In Britain: 154.



was a dual one, and only its weaker element concerned the home
country and its institutions.3!

William Butler Yeats maintained that a nation could not exist if there were:

... no national institutions to reverence, no national success to admire,
without a model of it in the mind of the people.52

The models of the Scottish nation developed from the "Forty-Five on have been
reductive, romantic images of the noble Highlander, the defeated Jacobite, the lochs
and the glens all images which in the course of the nineteenth century were tied up in
tartan for export purposes, not reset and mobilised for political ends. For Scotland,
and in particular for the Scottish intellectuals idea of ‘nationhood’ was indistinguishable
from the general ‘British’ state. Scottish intellectuals, in the post-Union era, migrated
at least metaphorically, in terms of philosophies and value systems to the bigger, more
‘organic’, more ‘mature’ culture of Anglo-Britain. It seemed that Scottish history had
little to offer as paradigm or example and any nostalgia for the use of such sources was
duly dealt with by Buckle’s volume, On Scotland And The Scotch Intellect, a work in
many ways typical of the Victorian intellectual tradition:

For those particularly interested in the Victorians, Buckle remains a
figure of cardinal importance. A generation ago, the late Humphry
House drew attention to the way in which the History Of Civilisation [In
England, of which On Scotland And The Scotch Intellect is part of the
second volume] brought together so many of the strands of the
‘advanced’ thought of the early Victorian age -- belief in progress,
emphasis on statistics, hatred of superstition, nationalism, and interest
in physical influences upon the shaping of character.33

‘He sought to create a ‘historical science’ ...,” writes H J Hanham in his introduction
to the reissue volume.54 As Hanham describes Buckle’s thesis:

He was anxious to free history from the historians and give it a pattern
of organisation such as John Stuart Mill attempted to provide for the
social sciences in his System of Logic. Indeed, Buckle and John Stuart
Mill, Comte and Herbert Spenser, may be said to form a group of
thinkers sharing much the same preoccupations. They wished to break

S1Harvie, Scotland and Nationalism: 120.

52Quoted by F S L Lyons, Culture and Anarchy in Ireland: 1890 - 1939 (1979. Oxford: Oxford U P,
1989): 49.

53John Clive, ‘Series Editor’s Preface’ to Henry Thomas Buckle, On Scotland and the Scotch Intellect.
First published as part of The History of the Civilisation of England, London, 1862. Ed. HJ
Hanham (Chicago: Chicago U P, 1970): x. Phrenology itself played a major role in the
nineteenth-century development of discourses of nationalism and of racism -- in Scotland it was
particularly influential in Edinburgh.

54Hanham, ‘Editor’s Introduction.’ Buckle: xiv.
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the hold of superstition on the study of human affairs and to construct a
science of society.55

The theoretical basis to his work is, then, the importance of progress, focusing on
the developmental nature of national and social histories. With such a thesis in mind,
‘Scotland seemed to present a paradox to Buckle.’3¢ He comments that even in the
nineteenth century:

The gloom of the middle ages was yet upon them [the Scots]. While all
around was light, the Scotch, enveloped in mist, crept on, groping their
way, dismally, and with fear. While other nations were shaking off
their old superstitions, this singular people clung to theirs with
undiminished tenacity. Now, indeed, their grasp is gradually
slackening, but with extreme slowness, and threatening reactions
frequently appear. This, as it always has been, and still is, the curse of
Scotland, so also is the chief difficulty with which the historian of
Scotland has to contend.5’

In essence the removal of the court resulted in there being no truly indigenous and
purely national culture being produced within the Scottish cultural scene -- with the
exception, perhaps, of the culture of the people, the folk culture that was under
economic and then political pressure and even censorship in the aftermath of the 'Forty
Five. Within the context of Anglo-Britain this local culture was not powerful and
struggled to survive without the leadership of a politicised intelligentsia and bourgeoisie

S55Hanham, ‘Editor’s Introduction.’ Buckle: xviii.
56Marinell Ash, The Strange Death of Scottish History (Edinburgh: The Ramsay Head Press, 1980):
147.
STBuckle: 155. Buckle continues:
Every where else, when the rise of the intellectual classes, and that of the trading and
manufacturing classes, have accompanied each other, the invariable result has been, a
dimunition of the power of the clergy, and, consequently, a diminution of the
influence of superstition. The peculiarity of Scotland is, that, during the eighteenth
century, and even down to the middle of the nineteenth century, the industrial and
intellectual progress has continued without materially shaking the authority of the
priesthood. Strange and unequalled combination! The country of bold and
enterprising merchants, of shrewd manufacturers, of far-seeing men [sic] of business,
and of cunning artificers; the country, too, of such fearless thinkers as George
Buchanan, David Hume and Adam Smith, is awed by a few noisy and ignorant
preachers, to whom it allows a license, and yields a submission, disgraceful to the
age, and incompatible with the commonest notions of liberty. A people, in many
respects very advanced, and holding upon political subjects enlightened views, do,
upon all religious subjects, display a littleness of mind, an illiberality of sentiment,
a heat of temper, and a love of persecuting others, which shows that the
Protestantism of which they boast has done them no good; that, in the most matters,
it has left them as narrow as they found them; and that it has been unable to free
them from prejudices which make them the laughing-stock of Europe, and which
have turned the very name of the Scotch Kirk into a by-word and a reproach among
educated men.
Buckle: 156. It is perhaps true to say that when, within the Scottish context, the illiberality of
religion and the liberality of politics come into conflict it was the former which ultimately won --
as may be seen to be the case around the Great Disruption of the Church of Scotland in 1843.
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that might have provided focus and political direction. Even that most significant of
movements -- the Enlightenment -- is often interpreted -- by critics of the Left in
particular -- as not being ‘Scottish’ but almost by definition an extended apologia for
‘North Britain.” It is further argued that the Enlightenment was ‘strikingly non-
nationalist, [being] so detached from the people, so intellectual and universalising in its
assumptions, so Olympian in its attitudes.’58 The possible role for culture -- potentially
so divisive -- remains a key problem for critics, particularly nationalist critics, of the
Scottish experience: on the one hand an intellectual tradition rooted in the values of
‘North Britain’ -- with the civil society maintained particularly for and by the middle
class interest groups of Church, Law and education and also of the indigenous Press;
on the other, a popular tradition that still values, or at least uses, the past and has some
kind of conception of ‘Scotland’. Here, perhaps, the culture of the ‘folk’ should be
firmly rooted but this has not been the case.>® Unfortunately, this latter strand was and
indeed remains all too easily debased by and into the popular image systems of
Scotland, notably those of tartanry and kailyard.

Without wishing to analyse these discourses too closely, the nineteenth-century
preoccupations with tartanry and kailyard, and the twentieth-century element of
Clydeside, constitute what has been referred to, with clear reference to Gramsci’s
cultural theories and acknowledging Louis Althusser’s idea of ‘interpellation’, as a
‘durable and confidently hegemonic system’¢? able to provide a ‘semiotics of
Scotland’6! -- a limited variety of themes but crucially a large number of representations
and images which are drawn from this highly specific pool. The proven power of these
discourses may well come from not just the actual but also the emotional impact of the
point of their historical genesis: this being particularly true for the two dominant
discourses.62 The defeat of Culloden, and the ensuing demise of the clan system of
social organisation, is the key moment for tartanry. The death of the old order is

transformed by sentiment, by sheer emotional need, into a moment of ‘triumphal
defeatism.’63 The 1843 Great Disruption of the Church of Scotland acts as the spark

58Naim, ‘Old and New Scottish Nationalism,’ The Break Up In Britain: 140

39See Emest Gellner, ‘What is a Nation?” Nations and Nationalism: 53-62; Tom Nairn, “The Modern
Janus,’ The Break-Up of Britain: 329-363.

60Colin McArthur, ‘Breaking the Signs: ‘Scotch Myths® as Cultural Struggle,’” Cencrastus 7 (Winter
10981/1982): 22,

61David McCrone, ‘Representing Scotland: Culture and Nationalism,” The Making of Scotland:
Nation, Culture and Social Change (Explorations in Sociology, volume 29), eds David McCrone,
Sg;;phen Kendrick and Pat Straw (Edinburgh: Edinburgh U P/British Sociological Association,
1989): 167.

62This is the approach taken by John Caughie in ‘De-Picting Scotland: Film, Myth And Scotland’s
Story,’ ts. 1988. This article has been subsequently published in T Ambrose, ed., Presenting
Scotland’ s Story (Edinburgh: HMSO, 1989): 44-58.

63Caughie, ‘De-Picting Scotland’: ts. 3.
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for kailyard.64 Despite the historiography of the systems and the potential each
‘privileged moment’65 had to be reinterpreted by the politics of nationalism or of class
they lack any strong political manifestation. Their function is, while not necessarily
nostalgic, at least backward-looking. As Craig Beveridge and Ronald Turnbull point
out,%6 despite the cultural dominance of these discourses, they both provide symbols
which can offer little or no comment on present day society. But then that might also
explain their dominance within a society in which, until relatively recently, nationalism
has been, if not a meaningless concept, then at least an unattainable goal.

In their use the discourses of tartanry and kailyard operate as less of a mythological
construct (which is full of at least potential energy) and more

... to mystify; they prevent Scots from seeing themselves, their history
and social reality with any clarity, and provide comfort and escape and
false reasons for pride and satisfaction.%’

Critics have, on the whole, lined up against what has been perceived as the
reductive power of these dominant discourses. Tom Nairn discusses the ‘cultural sub-
nationalism’68 of such discourses, which Lindsay Paterson describes as ‘a bit of an
opiate’? and ‘an ideology to help people to adjust to their environment,’70 again Ian
Lockerbie describes the myths of tartanry and kailyard as ‘mask[ing] an opting-out
from history and the world of action’?! -- to which Beveridge and Turnbull add, ‘an
ideal compensation for material deprivation.’72

Despite the collective critical engagement with tartanry and kailyard, David
McCrone is keen to stress restraint. He warns that:

... the critique of Tartanry/Kailyard as the hegemonic discourse in
Scottish culture arises from an essentially ‘internalist’ accounts of
Scotland, ... [which] ignores major culture and social changes in the
world generally.”

64Caughie, ‘De-Picting Scotland’: ts. 7.

65To use Caughie’s term; Caughie, ‘De-Picting Scotland’: ts. 6, 7.

66Craig Beveridge and Ronald Turnbull, The Eclipse of Scottish Culture: Inferiorism and the
Intellectuals (Edinburgh: Polygon, 1989): 4-15.

67Beveridge and Tumbull: 13.

68Nairn, ‘Old and New Scottish Nationalism,” The Break-Up of Britain: 160.

69Lindsay Paterson, ‘Scotch Myths -- 2°: 70.

T0paterson, ‘Scotch Myths -- 2°: 70.

11 ockerbie, ‘Scotland and Quebec.”: 8.

72Beveridge and Tumbull: 13.

3McCrone, ‘Representing Scotland: Culture and Nationalism’: 172. This is perhaps where socialist
thought, particularly along the lines offered by Eric Hobsbawm, may be mobilised.
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McCrone argues that cultural theory in Scotland reaches a political and cultural impasse
because it sets out to find a Scottish ‘national culture’ when this is an ‘illegitimate’74
project. A more useful project, it is suggested, is one willing to acknowledge that
modern societies do not experience ‘a national culture which will speak to people in
their own terms, an integrated discourse which will connect with political and social
realities in Scotland’75 but are essentially ‘pluralistic’’6 and paradoxical. While this
wider vision is certainly one to be encouraged and sought out it is nevertheless
important to acknowledge that a ‘national’ view is one which practitioners and critics in
Scotland have long held up as the ideal of indigenous culture..

In terms of the development of cultural theory and the ongoing discussion of
Marxism in particular but Left politics in general, the contemporary writings of
Benjamin, Trotsky and Gramsci are useful. As Collier points out, ‘Gramsci shared
with Trotsky the belief that socialism should redesign the whole aesthetic and cultural
as well as social and political context of human life.’?7 This -- directly in terms of form
and content, indirectly in terms of mode of production and use, even as theme or
metaphor -- is at the root of much of the actual cultural products of the period. Itis
interesting, as is so often the case when working on the development of a distinctive
Scottish culture, to look at the situation in Ireland. The key figure of interest in the
development of a cultural project, if not a policy, is William Butler Yeats. F S L Lyons
comments that:

[Yeats’s] purpose was to create a new literary movement, which would
indeed use Irish themes from the past, but which would not be content
with simply embalming what had been handed on by previous

generations.”®

The project was to develop and to provide new images, new representations, new
stories within a context of political and social agitation. Indeed the Irish example was
one that was actively held up as a cultural, if not a political, paradigm for the arts
community of Scotland during this period, and indeed thereafter. In this project the
role of the Abbey Theatre, Dublin, was to influence how Scotland as peripheral nation
could aspire to organise and focus its drama. The Abbey was in different ways directly
influential on the Glasgow Repertory Theatre founded in 1909 and on the Scottish
National Players founded under the auspices of the St Andrew Society in 1921. As
with the Abbey, both companies encouraged and produced the work of new writers.

74McCrone, ‘Representing Scotland: Culture and Nationalism’: 172.

T5McCrone, ‘Representing Scotland: Culture and Nationalism’: 168.

T6McCrone, ‘Representing Scotland: Culture and Nationalism’: 172.

TICollier, ‘Dreams Of A Revolutionary Culture: Gramsci, Trotsky and Breton': 35.
78Lyons: 39.
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However, the national and international success of the Abbey was not to be repeated by
indigenous Scottish companies. None of the Scottish theatre ventures of the early
twentieth century quite caught the nation’s imagination in the way that Yeats had
ensured that the Abbey evolve as part of the cultural infrastructure of the Irish
community. The political backdrop, in many ways similar, was in important aspects
markedly different: Scotland never aspired to independence in the way that Ireland did,
and the literary project of the Scottish renaissance was not matched by Ireland’s
institutional support system.

Political and cultural nationalism in Scotland was increasingly marginalised.
However, despite domestic politics nurturing something of an Anglo-British aspect
cultural activity was revealing Scotland as different. With British politics concentrating
on consensus and community values (the ‘nation as family’), the lack of debate within
the country may be seen as symptomatic of a huge (Conservative) government majority
and the fissures within national Labour politics. Pimlott notes that:

Two great national anxieties, mass unemployment and the threat of war,
dominated British politics in the 1930s and preoccupied British
politicians who failed to provide an answer for either of them.”

The Scottish scene may, for a time at least, be viewed as atypical.

Arenas for discussion and debate were expanding in Scotland. Magazines like
Pictish Review, Scots Independent and Modern Scot were still interested in debating
issues of socialism, of nationalism and, perhaps because of the terrible impact the
Depression had in Scotland, of poverty, public health and housing. In Scotland, across
a wider range of activities and therefore meeting a greater proportion of the public, Left
groups in particular (but not exclusively so) worked on ways to communicate to all.
One way this was achieved was to make culture relevant for all, a real and vibrant part
of people’s lives. So while the Scottish National Players may not have performed the
kind of text that later in the 1930s GWTG would, they did allow access for people to
participate in the production of theatre and become involved in all kinds of theatrical
activity in ways that did challenge and rework existing models of organisation -- at least
for a short time. In this project to encourage active participation, the Scottish
Community Drama Association (SCDA) was able to provide an infrastructure of
competition and comment, however, increasingly it came to connote not a challenging
theatre culture -- a theatre culture truly of the people -- but a bourgeois model of cultural
and leisure activity. The literary debate coincided with economic crisis and political
developments within Scotland. While ‘Britain’ seemed to become ever more
centralised and centralising, Scotland was working around issues of political and

79Pimlott: 1.
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cultural independence. The National Party of Scotland was founded in 1928 and only
two years earlier Scottish literature had found access to an international arena with the
establishment of Scottish PEN.80

It seems a much more important and indeed radical approach to an imposed cultural
hegemony that these two institutions were established around this time. While it was
important that Scots increasingly found themselves represented in empathetic and
recognisable ways across the media, images are only important, useful and effective if
supported by a framework of cultural and social dimensions. Certainly the publication
of Hugh MacDiarmid’s A Drunk Man Looks At The Thistle in 1926, Lewis Grassic
Gibbon’s A Scots Quair (Sunset Song in 1932, Cloud Howe in 1933, and Grey
Granite in 1934),81 even Neil Gunn’s The Silver Darlings, written at the very end of
the period between 1939 and 1940, Edwin Muir’s Scott And Scotland in 1936 and the
staging of the plays of James Bridie from 1928 (when the Scottish National Players
first performed The Sunlight Sonata, written under the pseudonym of ‘Mary
Henderson’) are important -- particularly in terms of literary prestige and the nation’s
cultural capital -- there are problems. To find a distinctive national voice is simply not
enough. To base it in a loosely united grouping (the ‘Scottish Renaissance’) may allow
a degree of experimentation unavailable to the individual, the lone voice, but as the
disintegration of that loosest of movements shows, without domestic economic support
and critical engagement it is all too easy to let this energy dissipate. There came to be
no focus (neither political nor aesthetic) and no point of social or literary reference. The
literary renaissance developed no institutional framework nor even a discrete manifesto
like many of the other cultural movements of the period. Despite the success and the
social and cultural impact of the individuals of the renaissance there was never the
aspiration to develop an infrastructure or even just a support system to harness the
energy of the time. Despite the linguistic importance and cultural weight given to the
creation of the Scottish National Dictionary such a project and such a text was not the
point of organisational support that, for instance, Kino was for the Workers’ Film
Societies; it was not the creative model of Unity Theatre; nor could it offer much in the
way of political encouragement. By the 1930s the political energy within Scotland was
no longer inspired by the national question (and its cultural manifestations) but was of
the Left, energised by socialism and internationalism.

What may lie behind the increasingly deformed and deforming images of cultural
Scotland is a sense of the lost ‘Golden Age’ -- when society and state were one, when
it was possible to argue that Scottish culture was a community and a communal one.

801926 was also the year of the Scottish National Convention under the guidance of the Scottish
Home Rule Association.
81Gibbon’s A Scot’s Quair was first published -- as the trilogy in -- 1946.
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(Indeed for Scottish drama in particular the myth of the ‘community’ is still a
problematic one.) The key creative figures in this cultural aspect include Robert
Henryson, William Dunbar, John Barbour, Sir David Lyndsay but also, in later
centuries, Allan Ramsay, Robert Fergusson and Robert Burns. The key critical works
are those of Kurt Wittig82 and David Craig,83 with Edwin Muir’s Scott And Scotland
providing a kind of central thesis. This thesis argues that the literature of this ‘Golden
Age’, a period of great antiquity, it must be stressed, was ‘whole’. William Findlay
quotes David Murison, who describes the 1460-1560 period as:

... the heyday of the Scots tongue as a full national language, showing
all the signs of a rapidly developing, all-purpose speech, as distinct
from English as Portuguese from Spanish, Dutch as German, or
Swedish from Danish.84

It was clearly a literature, and by extension a culture, that did speak for a national
consciousness; that at this time Scotland was the ‘‘natural’ or organic unity’85 which
critics as different as Muir and Henry Thomas Buckle86 considered England to be.

This began to change around 1560 with the Protestant Reformation and the
subsequent dissociation of a Scots language from use within religion (under Calvinism
the Bible is translated into English not Scots) and then at the Court and in the arts
patronised through the Crown. Just at the point when the Scots language had
developed to the point where it might be used for the law, the court, the everyday as
well as for the arts there is an irreconcilable split. With the Union of the Crowns in
1603, James VI’s court relocates to London and begins to use, to patronise and to
influence by example work in English. This affected literature directly and indirectly as
English also became the language of government -- this confirmed by the 1707 Union
of the Parliaments when English became the official language of Scotland. By
association English acquired social cachet in Scotland (it was the language of what was
perceived as fashionable, of the new metropolis and the cosmopolitan centre). So
Scots loses its status as an ‘all-purpose’87 and fully rounded language and is debased,
ultimately to become a series of parochial, or at best regional dialects and, in general, a

82Kurt Wittig, The Scottish Tradition in Literature (1958. Edinburgh: The Mercat Press, 1978 --
facsimile of the 1958 edition).

83Dpavid Craig, Scottish Literature and the Scottish People: 1680-1830 (London: Chatto and Windus,
1961).

84william Findlay, ‘The Scots Language Context To Translating Les Belles-Soeurs.” Ed. Lockerbie,
Image and Identity: 27.

85webb: 5.

86See Buckle, On Scotland and the Scotch Intellect.

87Findlay: 27; quoting The Scottish National Dictionary.
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discourse of sentiment -- a language of emotion not reason.88 Jack Brand notes that
‘... the distinctive languages, Scots ... and Gaelic, were assigned the status of dialects,
the mark of the yokel or of the barbarian.’89 This is a position from which the Scots
language has never really recovered. From the seventeenth century language in
Scotland was always politically as well as ideologically loaded. Language could not, in
such a context, even pretend to be a neutral conveyor of meaning. How one spoke,
which language one, chose aligned communities with either history and tradition, or
imperialism and the perceived way forward. Scots, and even more Gaelic, was
instantly debased as backward-looking and barbarous. English became the medium of
advancement and of cultural and social aspiration. As William Findlay notes:

By the 18th century, then, Scots had ceded to English its spiritual,
social and political prestige. Importantly, in the process Scots prose
was lost: not only had the prose of officialdom become English, but the
departure of first the Court and then the Parliament to London meant that
the means of maintaining a metropolitan written standard for Scots prose
had gone. Thus Scots lost its capacity to be a fully national tongue and
was reduced to its regional dialects.%0

Andrew Hook notes the eighteenth-century literary division that this produced:

The intellectual and artistic life of eighteenth century Scotland is marked
by two apparently contradictory impulses or emphases; one is
exclusively native or national, the other more English or European or
international. Allan Ramsay, Robert Fergusson, Robert Burns looked
inward to Scotland herself, to the rediscovery and revitalisation of her
enduring folk and literary traditions; Francis Hutcheson, Adam Smith
and David Hume looked outward to the wider intellectual world,
bringing Scotland to the forefront of European philosophical and
scientific thought.

Where the difference between the two groups is made clearest is
over the question of language. Many Scotsmen [sic] in the eighteenth
century seem to have sensed the connection between national identity
and a national language. But for the ‘North Britons’ -- the Hutcheson,
Smith, Hume group -- because there had never been a firmly established
tradition of prose-writing in Scots, there was no alternative to English.
Scots, a vigorous energetic spoken language in the eighteenth century --
the language spoken by all the people of all Scotland of all classes
outside the Gaelic area of the north and west -- was entirely deficient in
the formal, learned, technical vocabulary required by philosophers and
historians like Robertson, Hume and Smith. English was for them the

88But it is interesting to note that by the nineteenth century the discourse of the sentimental had
developed to become a generic category, an aesthetic form unto itself.
89Brand: 91-92. Grieve adds to this debate in Albyn:
The Reformation, which strangled Scottish arts and letters, subverted the whole
national psychology and made the dominant characteristics of the nation those which
had previously been churl elements. ... As a consequence Scotland today is singularly
destitute of aesthetic consciousness.
Grieve, Albyn: 30.
90Findlay: 28.
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natural choice, even as Latin had been for their medieval
predecessors.?!

The literary and cultural traditions of Scotland are complex and it may be argued
that they focus at least as much attention on the externally available view of Scotland as
on the internal role that culture might be able to play. Certainly Ian Lockerbie considers
that:

After the rapid intellectual flowering that made Edinburgh one of the
centres of the European enlightenment, came a pioneering role in the
industrial revolution and all the benefits that arose from participation in
Britain’s imperialist expansion. Scotland achieved fame for its ship-
building, engineering, its education system, its universities, its medicine
etc.

But there is a sub-text to this success story. One only has to look at
the representations of Scotland in circulation since the nineteenth century
to see that all is not well. The images of Scotland as philosopher,
educator, engineer, inventor which are what one one would expect from
the external history are undercut by less flattering images: the Scot as
dour, canny, mean, as inarticulate or incomprehensible in speech, as a
romantic chieftain in implausible dress, as a comic figure with a red
nose and a funny walking stick. It is important to note that the
unflattering images have been propagated by Scots themselves. Such
evidence reveals that there are serious ambiguities in how Scots
construct their identity.92

The language issue also put certain restraints on art producers and cultural
institutions within Scotland. This search for a distinctively ‘Scottish’ cultural statement
and opus is (given the limitations of the language question and the power of the
dominant cultural discourses) almost inevitably retrospective and romantic; it develops
as a celebration of the past. In Scotland culture has been interpreted as being engaged
in ‘a heroic attempt to find a mythology ... which will cover the splits between and
within Scots.”®3 But even this is formed around a debate about the role of language --
not necessarily just played out linguistically but in terms of images and narrative style.
Lockerbie can describe this in easily recognisable terms of sentimentality and loss:

91 Andrew Hook, Scotland and America: A Study of Cultural Relations: 1750-1835 (Glasgow:
Blackie, 1975): 2-3.

92 ockerbie, ‘Scotland and Quebec’: 8. In many ways Scots language (and by association Scottish
culture) is reduced to the status of the folk, the barbarian. However, within Scottish texts an
intriguing anomaly is to be discovered. In a discussion on the role of the supernatural in the works
of James Hogg, Coleman O Parsons reminds the reader of a stylistic device that is also to be noticed
in the plays of James Bridie: ‘... the proper language for supernatural is, of course, Scots. As a
character protests in The Hunt of Eildon, ‘That winna tell in English.”’ Coleman O Parsons,
Witchcraft and Demonology in Scott's Fiction (Edinburgh and London: Oliver and Boyd, 1964):
290.

93Douglas Gifford, ‘Scotland And The Search For Cultural Identity’ -- lecture given as part of the Arts
and Nationhood Event on Scotland and Lithuania at the Tron Theatre, Glasgow, on 30 Oct. 1989.
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... major writers of earlier generations lamented the impossibility of
dealing with the full range of human experience in a native language that
they claimed to be defective and stunted.94

It might well be argued that the Scottish literary renaissance movement of the early
twentieth century was most valuable when it stopped trying to cover up the splits, the
gaps and began to focus on them. The popular Scottish literature of the late-nineteenth
century was that of the kailyard -- a literary form almost by definition apolitical -- or at
least a form which upheld and did not question the politics of the social establishment.
The problem with the texts used by the Scottish National Players, for instance, is that
they are, in terms of narrative style and often in terms of plot, character and setting, still
involved in the literary prejudices and fashions of the nineteenth century, even if, in
mode of production and the development of audience they are socially progressive, that
is, they exist to challenge the dominant experience of theatre production and theatre-
going in the 1920s. In terms of re-evaluating the role of nineteenth-century culture,
these are the myths and the literature and the genres against which the early twentieth-
century renaissance is a reaction; and so the various aesthetic products and projects are
comprehensible, are useful and valuable within a historical and cultural context. What
has tended to happen is that the useful (the context and the history) has been removed in
the literary criticism of Scotland and replaced by a patchwork of myths which in their
use have been culturally limiting.

The output of the Scottish renaissance (a ‘movement’ identified not from within the
culture but by French academic Denis Saurat, although developed by MacDiarmid,
mostly notably in Albyn ...) was a development of a modern world view -- a world that
looked to and was informed by European culture and so developed both in parallel and
in reaction to it. One project associated with the movement is both inward and outward
looking and described as ‘... a great international interaction of national ideas ...."95
This was not an easy path to traverse:

The result was to create in the Scottish literary world a sort of permanent
confrontation between those writers who looked habitually to the
continent ... and those whose horizons were set by Britain and the
United States. For Hugh MacDiarmid and the younger poets between
the wars, England was an evil thing, not merely because it represented a
form of imperialism, but because English domination of Scotland meant
the imposition of second-rate standards on Scotland. ... they thought of
culture and ideas as having their origin on the continent of Europe and
wished to have them direct from the fountainhead, not filtered and a
generation late via England.%6

94Lockerbie, ‘Scotland and Quebec’: 10.
95Hanham, Scottish Nationalism: 45.
96Hanham, Scottish Nationalism: 45-46. Hanham continues:
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A basic problem is to define ‘Scotland’ and a role for Scotland. This is a task for
literary and dramatic texts and for critical and philosophical texts. The Scottish literary
renaissance discussed the nature of ‘Scotland’ on both these fronts but there was a
particular problem around literary criticism and hence the perceived role of the
literature, the cultural product itself:

Scottish writers ... have repeatedly complained of the low level of
Scottish criticism. In 1936, Edwin Muir, harshly condemns what he
considers the pseudo-criticism of the Scottish Renaissance Movement.
In Scott And Scotland he writes:

Scottish criticism, lacking either sensibility or a standard, has
become a mixture of Nationalist ideology, local patriotism and
vague international sentiment, so that it has little to relation to the
writers it criticizes, [sic] who are at best a springboard to
something else and more exciting. ... [Scottish criticism is] more
like a disease of literature than a corrective.

We know, of course, that Muir was at odds with Hugh MacDiarmid and
his close followers; but even MacDiarmid growlingly admits, as late as
1950, that ‘the neglect of aesthetic studies is evident every day in what
passes in Scotland for criticism,” and he concludes his treatise
Aesthetics in Scotland with the words: ‘We are a breed of cultural

simpletons.’97

It is a clear lack in the development not just of the national culture but of the nation. It
is a lack that the renaissance at least addressed despite the fact that:

... the Scottish literary movement had itself no ideological homogeneity.
It was an ad hoc coalition brought about largely for defensive reasons --
a sideways glance at Ireland and a preoccupation with the break-up of
Scottish society -- in which linguistic revivalists coexisted with local
journalists, ex-Kailyarders, established or hopeful Anglo-Scottish
writers and romantics of left and right. It lacked the strength of the
coalition between mass organisation, academic activity and aristocratic
patronage which had created the Irish literary movement of the 1890s,
and in the absence of this sort of backing, the linkage of ex-home rulers
(backed up by the the journalists, Kailyarders and Anglo-Scots) and
root-and-branch separatists (backed up by the linguistic revivalists)
could not be expected to last.98

For such people Gaelic culture was important because it gave Scottish writers a stock
of distinctive ideas, attitudes and memories to draw on which were not part of the
common currency of Europe. The Lowland Scots tongue, too, had a special merit as
something distinctively Scottish, while for a time a revival of older Scots, ‘Lallans’,
looked as though it could be made into a suitable vehicle for the expression of
Scottish ideas that could not be suitably expressed in English.
97Peter Zenzinger, ‘Nationalism in Twentieth Century Scottish Literary Criticism,” Studies in
Scottish Fiction: Nationalism in Literature: Literature, Language and National Identity eds Horst W
Drescher and Herman Volkel (Frankfurt am Main: Verlag Peter Lang, 1989): 143.
98Harvie, Scotland and Nationalism: 150.
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Indeed the split suggested by Hanham and described by Zenzinger became a bitter
fissure within the loose grouping of the political and the literary nationalists. The effect
of Muir’s On Scott and Scotland, when it was published in 1936, was all the greater
because it seemed to offer a critical basis and validity to the process of cultural and
linguistic anglicisation. Language became permanently ‘meaningful’ within the cultural
experience of Scotland.?? There exists an identifiable number (if not a tradition) of
texts written in the actual speech systems of Scotland, in ‘the real speech of their
communities’ as Ian Lockerbie describes the use of indigenous languages in both the
Scottish and Québécois cultures.100

But Scotland does have its unique institutions -- those of the Law, the Church and
education -- and an independent cultural agency. The Saltire Society was founded in
1935, ironically too late to be part of the core energy and political force of and behind
the renaissance writers (but perhaps this was as much an advantage as a disadvantage).
In any event, the Saltire Society is the ultimate cultural representative of the Scottish
Civil Society, and, perhaps because it depicted itself as such, really came to be more
interested in ensuring that it did not become the agency to affect cultural and social
change but maintain the ‘traditional’ role of Scottish culture -- as backward looking, as
upholding the accepted and the acceptable social order and as being a culture ratified by
the structures and codes of another’s cultural policy, often perceived as a North British
or ‘Scotlandshire’ version of an indigenous history and culture. That the Scottish Civil
Society would have a commitment to the living culture of the nation was perceived as,
if not impossible then at least somewhat unlikely. Its need, and by extension its
function, it might be argued, goes little beyond the mythologising of past cultural
products or the mercenary use of particular sections of the cultural scene as a means of
establishing and reaffirming the elite nature of the bourgeois civil society.

An easy and bourgeois response to the alienation of Scottish culture from
institutional ratification was one of retreat -- either the actual or even the intellectual
relocation to the South, or, as Nairn has discussed, the return to an increasingly
mythologised past with the coincident celebration of the markers that came to signify
some lost Golden Age. (This being more akin to the role taken on by the Saltire
Society.) Although the use made by the Scottish bourgeoisie of indigenous culture may
not be overtly nationalistic, the role of the national as reference point is a feature of
much of the cultural activity of the early-twentieth century. This is thrown into relief in
a number of different contexts. Traditional culture is a continuing source for artists and
for audiences but equally the new and the challenging form a context of modernity.

990ne of the slogans adopted by Ruaraidh Erskine of Marr was ‘No Language, No Nation’ -- and
although he was agitating for the use of Gaelic as a serious political language the cultural parallel
with MacDiarmid’s revival of Lallans is clear.

1001 ockerbie, ‘Scotland and Quebec’: 1.
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Traditional forms, new aesthetics, new technologies and new industries meet and react
during this period in unique and challenging ways.

Imagining

One of the problems faced by nationalists and by Scottish culture in general is that the
model of ‘Scottishness’ available from the images of popular culture is one that is
negative: it is one which will ‘reduce culture to a series of tragic failures.’10! The
resultant myths are tied up in the ‘failure of nerve’ theory and the ‘Scottish inferiority
complex.’102 Lindsay Paterson refers this back to the Scottish myths of representation.
He writes that:

Tartan’s principal legacy is ... a cancerous national inferiority complex:
the quite unmistakable psychological end-product of two centuries of
tawdry palliatives -- of escaping from social problems into wishful
fantasy.103

There was, however, another type of critical discussion ongoing within the Scottish
cultural scene -- one that looked less to the art objects and representations and more to
the institutions which enabled or restricted particular social and cultural developments
within Scotland.

It is evocative of the emphasis placed on the role of ‘emotion’ and ‘sentiment’
within the Scottish world view to compare Anderson’s distillation of ‘imagined
communities’ with Nairn’s formulation of the nation based as it is on medical and
psychoanalytic discourses. Nairn is only one of the critics who have characterised
Scottish culture as split, divided -- often irreconcilably so:

‘Identity’ tends ... to be a term of approval. In the psychologistic terms
which inform so much discussion of nationalism, ‘identity’ is what
frustrated nationalities want and nation-states possess. ... Scotland
appears as a highly developed society (as distinct from simply being part
of a larger development area, the United Kingdom), which,
nevertheless, does not possess all the standard filments of development.
It is hard to avoid metaphor in describing the situation -- ‘decapitation’,
‘neurosis’, or even ‘schizophrenia’, and so on.104

101McCrone, ‘Representing Scotland: Culture and Nationalism’: 12,

102peveridge and Tumnbull: 7.

103paterson, ‘Scotch Myths -- 2: 71.

104Nairn, *Old and New Scottish Nationalism,” The Break-Up of Britain: 172. Beveridge and Turnbull

ask a central question:

... Naim frequently talks of the ‘lunacy’ and the ‘symptoms’ of nationalism. He
retains the physician’s stance in his consideration of the Scottish ‘case-history’. ‘An
aura of madness’ surrounds Scottish nationalist ideology. Indeed, the Scottish
nationalist seems for Nairn to be a doubly demented creature, since the result of the
union with England has been ‘a characteristic series ... of deformations and
‘neuroses’’....he writes that nationalist consciousness ‘should be treated as a
psychoanalyst does the outpourings of a patient. Where -- as is not infrequently the
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The distinctive view which Nairn develops is of a schizoid nation -- it is perceived
as a culture of madness, or at least of mental and emotional instability. This state of
psychic disorder is perhaps analogous to the general twentieth-century state of upheaval
and crisis that Modernism reflects, describes and is part of. Both offer a set of
discourses of psychological and cultural chaos. One of the differences is in the role of
the critic and the artist. Within the experience of Modernism the artist and the critic can
shift between moments of psychological closeness and empathy and extreme
distanciation. The Scottish critic seems to invest so much in each text, each moment of
cultural production that to step out would destroy the delicate balance of identity.

The metaphoric links between the psychological, the actual and art and criticism
does have its antecedents in the nineteenth century and, in particular, in the themes and
narratives of nineteenth-century realism. This tendency also has its own theorist, a
writer who thrusts the old world into the new of the twentieth century: Sigmund Freud
is the critic, physician and detective of his contemporary world. The two figures of
Freud and Karl Marx, as commentators on the nineteenth-century world and nineteenth-
century thought, fundamentally influence the shape and the nature of the twentieth
century.

The psychic investigation which Freud undertakes of his patients is, by extension,
an analysis of nineteenth-century European society. The ‘family melodrama’ that Freud
describes is both socially and culturally specific and yet also functions as metaphor and
as case study. An analytical equivalent is lacking in the myths that Nairn identifies in
the development of the Scottish nation and psyche. The problem is clearly identified
and is described using a scientific frame of reference. However, the interpretation, the
analysis is clearly absent. If this is missing in Nairn’s discussion, is it developed
elsewhere? Within the cultural milieu which Freud investigates the dramaturgical and
literary point of reference is the canon of Ibsen. For Scottish culture the key texts of
the psychological narrative are clearly James Hogg’s The Private Memoirs and
Confessions of a Justified Sinner and Robert Louis Stevenson’s Dr Jekyll and Mr

case with nationalism -- the patient is a roaring drunk into the bargain, even greater
patience is called for.” So if Naim sees nationalism in general as insane and Scottish
nationalism as particularly neurotic, how has he come to identify himself with the
deranged?

Beveridge and Tumbull: 53-54.

Such a discourse of neuroses is not, however, restricted to the interpretation and deconstruction of

Scotland. Gwyn A Williams finds a similar set of preoccupations in Wales:
[for the Welsh] ... the problem of identity has been desperate from the beginning. In
recent centuries we have progressively lost our grip on our own past. Our history
has been a history to induce schizophrenia and to enforce loss of memory.
Professional history, history as a craft is even more recent a phenomenon in Wales
than in England. Half-memories, folklore traditions, myths, fantasy are rampant.
We are a people with plenty of traditions but no historical memory. We have no
historical autonomy. We live in the interstices of other people’s history.

Williams, ‘When was Wales?’ The Welsh in their History: 194,
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Hyde but their roots are deeper than the novel form, stretching back to the fairy tales,
myths and legends of the folk culture. In both the novels and the tales psychic disorder
is depicted as or replaced by the interaction of the real world with the supernatural.105
Derick Thomson, writing on the Gaelic tradition notes that:

It is quite characteristic of Gaelic story-telling that there should be
sudden transitions from the everyday to the supernatural, from the
factual to the fantastic. The basis of many of the tales is the familiar,
human situation, with its tensions and choices: love, jealousy, greed,
violence, forgiveness and so on. Visits to the Otherworld, whether it is
Tir nan Og (The Land of the Ever-Young) or a fairy mound or mansion,
are very popular, and so is the notion of the menacing visitor from
another system, whether it takes the form of the each-uisge or water
horse, or that of the Devil whose beguiling exterior is not quite
foolproof, with the hint of a cloven foot showing.

These juxtapositions are very familiar in Celtic story-telling, where
the fairy world, for instance, appears in myriad guises, and returns to
sober earth are not too uncommon,106

The escape within the mythic structures of Scottish culture is away from a
problematic view of the community towards a fantastic, though not necessarily
idealised, version of its supernatural parallel. The use of a parallel, an alternative
world, is a common feature in fables and stories but may also function to mythologise
and interpret events in the ‘real world’. Commenting on the development of new
horizons and the discovery of new societies in the sixteenth century, Benedict
Anderson discusses the importance of fantastic communities in the creation of national
identity (the very title of his study Imagined Communities has available this alternative

interpretation):

In the course of the sixteenth century, Europe’s ‘discovery’ of
grandiose civilizations hitherto only dimly rumoured -- in China, Japan,
Southeast Asia, and the Indian subcontinent -- or completely unknown -
- Aztec Mexico and Incan Peru -- suggested an irremediable human
pluralism. Most of these civilizations had developed quite separate from
the known history of Europe, Christendom, Antiquity, indeed man:
their genealogies lay outside of and were unassimilable to Eden. ...The
impact of the ‘discoveries’ can be gauged by the peculiar geographies of
the imaginary polities of the age. More’s Utopia, which appeared in
1516, purported to be the account of a sailor, encountered in Antwerp,
who had participated in Amerigo Vespucci’s 1497-1498 expedition to
the Americas. Francis Bacon’s New Atlantis (1626) was perhaps new
above all because it was situated in the Pacific Ocean. Swift’s
magnificent Island of the Houyhnhnms (1726) came with a bogus map

1051n the drama this is used most commonly by Alexander Reid in such plays as The Lass Wi’ the
Muckle Moo (1950) and most obviously The Warld's Wonder (1953).

106perick Thomson, ‘The Gaelic Background to the Opera.” A programme note for Scottish Opera’s
1990 production of Judith Weir’s The Vanishing Bridegroom (Glasgow: Scottish Opera, 1990):
N.pag.



of its South Atlantic location.... All these tongue-in-cheek utopias,
‘modelled’ on real discoveries, are depicted, not as lost Edens, but as
contemporary societies. One could argue that they had to be, since they
were composed as criticisms of contemporary societies, and the
discoveries had ended the necessity for seeking models in a vanished
antiquity.107

The challenging and pagan exoticism of the ‘discoveries’ threw the Euro-centric
Christian world-view into a new age: one which was problematic but ultimately
containable within a philosophy of rationalism; this despite the disturbing heterogeneity
of the new cultures to Post-Reformation Europe. The development of rationalist
thought and the philosophies dealing with this -- placing Europe as just one element
within a wider world and cosmos -- were practically challenged by the expansionist
strategies of the economic and political powers of the old world (the imperial and
colonial expansionism of Spain, France, the Netherlands).

What may be of interest is just how this Copernican world-view missed
(deliberately or not) the imagination of Scotland -- a nation with a role to play at the
economic and political centre of Europe? What are the Scottish ‘utopias’? Tir nan Og
is by definition other worldly, it is about escape and separation from spatial, temporal
and even emotional reality -- although perhaps geographically and culturally familiar.
In the original tale used as a source for Judith Weir’s opera The Vanishing
Bridegroom!98 (in particular the section of ‘The Disappearance’), the Father had spent
a year in the fairy cavern when his friend rescued him:

107Benedict Anderson, Imagined Communities: Reflections on the Origins and Spread of Nationalism
(1983. London: Verso, 1990): 67-68.

108 js interesting to consider the use of language in Judith Weir’s opera The Vanishing Bridegroom.
Although the libretto is basically written and sung in English it is quite clearly in terms of narrative
and the use of dialect set in a Scottish context: this is also articulated in the references to the
traditional in the actual music. In the language the role of the indigenous and traditional in the
culture is most marked in the song which the Daughter and the Chorus sing in the third story ‘The
Stranger.” The Stranger of the sub-title is in fact the Devil:

Daughter: There was a man riding frae the east
Chorus: Sing the cather banks, the bonny brume
Daughter: He’d been wooing at many a place

He came unto a widow’s door

And speired where her three dochters were

The auldest’s to the washing gane

The second’s to a bakin’ gane

'.I.‘t.\e youngest’s to a weeding gane
And it’ll be nicht ere she comes hame
He set him doon upon a stane

'.I“i.ll a’ three lasses came trippin hame
This reflect a reality of the use of dialect in the community Weir describes. Every day conversation

is in English coloured by Scots words and phrases; while Scots is used as a discrete language in the
songs of the community, in its own story-telling and myths. This is further extended to the use of
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Bless me! why could you not let me finish my reel, Sandy? Bless me!
rejoined Sandy, had you not had enough of reeling this last
twelvemonth? Last twelvemonth! cried the other, in amazement; nor
would he believe the truth concerning himself till he found his wife
sitting by the door with a yearling child in her arms, so quickly does
time pass in the company of the good people.109

The cultural experience is the same (but psychically and emotionally heightened), the
temporal quite different. Brigadoon is again, of necessity, ‘in a vanished antiquity.’110
The village which appears only for one day every one hundred years is almost infinitely
trapped temporally and culturally in the eighteenth century, and geographically in a kind
of pseudo-Scotland that is at once lie and, in fact, all of rural Scotland. In short, if not
in the past, both are of the past.

Neither Brigadoon nor Tir nan Og are commentaries on their contemporary culture,
neither offers the ironic perspective of Swift’s Gulliver’s Travels, nor, indeed, of any
of the texts mentioned by Anderson. Now, while it is imprecise to relate directly the
literary agenda of the sixteenth century to that of the eighteenth or twentieth centuries,
such a comparison does present a problem for Scottish culture in relief. The critical
literature, and in particular the satirical literature, of the earlier period was wholly in
touch with its contemporary world scene; this, after all, was the purpose of satire. Is it
just that Scottish culture does not prioritise satire as a useful literary genre? This cannot
be the case, the work of just James Hogg reveals that this is not so, and equally
convincing cases might be made for poets as diverse as Robert Henryson and Robert
Burns, prose writers as different again as Tobias Smollett and Muriel Spark, and in
terms of the drama the central feature must be Sir David Lindsay’s Ane Satire of the
Thrie Estatis and just in the early twentieth century the work of J M Barrie does have its
social sharp-edges (for instance, What Every Woman Knows comments mordantly on
the roles available to women in contemporary society, The Admirable Crichton on
class). In Scottish culture the teeth of satire have been blunted by a gloss of sentiment
and a prejudice for nostalgia: wrapped in a swathe of tartan the popular appeal of
representations of Scotland is, nevertheless, unquestionable. In such circumstances,
perhaps the best satire can hope for is to be re-presented within a discourse of irony as
a version of Scotto-kitsch.

The fiction of rural Scotland expressed within the story of Brigadoon is a highly
popular one both within and without Scotland. It is one that is used at the 1911
Scottish Exhibition and the Empire Exhibition of 1938; but not without tension. The

Gaelic in the opera. It is restricted to the fairies of Tir nan Og in the second tale “The

Disappearance.

109¢The Disappearance’ told by Widow M Calder, a pauper, Sutherland 1860." Programme. Judith
Weir’s The Vanishing Bridegroom.

110Anderson: 68.
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latter Exhibition, in particular, is keen to stress the ‘modern’ and forward-looking
aspects of the Scottish economy while at the same time using the myth of the unique
historical community that is seen to be rural Scotland. This is one manifestation of the
‘Highland myth’ and ‘Highlandism’ identified and discussed by Charles Withers in his
essay ‘The Historical Creation of the Scottish Highlands.’111 The role of culture in the
creation and sustaining of the ‘imagined’ is clear. When Withers affirms that ... the
Highlands have been created’!12 the parallel with Anderson’s use of the word
‘imagined’ and Gwyn A Williams more materialist approach arguing that nations are
‘made’ and ‘manufactured’13 is clear. It is this ‘fantasy’ of nation that Ruaraidh
Erskine of Marr’s journal The Pictish Review describes when noting that °... it is mind
and soul that make the nation and declare it one, not area, mere extent of stick, stone
and earth.’114 Hobsbawm understands that this investment in fantasy is representative
of a whole psychic displacement from the real politik of the nation-state. He notes that:

[the imagined community] can be made to fill the emotional void left by
the retreat or disintegration, or unavailability of real human communities
and networks ... .115

Whilst the nation-state is limited by geography, time and legislation, the ‘imagined
community’ has full recourse to the fantastic, to the myths of the people and their
national aspirations. This might render the ‘imagined’ more emotionally powerful and
culturally useful than the actuality of the fully realised nation-state.

McCrone argues that, ‘It is a convenient yet distorted truth of nationalism that the
nation is ‘natural’, that every nation ought to be a state.” He refers to Max Weber,
whose formulation is a useful one:

[Weber] believed that a nation was ‘... a community of sentiment which
would find its adequate expression only in a state of its own, and which
thus normally strives to create one.” Gellner’s perspective, on the other
hand, is to argue that national sentiment of this sort is not a given, but is
historically constructed and mobilized by social interests (most notably
by national bourgeoisies in nineteenth-century Europe).116

111Charles Withers, The Historical Creation of the Scottish Highlands.” The Manufacture of Scottish
History, eds Ian Donnachie and Christopher Whatley (Edinburgh: Polygon: 1992): 143-156.

112wyithers: 143

113williams, ‘When was Wales?’ The Welsh in their History: 190.

114 Aythor unattributed but likely to be the editor Ruaraidh Erskine, ‘Race and Culture.” The Pictish
Review 1.4 (1928): 41.

115Eric Hobsbawm, Nation and Nationalism Since 1780: Programme, Myth, Reality (Cambridge:
Cambridge U P, 1990): 46.

116McCrone, ‘Representing Scotland: Culture and Nationalism’: 169.
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‘Nationalism,” writes Gellner, ¢ is not the awakening of nations to self-consciousness;
it invents nations where they do not exist.’117 By implication the invention emerges
out of ‘fabrication’ or ‘falsity’.118 It is a view also expressed by Benedict Anderson
but he ‘... assimilates ‘invention’ [with negative connotations] ... to ‘imagining’ and
‘creation’ [a much more positive position].’

It is perhaps useful to re-evaluate the definitions which have been used. Commonly
‘nation’ is taken to mean a culturally distinct group that could survive as an
independent, united and self-sufficient political entity. ‘Nationalism’, following on,
will mean the striving by members of such a group for territorial autonomy, unity or
independence. Anderson comments:

In an anthropological spirit ... I propose the following definition of the
nation: it is an imagined political community -- and imagined as both
inherently limited and sovereign.119

The economic manifestation of this centres around the notion of the nation-state of,
predominantly, nineteenth-century nationalism, which ultimately finds its definition
through legal discourses. Whilst Anderson describes nations and nationalism in
relation to imaginings and myth, as mentioned, Gwyn A Williams provides a set of
metaphors which are rather different:

Nations have not existed from Time Immemorial as the warp and woof
of human experience. Nations are not born; they are made. Nations do
not grow like a tree, they are manufactured. Most of the nations of
modern Europe were manufactured during the nineteenth century;
people manufactured nations as they did cotton shirts. The processes
were intimately linked, as people called non-historic invented for
themselves a usable past to inform an attainable future, under the twin
stimuli of democratic and industrial revolutions. In the precociously
unified monarchies of Britain and France, they began to manufacture
nations earlier; a British nation emerges from the eighteenth century, in
the union of England and Scotland around the armature of merchant
capitalism, world empire and liberal oligarchy. The ongoing and
increasingly revolutionary processes of capitalism are now radically

117Gellner, quoted by Anderson: 15.

118The role of this emotional investment is discussed by MacDiarmid:
Scotland is unique among European nations in its failure to develop a nationalist
sentiment strong enough to be a vital factor in its affairs -- a failure inconsistent
alike with our traditional love of country and reputation for practicality. The reason
probably lies in the fact that no comprehensive enough agency has emerged. ... For
it must be recognized that the absence of Scottish nationalism is, paradoxically
enough a form of Scottish self-determination. ... The tendency inherent in the
Union, to assimilate Scotland to England, and ultimately to provincialize the former
-- the stage which has been so unexpectedly arrested at the eleventh hour -- has, as a
matter of fact, not yet been affectively countered by the emergence of any principle
demanding a reversed tendency.

Grieve, Albyn: 48-49,
119 Anderson: 15.

92



restructuring and remodelling the nation they conjured into existence,
eliminating some, fragmenting some.1

This is a particularly useful way into Scottish nationalism since it entails an activation of
national identity, it is aspirational without being hopeless, it is a mobilisation of an
‘imagined community’ -- but one that retains a real enough existence in the common
psychic experience of Scottishness.

Despite the recent debate around the popular culture of Scotland (one can point to
the work of Barbara and Murray Grigor’s 1981 Scotch Reels event and the subsequent
critical debate it inspired and suggested12!) the continued currency of such discourses
and their continued appeal reveal that a deeper understanding of Scottish culture’s split
acceptance of them still endures. While cultural theorists deconstruct the kailyard and
interrogate tartanry, criticism failed to account for society’s enjoyment of such
problematic markers of popular culture in Scotland. Picturesque clachans, the romance
of the mist-covered lochs, tartan plaids and pipes may be symptomatic of tartanry for
some, but will remain unproblematic expressions of community, nostalgia and
sentimental attachment for the majority. Despite new media and new cultural activity
offering new means of expression for artists, such images have proved both resilient
and popular.

*
The early twentieth century is clearly a period of complex and often contradictory
politics, aesthetics and technologies: and to focus on the Scottish experience of the
period perhaps reveals more of the paradoxes than the solutions. Nevertheless, to
isolate the emergence of a Scottish media culture without reference to the social and
cultural importance of politics, traditional representations and discourses, new
aesthetics and the ongoing debates of national identity would be to present a partial and
incomplete picture. Such issues and debates had a direct influence on contemporary
audiences and practitioners who brought this experience with them to both imported
and the increasingly influential indigenous arts activity. Political nationalism may
ultimately have faltered but a new interest in Scottish culture did emerge. Music hall
and the variety stage may have been on the verge of terminal decline but new media
forms were evolving to meet the needs of the audience of traditional popular theatre.
Cinemas may have been dominated by imported films produced in Hollywood, but an

120williams, ‘When was Wales?’ The Welsh in their History : 190.

1218ee, for instance, Colin McArthur, ed. Scotch Reels: Scotland in Cinema and Television (London:
BFI, 1982); Colin McArthur ‘Breaking the Signs: ‘Scotch Myths’ as Cultural Struggle.’; the
section entitled ‘The Politics of Tartan’ in Bulletin of Scottish Politics 1.2 (Spring 1981): 55- 81
(James Hunter, ‘Year of the Emigré’: 56-62; P H Scott, ‘Scotch Myths -- 1’: 62-66; Lindsay
Paterson, ‘Scotch Myths -- 2’: 67-71; Andrew Noble, ‘MacChismo in Retrospect’: 72-81). This
work from the early 1980s has itself been reassessed by several critics including David McCrone
‘Representing Scotland: Culture and Nationalism’ and Beveridge and Turnbull.
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alternative film culture was able to emerge to match a general political use of the arts
that extended to theatre groups, reading groups, choirs, ’cyclists and ramblers. Above
all the social use of culture recreated the factor of the audience, who were rendered
powerful through the expansion of Left ideology and the emergence of the discourse of
public service. The potential for propaganda in such a scenario must be acknowledged
but within the operations of contemporary cultural politics the hegemonic influence of,
for example, the BBC, the bastion of cultural mission in Britain, was tempered by
legislative fact, an early devolution of production power and the increased grassroots
cultural activity that the period’s politicians and artists encouraged and developed.
There gradually emerged, then, a perspective on culture which was modern in the
confusion of social and aesthetic influences and in its engagement with new
technology.
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The Theatre System

‘... [a] theater of complex character and multiple traditions ...."1

From the Victorian period -- with the social dominance of the twin economic discourses
of capitalism and industrialisation -- cultural products tended to be perceived as part of
the general economy. In the market place fine art, music, literature and theatre had
some kind of tangible exchange value -- this above any social role they might acquire.
At least in Britain, until the very end of the nineteenth century, the culture connected
with the theatres, the performance-based arts, were generally left wanting by municipal
financial involvement, government care and philanthropic gesture. The period from
around the 1890s to the outbreak of World War II lay the foundations for all these
developments. J

The early history of the period is important. It shows an existing and successful
entertainment environment maintaining a balanced and mutually complimentary system
of entertainment industries. It is, however, a fragile balance which over the early part
of the twentieth century is revolutionised completely. The entertainment industry,
popular and elite culture, is radically changed in its use, its status and its very nature.
This occurs not just through organic chan ge and evolution but through revolution; a
violent intersection of technology in the form of two new media -- the ‘public
technologies’ of film and wireless broadcasting.

This chapter points to the two predominant and apparently contradictory themes
which shape the structure of the modern entertainment environment: on the one hand, a
trend towards industrial centralisation (particularly within popular culture); on the other,
the return towards indigenous production in the provinces and the empowerment of the
local (with the rise of the repertory movement and amateur drama developing as
influential cultural forces). Through the Victorian period strategies of centralisation had
created a theatre system based on touring companies economically tied to the activities
of the London theatre scene. Such systems were to be increasingly applied to music
hall, a process encouraged by the rise of variety theatre and the model of economic
imperialism effected by cinema. While some sectors of the entertainment environment
became increasingly industrialised there was a reactive counter movement with the
return of producing theatre to the regions in the form of repertory, amateur theatre
(theatre which is implicitly political) and theatre with a manifest Left political
dimension. Despite contemporary political debate and the important influence of the
Abbey Theatre of Dublin, Scottish theatre was never explicitly Nationalist, despite
being concerned with national identity, but did extend to encompass Left theatre in the

1Martin Meisel, Shaw and the Nineteenth-Century Theatre (1963. New York: Limelight Editions,
1963): 65.
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late 1930s and into the 1940s with groups like the the Jewish Institute Players, the
Clarion Players, the Glasgow Transport Players, the Glasgow Players, the GWTG
and, the group formed in 1941 by an amalgamation of these groups, Glasgow Unity.
The experience of theatre in Scotland in the early decades of the twentieth century was
formed by new genres, new business practices, new technologies and the increasingly
widespread acceptance (by practitioners, audiences and state) of the utility and
desirability of indigenous arts activity.

The theatre scene of the Victorian period

The London theatre of the late [eighteen] eighties and nineties ... was an
active, uncertain theater of complex character and multiple traditions
whose strengths bore no relation to their venerability, where reactionary
bursts of primitive melodrama jostled polite comedies, ‘problem plays,’
matinee experiments, and full-scale productions of Ibsen, Sudermann,
Henry James, Barrie, and Oscar Wilde.2

Martin Meisel’s description of the theatre scene points to the fact that in the late
Victorian period a rich mélange of stage entertainments competed for attention. Within
this system it nevertheless seems useful to identify three differing types of theatre as
contributing to this organically and socially complete entertainment system or
environment: this presenting an experience of culture that perceived itself to be inclusive
of all classes and all artistic prejudices -- and although one of these elements was new
and challenging, and in its own context radical, it did emerge naturally, as it were, from
the debates and developments taking place in the aesthetic world of the late-nineteenth
century. '

There may be identified three complimentary categories: a mainstream, or general
theatre, an economically successful and culturally dominant form; a new progressive
and challenging theatre and drama; and a variety and music hall theatre. Many theatre
historians and critics of the period offer such schematic models of the contemporary
theatre scene. Allardyce Nicoll describes a three-tiered system: the ‘general,’ the
‘popular’ and the ‘progressive,’ and Emest Reynolds discusses the ‘two main streams
of theatrical work -- the commercial drama and the art drama.’# (Indeed Reynolds goes
on to note the quintessential modern split between ‘commercial money-making and
artistic money-losing drama.’5) The models offered by these two writers are indicative
of their literary prejudices: Reynolds displaces music hall out of the ‘main streams of

2Meisel: 65.

3 Allardyce Nicoll, English Drama:1900-1930 (Cambridge: Cambridge UP, 1973): 150-152.

4Emest Reynolds, Modern English Drama: A Survey of Theatre from 1900 (1949. London: George G
Harrap, 1950): 17.

SReynolds: 17.
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theatrical work’;% and Nicoll includes music theatre, musicals and musical comedy in
his interpretation of the ‘popular’ -- this leaving his ‘general’ category to be a theatre of
plays and playwrights, which excludes musical comedy:

This area was associated with the activities of the majority of London’s
West End theatres, whether managed by prominent actors or controlled
by impresarios and entrepreneurs, and to it belonged the majority of
those playwrights, from Pinero and Barrie to Maugham and Coward,
whose reputations ... still endure. These men almost always aimed at
appealing to as large and representative an audience as possible, the
educated and the uneducated, the intellectually brilliant and the obtuse,

the rich and the poor.”

Mainstream theatre

As is suggested by Nicoll’s choice of representative playwrights, what is perhaps most
important about this category of stage entertainments is that it can adapt and change as
theatre fashions change across the period (and on into the mid and late twentieth
century) and still maintain its broad audience appeal. The point of definition, or rather
of identification, is the context of reception and the moment of production. The
industry organised under- the actor-manager was empowered by the social and
technological infrastructure of the railways and the facilities houses provided by the
grand theatres of the provinces as well as the literary prejudices of the age. Their
theatre, their system of cultural provision was, however, impermanent, prey to the ebb
and flow of the general social and cultural context. Within the overall system the
management structures and strategies are essentially transient. The public demand for
this type of theatre (that is a permanent site of performance but with regularly changing
programmes of entertainments, plays and musicals, melodrama and comedy, farce,
ballet and opera) remained a successful model for the entertainment industry. Over the
ensuing decades the development of venues into chains of theatres created a new
industrial infrastructure for the entertainment industry but one that still deferred to
London as the centre of production activity and innovation.

For the mainstream of the theatre environment of the late-Victorian and Edwardian
periods, at least as it was experienced in Scotland, and possibly more generally than
that, it seems more useful to include what Reynolds describes as the ‘spectacle drama’$
and music theatre into the category of the commercial and general theatre and thus allow
the music hall to exist as different to but neither distinct nor separate from either of the
other theatre categories offered. As Nicoll notes, ‘... it must always be remembered
that none of them [the categories of theatre entertainment described] had inviolable

6Reynolds: 17.
TNicoll: 150.
8Reynolds: 113-122.
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frontiers.’”® Indeed as the period progressed the trend, at least within the mainstream
sector, was towards a greater degree of crossover. Both Nicoll and Reynolds may be
seen to be more influenced by the ‘text’ of the performance rather than the social
context and business structures that mark the differences within the elements that make
up the entertainment system of the period. This, again, seems to be the case in Nicoll’s
assessment of the discreteness of the theatre and the drama of the 1890s:

Although there had indeed been a remarkable surging forwards during
the last years of Victoria’s reign, this movement, in which culmination
and anticipation were combined, belonged almost entirely to the
[eighteen] nineties. Wilde’s meteoric stage career exploded into
darkness in 1895, and, while Pinero and Jones continued to write for
the theatre during the early years of the twentieth century, obviously
their force after 1900 was slight compared with their impact in the past:
what these two authors produced later was interesting and even at times
admirable, but already it was coming to seem somewhat old-fashioned.
After the turn of the century ... our minds go rather to Bernard Shaw, to
gir James Barrie, to Somerset Maugham, to John Galsworthy, to Noél
oward. ...

Thus, even although there were several playwrights of consequence
who straddled the centuries and even although it is easy to see how
older styles continued to persist amid new forms, in essence we are
forced to agree with St John Ervine’s belief that shortly after 1900 a
fresh start was being made.10

Nicoll’s view of the late-nineteenth century as one of ‘culmination and anticipation’
is useful, but one that is all the more relevant when thought of in connection, not with
just the plays, but with the theatre environment as a whole. Theatre experimentation
and commercial practices in the period of the 1880s and 1890s set an agenda for the
twentieth century. Hugh Hunt, in his contribution to The Revels History of Drama in
English: volume 7: 1880 to the present day, considers that:

The period 1880-1900 marks the birth of the theatre of the twentieth
century as a social and literary force. Between those years most of the
seeds were sown that were later to blossom into the ideological ferment
of Edwardian drama, and radical changes came about in the organization
of the theatre as well as in the constitution and behaviour of its
audiences. The theatre became fashionable, its artists respectable; the
breach between stage and literature was healed; production and design
took on an original shape; and new acting styles were adopted.!1

MNicoll: 151.

10Njicoll: 2.

11Hugh Hunt, “The Social and Literary Context,’ The Revels History of Drama in English: volume 7:
1880 to the present day, eds Hugh Hunt, Kenneth Richards and John Russell Taylor (London:
Methuen, 1978): 3.
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The period does find new plays and dramatists, discover new areas for drama to use
but it also points the way to new types of venues and different audiences, to new
methods of organisation and reading. This is equally true for the whole of the
entertainment industry. The activities of these years prepare and introduce the priorities
and tendencies of not just a new century but, in effect, the new ‘modern’ world: the
risks taken within the progressive sector, and its encouragement of the ‘new drama’;
the lacks this revealed in the existing commercial theatre; the industrialisation of the
music halls into circuits of venues (in terms of its increasing centralisation and the
growth in the power of a few businessmen, this being akin to the use of theatres as
mere facilities houses by the mainstream and commercialised theatre); and in the very
late 1890s the start of the revolutionary intervention of film as a source of popular
entertainment.

Within this theatre system there was, primarily, the commercially dominant
mainstream theatre (and opera, ballet and musical theatre are important aspects of this
sector of the entertainment industry). This most popular (that is, widely favoured)
theatre was economically, and as a result artistically, centred on London. This was the
theatre of recently-discovered respectability. It included the theatre of society and of the
middle class. As suggested by Nicoll, the theatres that might be associated with this
included most of London’s West End venues; and the writers were even more
numerous, including some of the most popular writers of the age -- Oscar Wilde, Sir
Arthur Wing Pinero, Henry Arthur Jones, Sir J] M Barrie. These writers operating
within the context of mainstream theatre are, however, not to be easily dismissed as
theatrically reactionary or dramatically staid. Indeed these writers have been identified
as being ‘animated by a distinctly progressive spirit, [who] attempted the serious
representation of English social life on the stage.’12 However, despite the influence of
new ideas, forms and philosophies and the input of challenging writers like Wilde and
Pinero the dominant experience of this sector was ‘little touched by the ferment of
criticism or by the appeals of those with higher aspirations for the drama.’13

In the latter decades of the nineteenth century the success of the ‘commercialism’ of
most theatrical and dramatic activity was complete. It was the most influential because
it was the most widespread of the ‘legitimate’ forms of theatre. This influence was
restricted neither by finance nor geography. Indeed it may be argued convincingly that
the real key to the dominance of this sector of the entertainment industry was that it
existed as a nationwide operation. In the Victorian period the London touring
companies, the actor-managers and the railways had all but ensured the demise of a

125ames Woodfield, English Theatre in Transition: 1881-1914 (London: Croom Helm, 1984): 17.
Bwoodfield: 17
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legitimate regional theatre. Alasdair Cameron describes the theatre environment of
Glasgow coming under the sway of the London companies:

Until the 1870s, the theatre which Glasgow enjoyed, was, in the main,
produced by actor-managers. The most famous of these was J. H.
Alexander, whose company stayed in the city for whole seasons and
contained actors like Mr Lloyd the comedian, who remained with one
theatre for much of their professional lives. This enabled the actors to
become part of the local community and, though many chose to move
from theatre to theatre with their eyes on the ultimate goal of a London
engagement, many chose a more settled life away from the pressures of
London.

With the demolition of the Theatre Royal, Dunlop Street [Glasgow’s
first purpose-built theatre, opening in January 1782 and finally
demolished in 1869] came the virtual end of independent theatre in
Glasgow. From 1782 onward Glasgow companies had mounted their
own productions of plays. Sometimes these were sumptuous,
sometimes rather threadbare. From the middle of the [nineteenth]
Century, with the rise of the railways came the possibility of touring
shows for years on end, sending them to a different town every week.
Glasgow, of course, was sent good shows, but ‘real’ theatre became
synonymous with the companies which arrived one Sunday and left the
next. Sadly for Scotland, it also became synonymous with London
theatre and the days of the National Drama and the independent actor-
managers were over.14

Just this concern was also a contemporary one, and one which Alfred Wareing used as
one of the central rationales at the root of the Glasgow Repertory Theatre. He describes
the local stock companies as a kind of prototype for the Repertory Theatre:

The stock-company system [as it existed in the early Victorian period]
was contrived a manifold debt and pay. It afforded an easy and
reputable avenue, under parental or domestic ®gis, for histrionic
aspirants, and thus not only raised the general standard of British acting
by creating numerous training centres, but also minimised in advanced
the dangers and temptations of stage life. It secured adequate support
for wandering stars, whose ‘starriness’ was not inartistically over-
conspicuous in an harmonious grouping of local planets. It kept the
theatres constantly open, made prices more reasonable, and avoiding the
hunger-and-a-bust system now prevalent, stayed the public stomach
with home-made dishes whose flavours supplied a standard by which to
judge and enjoy the condiments of star acting. Above all the stock-
company system gave the citizens of every town a personal and civic
interest in local theatrical affairs, and, in Scotland at least, provided a
possible foundation for a national drama. The visit of the first London
touring company to Glasgow in 1845 must therefore be regarded as the
first instalment of the sacrifice of a national birthright. A birthright
consisting of plays like ‘Rob Roy,” ‘Crammond Brig,” or ‘Guy
Mannering’ might be considered not worth keeping; but, on the other

14 Alasdair Cameron, See Glasgow, See Theatre (Glasgow: The Glasgow File, 1990): N.pag. [1-2].
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hand, there was the pity of parting with it before it had come to
maturity.!5

This, however, is rather at odds with the general interpretation of the stock
companies. In the period before the rise of the touring companies the stock company
was the conventional way of organising theatre production, and as such was the system
to counter and react against. George Rowell and Anthony Jackson, in the
‘Introduction’ to their work, The Repertory Movement: A History of Regional Theatre
in Britain, comment on this fore-runner to the repertory system in Britain:

Most of the early champions of ... [the repertory] movement selected the
touring company as their chief target. ‘A smudged carbon-copy of last
year’s West End success’ was a standard accusation hurled at the latest
attraction in their local Theatre Royal. While one cannot defend in toto
the touring system established in the Victorian era, it may be salutary to
recall that the system was itself hailed as a renaissance of dramatic
standards during the 1870s and 1880s. Before that provincial playgoers
might see London stars, but they would be supported by an uneven and
under-rehearsed stock company and mostly stock (or improvised) sets
and costumes. Of course, the touring system invited abuse; an
organisation as widely spread as the Victorian and Edwardian theatre
encouraged managements to undertake mass production, and it was
against the second-, third- and fourth-rate companies that the pioneers of
repertory mainly made their stand. In the cyclic fashion of human
endeavour they looked back longingly to the days of the resident
manager, local favourites and even local plays.16

Thus the metropolis-based commercial theatre, essentially a theatre of plays, of
‘literature’ (as opposed to the sketches that were of increasing popularity on the variety
stage), was exported from London’s West End to waiting theatres and audiences across
the country. In the process any local and indigenous drama was debased as uncouth
and primitive. The theatres of the cities and towns to which these companies toured
were, in this system, used merely as facilities houses. The play, the players, the stars,
the design, in fact all the skills that the production would require were imported to
venues like the Theatre Royal, the Royalty and the Prince of Wales’s Theatres,
Glasgow, His Majesty’s, Aberdeen, the Lyceum and the Theatre Royal, Edinburgh, as
well as the theatres of smaller towns, for instance in Dumfries, Stirling and Inverness.
Across Scotland, then, the larger theatres and the prestigious venues, like Glasgow’s
Theatre Royal maintained an imported programme of ‘Mayfair melodrama’, versions of
Shakespeare and opera and ballet productions. The Glasgow Herald describes this
section of theatre activity as:

15Editorial. Glasgow Herald 27 Feb. 1909: 6.
16George Rowell and Anthony Jackson, ‘Introduction.” The Repertory Movement: A History of
Regional Theatre in Britain (Cambridge: Cambridge U P, 1984): 2
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... monopolised by tin-helmeted ladies’-darlings, imperfectly trained but
perfectly photographed young women, and sentimental tenors in
spotless naval uniforms ....17

As an industry it operated a form of cultural imperialism which denied an indigenous
theatre equal footing: at best the local was marginalised into other forms of
entertainments, into the music halls, and into pantomime; or, at worst, it simply died.
In his study, Repertory: An Outline of the Modern Theatre Movement, Cecil Chisholm,
who is very much a supporter of the repertory movement, comments on just this result:

... [the touring companies] had killed local initiative and almost
extinguished taste in playgoing. Year after year the same incompetent
stars trundled the same sack of dramatic trash around the same cities and
towns.18

Even as late as the 1930s, when the commercial dominance of the actor-manager was a
thing of the past, James Bridie could still attack the West End managements sending to
the provinces a familiar product:

It is not, perhaps, unfair to say that they [the London managers] give the
provincials productions of two kinds: dress rehearsals prior to London
production and shabby, ill-rehearsed productions of plays that have run
themselves to death in London.19

The drama offered by the touring companies was the mainstream of theatre activity
in Scotland from the Victorian period well into the twentieth century. Touring
companies -- whose theatre ranged from the best of new productions on pre-London try
outs to inferior reruns of old West End successes, from Henry Irving’s production of
The Bells to the Macdona Players’ productions of Shaw, to the Jevon Brandon-Thomas
Company and, later again, the Wilson Barret Company -- defined the style and the form
of theatre for most audiences most of the time. The drama offered by these groups
tended to be adaptations of classic plays and few actually commissioned or produced
new writing. While almost no new Scottish writing was produced within this system

17Editorial. Glasgow Herald 27 Feb. 1909: 6. Neither was this strand of theatre entertainment
approved by James Bridie. In a ‘Men You Know’ feature on him in 1934 it is recorded that:
He [Bridie] once stated, in a few severe sentences, that musical comedy was the high-
water mark of the intellectual appreciation of Glasgow audiences.
‘The Man You Know -- by ‘The Bailie’ -- Dr. O. H. Mavor (James Bridie).” Glasgow Weekly
Herald 21 Apr. 1934. Article in bound collection of ‘Men You Know’ features (new series) held in
the Glasgow Room, Mitchell Library, Glasgow (Ref. G920.04).
18Cecil Chisholm, Repertory: An Outline of the Modern Theatre Movement (London: Peter Davies,
1934): 18.
197ames Bridie, Men and Matters: Scotland and the Theatre. Radio talk: transmitted 18/6/1937. ts.
BBC Radio Scotland Scripts: STA Kg Box 5/6. The Radio Scotland scripts referred to in this study
are held in the Scottish Theatre Archive, University of Glasgow.
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notable exceptions to this rule include James Bridie’s The Anatomist, written for
production in Edinburgh by Robert Fenemore’s Masque Company in 1930 and the
phenomenally successful Swords About the Cross, a play about Mary Queen of Scots
written by Margot Lister, and produced by the Brandon Thomas Company in 1936.
Despite the fact that these two new plays proved to be amongst the most successful the
companies produced a Scottish element in programming policy was a rarity. The
theatre of the touring companies was the theatre of London exported to what the system
of legitimate theatre defined as the culture-starved provinces.

The only time of the year that a Glasgow theatre would stage its own show would
be for the pantomime season when each would provide a distinctively indigenous
cultural product that was as lavish as any of the shows toured during the rest of the
year. But then the pantomime season in some theatres, for instance the Royal Princess’
Theatre, Glasgow, might extend to several months, when the bill would then change to
include melodrama and the equally popular summer season shows. Versions of such
entertainments were traditionally successful across the country in both permanent
venues and in the seasonal sites of the Christmas and summer fairs and in the form of
the seaside troops of concert parties. It is also important to note that the close
relationship of theatre, the management and the actors, with the local community
which, as Cameron indicates,20 shifted from the city’s independently producing
theatres to the ‘popular’ forms of music hall and variety located for the most part away
from the fashionable areas of the city in the older centre of the Saltmarket and Trongate.
There, in the course of the nineteenth century and into the twentieth, a vibrant music
hall or popular theatre tradition was established.

While the provincial actor-manager with an independent producing theatre may have
been in decline, the late Victorian and Edwardian age is also the period of the great
commercial and social success of the London-based actor-managers. As Ian Clarke
notes in his examination of the period, Edwardian Drama: A Critical Study, the late
1890s and 1900s saw a great many theatrical knighthoods: he lists ‘Henry Irving,
Squire Bancroft, Charles Wyndham, John Hzire, Herbert Beerbohm Tree, Johnston
Forbes Justice and George Alexander.’2! What is important about this is the fact that
such honours signalled the complete acceptance of the theatre into the values and
conventions of the social establishment. Clarke considers that:

A consequence of the extent of this organisational control [of the actor-
manager structure] was an ability throughout the period to embody and
create the tone of the theatre as a social institution. ... they aimed to
project an idealized vision of upper-middle-class decorum, suavity, and,

20Alasdair Cameron, Study Guide to Theatre in Scotland (Glasgow: University of Glasgow,
Department of Scottish Literature, 1989): 7-8.
21yan Clarke, Edwardian Drama: A Critical Study (London: Faber and Faber, 1989): 1.
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notwithstanding the facts of their private lives, irreproachable
respectability.22

Theatre practitioners, theatre audiences, the plays they saw, indeed as Ian Clarke,
Allardyce Nicoll, Hugh Hunt and George Bernard Shaw23 note, even the organisation
of the actual theatres were all supported the dominant cultural and social values of their
age. Ernest Reynolds describes this theatre as:

... mainly an apanage of Victorian political stability, an amusement, an
exhibition, an entertainment. ... Nobody went to the theatre to think,
any more than they go to the cinema for that purpose to-day.24

It is this sector of theatre that George Bernard Shaw describes, with but slightly
concealed irony, as ‘nice’: |

The manager may not want good plays; but he does not want bad plays:
he wants nice ones. Nice plays, with nice dresses, nice drawing rooms
and r;icc people, are indispensable: to be ungenteel is worse than to
fail.2

Theatre was clearly perceived as part of, or at least having a role to play in the
processes of the cultural hegemony of the dominant social prejudices and values of the
period: summarised by Clarke as ‘concern for the preservation of [the] social
hierarchy.’26 As such this theatre was, of course, rendered neutral in terms of a
progressive social potential; its impact, indeed its only possible cultural role, was to
bolster not to criticise. Jan McDonald, noting this cultural and artistic impasse and the
need to alter these theatre conditions, comments that:

The increasing commercialism of the West End stage which led to the
long-run system and the domination of autocratic actor-managers was
hardly conducive to any kind of dramatic experimentation.2’

Nicoll quotes Harley Granville Barker describing (in a 1922 Preface to Laurence
Housman’s Little Plays of St Francis) the new split within the theatre, a development of
the projects of the 1890s which provides the framework for the cultural agenda of the
twentieth century:

22(Clarke: 1.

23See Nicoll: 18-29; Hunt: 3-8; and George Bernard Shaw, ‘Why For Puritans?’ part of the Preface to
Three Plays For Puritans (1901. Harmondsworth: Penguin Books, 1983): 7-22.

24Reynolds: 20. Reynolds’s final comment on the use of cinema may, however, encourage a more
jaundiced reading of his interpretation of the Victorian audience.

25Shaw, Preface. Three Plays For Puritans: 15.

26Clarke: 3.

27yan McDonald, The ‘New Drama’ : 1900-1914 (London: Macmillan, 1986): 2.
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... there is an art of the theatre and there is a theatrical industry, and it is
absurd to expect that the interests of the two can be continuously
identical; it is difficult, rather, to see why nowadays they should
coincide.28

Despite its lacks and limitations the success of the ‘commercialism’ of most
theatrical and dramatic activity was complete. In this model theatrical activity was
indeed “purely a business.’?? Reference to listings publications like the Bailie and the
Glasgow Programme reveal the continued provincial success of melodramas Les
Cloches de Corneville,0 La Poupée and Henry Arthur Jones’s enduring 1882 play,
The Silver King.3! This mainstream and dominant theatre was conventional in form
and subject, was structurally more of the tradition of melodrama and thematically akin
to the foreign imports typified by Eugéne Scribe than to other European alternatives of
the late-Victorian period, when the main alternative dramaturgical voice was that of
Ibsen. The strongest theatrical trend emerged, however, from the nineteenth-century
tradition of the well-made play and the drawing-room drama:

In the well-made play ... in which an intriguing dramatic situation was
the center of interest and the structural core, ordinary social ideals and
conventions formed a background which had to be taken for granted or
the situation would disappear. Drawing-room drama was similarly
conventional. ... it aimed at creating a photographic image of life and
manners in a fashionable, or West End drawing room. It was
concerned with a realism of surface and confined itself to that genteel
area of life which could be reproduced most attractively, with the least
offense, on a fashionable stage. ... drawing-room simply toned down
ordinary dramatic conventions to the pitch of polite discourse while
reproducing on the stage the very stronghold of accepted social ideals.
As in the well-made play, ordinary social ideals and conventions formed
a background which had to be taken for granted.32

The context, the form and the subject was essentially bourgeois, ‘of a puritanical,
middle-class society that was eminently satisfied with its own morality and mode of
living.’33 The mainstream theatre was one of cosy predictability, a theatre that rarely

28Njicoll: 12.
29Chisholm: 11.
30Les Cloches de Corneville was an equally popular feature for early broadcasters in Scotland. R E
Jeffrey directed a production from the BBC’s Glasgow studio (to be broadcast simultancously to
Aberdeen) as early as 1 November 1923, and George Ross directed a further Glasgow production on
31 May 1924, See Radio Times 26 Oct. 1923: 159; R E Jeffrey, ‘How an Opera is Broadcast,’
Radio Times 30 Nov. 1923: 337; and Radio Times 23 May 1924: 367.
31Lynton Hudson’s over view of English theatre between 1850 and 1950 notes that:
In 1925 Jones’s publishers stated that the play had been performed every week-night
somewhere ever since its first production.
Lygton Hudson, The English Stage: 1850-1950 (1951. Westport, Connecticut: Greenwood, 1976):
112,
32Meisel: 67.
33woodfield: 173.
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took risks and rarely reflected the realities of British life, despite the rise of the
naturalistic stage. The drama was still under the influence of the genres and
conventions of the earlier nineteenth century: in terms of narrative good was to triumph,
the virtuous rewarded, evil to be redeemed or punished. The moral code of the stage
was to reflect (at their best) the orthodoxies of society at large:

The Edwardian theatre also pandered to the materialistic tastes of its
predominantly middle and upper-class audience not only be staging
sumptuous productions and by presenting plays set in a world of
opulence, but also by providing an equally sumptuous environment
where opulence enveloped the theatregoer with grand, gilded foyers,
ornate bars, smoking rooms lounges and auditoriums, and plush seats
and carpets, all creating a cosy reassuring atmosphere of solid luxury,
ideal for relaxation.34

The mainstream theatre, in form and in mode of operation, had protected itself fully
from the storm of the developments of European literary and theatrical experiments and
advances. Through the 1880s and 1890s, theatre was dominated by high comedy and
pleasant romances. The rise of the ‘Intellectual Theatre’35 -- and the manifest influence
of Ibsenism -- was a feature for a time. Plays like Arthur Wing Pinero’s 1893 The
Second Mrs Tanquery and other social ‘problem’ plays (often featuring the woman
with a past, the wronged woman, the New Woman) offered a new arena for drama to
investigate, but, for most theatre-goers, this was experienced as an ostensively passing
fashion -- although one with more lasting effect than was suggested by contemporary
playgoers preferences for music and romance. Writers of the ‘problem plays’ carried to
their more popular (and perhaps more mainstream and less challenging drama) the
experience of the Ibsen experiments of the 1880s.36 The first proponents of the ‘New
Drama’, those writers influenced by European developments continued to experiment;
the drama of the 1890s, the drama of writers like Jones, Pinero and Wilde examined
contemporary society but essentially within the dramaturgical vocabulary of the
predominant genres of the period. Their theatre was not the economically and socially
marginalised theatre of the independent theatres, but took its place within the
mainstream market place of London. Despite notable success, in general the West End
depended on a different type of theatre, although one equally at the whim of the
audiences. In 1896, after initial rejection in London and production in New York,

34woodfield: 19-20.

35Hudson: 94.

36Bernard Shaw suggests the response for the 1890s theatre to the rise Ibsen:
The change is evident at once. In short, a modern manager need not produce The
Wild Duck; but he [sic] must be very careful not to produce a play which will seem
insipid and old fashioned to play-goers who have seen The Wild Duck, even though
they may have hissed it.

Shaw, ‘The Saturday Review’; quoted by Meisel: 86.



108

Edward Rose’s adaptation of The Prisoner of Zenda was produced at the St James'’s by
George Alexander. The production earned Alexander a profit of £50,000, and
engendered a rash of uniformed, Ruritanian melodramas.37 These were perhaps more
typical successes than the extraordinary excesses of Wilde.38

Independent theatres

Contemporary critics and practitioners, like the modem theatre historians, were aware
that within such a restrictive set of practices there resulted a tangible lack -- that of
theatre and drama as a force for social and even political change. This gap was, if not
filled, then at least revealed in terms of the drama by Henrik Ibsen but was only truly
effective when theatre itself developed a form that was counter to the context of the
commercial. That which was new and challenging from the late 1880s and 1890s was
not just the publication of Shaw’s theatre criticisms and Fabian writings, translations of
Ibsen by Edmund Gosse and William Archer and the subsequent production of, most
influentially, A Doll’s House, Ghosts and Hedda Gabler but the establishment of new
institutions with a new aspect on the function of the stage. The Independent Theatre
Society was founded by J T Grein in 1891, was followed by the New Century Society
(1898) and the Stage Society (1899), and was modelled on André Antoine’s Théitre
Libre, established in Paris in 1887.3%

Thus the next strand in the system is the ‘artistic’ and the ‘progressive’ -- that
which Clarke describes as the ‘minority ventures’40 and Anna Irene Miller refers to as
‘the theatre of revolt.’41 This theatre, of the Independent Theatre, the Stage Society,
and from 1904 to 1907 the Court Theatre under the influential control of Harley
Granville Barker and J E Vedrenne produced the drama of Ibsen, Maurice Maeterlinck,
Gerhart Hauptmann, Eugéne Brieux and latterly of Barker, John Galsworthy, St John
Hankin, John Masefield (that is, the ‘New Drama’) and of George Bernard Shaw, who
most consistently used the conventions of the nineteenth-century stage ‘to blow up the
enemy with its own critical assumptions.’#2 The drama and the theatre of this group is
a reaction to the perceived lacks of the surrounding theatre environment. However,
Reynolds describes the theatre which Grein founded as:

37 See Hudson: 119.

38John Russell Taylor offers a useful overview of ‘Dramatists and Plays since 1880’ with sections on
the well-made play in Hunt, Richards and Taylor: 161-264.

395ee McDonald: 2.

40Clarke: 13.

41Anna Irene Miller, The Independent Theatre in Europe: 1887 to the Present (1931. New York:
Benjamin Blom, 1966): 2.

42Meisel: 68.
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...a specialist cult ... [which] did not immediately affect the English
stage in general. It was essentially a minority movement, confined to
small coteries of London playgoers.43

Now while this is at one level true -- the Court was neither a commercial nor a great
popular success -- the overall effect of this theatre of liberality was to prove far more
influential than Reynolds is willing to admit. Many critics agree that the
experimentation worked on at the Independent Theatre Society led on to further
developments at the Court Theatre and then was used and referred to by the Repertory
movement in the first decades of the twentieth century. Of course the Repertory
movement was not simply a direct product but a result of the evolution of this London
theatre and the impact of other European theatre developments, including that of the
Abbey Theatre, Dublin, which was in many ways an ideal for the Scottish theatres of
the interwar period -- in particular for the Scottish National Players.

The demands for changes to the theatre system were not restricted to the London
critics, even in the contemporary criticism of the period the lacks of the touring
companies are unfavourably compared to the potentials of the repertory theatre. The
Bailie, in a ‘Men You Know’ feature on Alfred Wareing, managing director of the
Glasgow Repertory, picks up firstly on the role of this theatre as a stage for new and
indigenous writing, but then focuses on the new role for the actor:

Much is hoped from the establishment of repertory theatres, of which
that in the Royalty is the second to come into being, though it is actually
the first citizens’ theatre in the English-speaking world. While the
dramatist is thankful for the wider horizon he enjoys when he writes for
a repertory company -- one untrammelled by a ‘star,’ the actor in the
repertory company knows that his small part of to-day will be succeeded
by an important part to-morrow, and, further, that there will be no long
run to identify him with a particular line of business and so stunt his
growth in the practice of his art. Consequently all branches of the
drama feel, they all experience the beneficial influence of the repertory
system. Then the gain to the public is equal in its own way to the gain
to writers and actors, inasmuch as a company provides them with
opportunities for studying the art of acting which the ‘touring company’
system never allows.#4

Popular theatre

Finally, and ultimately most vulnerable to the intervention of the technologies of film
and later in the period even of broadcast radio, was the music hall. The true golden age
of the British music hall was around the 1880s but well into the first decades of the new
century it was an important strand in the cultural scene. Gareth Stedman Jones
describes the shifts in leisure patterns at the end of the nineteenth century:

43Reynolds: 19.
44‘Men You Know.’ Bailie 8 Sept. 1909: 1.



By the end of Victoria’s reign, gin palaces had virtually disappeared.
The social and economic functions of the pub had been reduced;
drinking hours had been restricted and children had been excluded from
the bar. Cock-fighting, bearbaiting and ratting had all but died out.
Gambling had been driven off the streets. ... a growing number of
parks, museums exhibitions, public libraries and mechanic’s institutes
promoted a more improving or innocuous use of leisure time.43

The ‘improving’ discourse was one to come into greater prominence as the new
century developed. From being associated with the education programmes of the Left
and municipal and philanthropic donation they were incorporated into the general and
cultural hegemony of the state. Leisure patterns do change and adapt over time but
within the popular forms of entertainment of the Edwardian period in particular, and
certainly apparent in the Victorian Age, is a tendency to reset the traditional working-
class cultural activities within the improving prejudices of the respectable bourgeoisie.
Jones argues that this ‘middle-class onslaught’46 did not greatly alter the habits and the
morality of the London working class -- and certainly not by the end of the Edwardian
period. He concludes that at least London working-class cultures were:

... clearly distinguished from the culture of the middle class and had
remained largely impervious to middle-class attempts to dictate its
character or direction. Its dominant cultural institutions were not the
school, the evening class, the library, the friendly society, the church or
the chapel, but the pub, the sporting paper, the race course and the
music hall.47

This improving strategy was, however, to increase its cultural and social influence
over the ensuing decades. Popular culture, indeed culture in general, was increasingly
brought under the direct or indirect influence of the state. The state’s reaction to the
perceived needs of a modern society (particularly one in crisis, as during war or social
and economic unease), a society of increasing economic diversity, was to respond with
an interventionist strategy, to implement direct legislation and to encourage particular
cultural practices and institutions. In particular economic plans and the move toward
the managed economy laid the foundations for the planned cultural strategy the British
state sponsored during World War II and after.

Even in London, during the late-Victorian period Jones describes, the nature and
the contexts of the entertainments had changed. Not just because of the municipal and
philanthropic building of museums and art galleries in the great cities, but because the
entertainments had become an integral part of the capitalist economy; they had been
industrialised. However, the music halls, even if they existed as part of a centrally

45Jones, ‘Working-Class Culture and Working-Class Politics ....": 470.
46Jones, “Working-Class Culture and Working-Class Politics ....": 471.
47Jones, ‘Working-Class Culture and Working-Class Politics ....": 479.
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