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PREFACE .

In terms of outward circumstance Scott's life was uneventful, and
in the absence of any major crises it seemed best to adopt the natural
divisions made by his movements from place to place. This gives five
sections, each surprisingly self-contained, for Scott had the gift of
living happily enough in his immediate enviromment and did not, on the
whole, try to keep up friends and associations once he had moved from
the place where he made them. The exception to this is Newcastle:
while Scott lived in the North he kept up close ties with London, so
that it seemed natural enough for him to return there on his retirement,
Indeed one cames to regard him as belonging to London in a way that he
never belonged to his birthplace, Edinburgh.

I have opened with an account of Scott's childhood and youth in
Edinburgh. The next section is concerned with the period of exploration
and development when he first came to London. After that comes a group
of four chapters concerned with his work and residence in Newcastle. This
is the central period. Scott was‘iorld.ng hard in the cause of art-
education and at the same time his owﬁ talents were maturing and bearing
fruit. His official retirement and removal to London closes this section.
The next deals with his later and more personal achievements now that he
was able to devote time to his own work in literature and art. Scott
was liv:i..ng half the year in London; the other half at Penkill, the home
of Miss Alice Boyd. The London chapters should therefore be read with
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the one about his 'holiday-half! of the year in Scotland, which covers
the same period of time. The final section covers the years of his
complete retirement to Penkill, when he lived as an invalid under Miss
Boyd's care.

In addition to the Life, I have given two separate chapters to the
two most important relationships of Scott's life, with his brother David,
and with the Rossettl family. The last section of the thesis, which is
divided into three parts, covers Scott's contribution to art, poetry and
the work of criticism. I have attempted to write of these activities
not only as they appear to the outsider, but according as Scott valued

and enjoyed them.
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CEHAPTER I

The Scott Household

William Bell Scott was born in Edinburgh on 12 September 1811,
the seventh child of Robert Scott and Ross Bell. His father was an
engraver and his mother the niece of a sculptor, Alexander Gowan, but
there is no record of any artistic talent among his other forebears.

The family were of Scottish yeoman stock and for many generations had
been skinners, glovers and saddlers. George Scott, burgess of Lanark,
the great-grandfather of William, worked at the traditional family craft;
but the trade ceased to prosper during the life-time of William's grand-
father, Robert Scott, and the family property was sold shortly after the
birth of his son Robert, William's father, in 1777. The elder Robert
took employment in the Excise and thereafter the famiiy lived "a somewhat
nomadic life, like the sons of Ishm.a.el".1 They must have settled for a
time in Musselburgh, staying long enough for their sons to attend the
Grammar School there.

This breakdown in the tradition of a family trade was a fortunate
chance for Robert Scott the son, who was able to look about for & new
craft with less opposition than he might otherwise have encountered.
Accordingly in 1787 he was articled for five years to Alexander Robertson
of Edinburgh to learn engraving. He had shown talent as an artist al-

ready; it was considered in the family that he was

1. Memoir, p.11.



clever with his pen, and copied finely the engravings
of Hogarth. He must be an artist of some kind, - a
landscape painter if possible; but scarcely were
there any professional artists in Edinburgh at the
t:i.me’] and his talent was not genius to fight its own

way.
In consequence of such conditions, his apprenticeship was chosen as the
only suitable opening which was likely to provide training and offer a
livelihood.2 |

Robertson excelled in the engraving of trees and plants, a mastery
which he seems to have been able to teach his pupil, Jjudging by the fact
that plates were sent down to Scott from the publishing fixm of Cooks in
London so that he might engrave the landscape background. Robert seems
to have received only scant.attex':tion from his master, who was generally

“too busy ringing the bells at St. Giles' Cathedral and going to the tavern
to recover from his exertions.

So the pupil did pretty much as he liked till the evening

came, when he set out with his paper and the red chalk

then in use, to the Tn_mtees' Academy, tha.t‘earligst of

British Schools of Design, or of Fine Art either.

The foundation of this art school dated from 1760. It was first
taught by a Frenchman, M. Delacour, and was under the direction of a
Board of Trustees for Mamifacture; but, growing away from its original
purpose, it had later become a class for young artists in drawing from
the antique, for which study it eventually gathered a very good gallery

of casts.

1. Ibid, p.t2.
2. In this connection it is interesting to notice the varied professions
which offered some prospect to men who were seeking training in art
at the end of the eighteenth and beginning of the nineteenth centuries,
when there was scarcely any regular instruction to be had, particularly
in the provinces. Richard Welford, in his book 'Men of Mark 'Twixt
ne and Tweed', tells us that John Martin was apprenticed to 4 coach-
uilder in Newcastle, and T. M. Richardson to a firm of joiners and
cabinet-makers.

3 Memoir, p.13.
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Following his apprenticeship, Robert Scott established an engraving
business in 1799 and in his turn took pupils into his atelier. The
quality of his work has earned him some notice, even amongst more cele-
brated engravers,

In sundry original engravings, studies of architecture
with landscape settings, Robert Scott (1777-1841) captured
the poetic air. His quota thereof is no douwbt infinitesimal,
Just enough, however, to give Scott an honoursble little place
in the annals of pictorial art.'
A dictionary of art and artists published during his lifetime spoke of
him quite simply as "The best Scottish engraver of his time".2

Robert Scott had first known his future wife in Musselburgh, where
her parents lived before their death. They were married in 1800 and
made their home in Parliament Square, in one of the enormous "lands"
which were a feature of the old city. These were vast blocks of flats,
high and wide, with a central stone staircase and landings giving access
to four sets of rooms on each floor. Peculiar to Edinburgh, they did
not fail to impress a distinguished American visitor, Nathaniel Hawthorne,
who wrote:

Being now in the old town of Edinburgh, we saw these
immensely tall houses, seven stories high, where the
people live in tiers all the way from earth to middle
air.”

Five children were born to Robert and his wife during the early years
of their marriage; David, the fifth, in 1806. Then, with tragic swift-

ness, four of them died within a few days and David remained, the only

1. Murdoch, Art Treasures of Edinburgh, p.clzxxxviii

2, Bryan's Dictionary of Painters and Engravers, New Edition, London,
1931‘-, v°lo V, PP.57-58.

3« v. The English Notebooks, ed. by Randall Stewart, New York: London,
1941, pe337.
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survivor of what the father and mother always locked upon as their 'first!
family. Perhaps the distinction was scarcely conscious and certainly it
was not intended to be unkind, but the later family, Robert, William and
Helen, were never as dear as the dead children. William writes with sad-
ness of his own sense of inadequacy:

The name she often called me was not William but Lockhart,

that having been the name of a favourite now in heaven.

With an expression of sadness that puzzled and somewhat

humiliated me, she used to gorrect herself, but I wished

I could be Lockhart to her.
That however could not be, and elsewhere William stresses the impossibility
of her living family replacing the dead, so deep was the sense of loss.

We were in her presence, but they were in her heart -~ We

were & second family to her, David, being all that remained

of the first, his name she nrever forgot, while his father

cared mare for him than for all the others.?

This tragedy, and other family deaths about the same time, served to
deepen the gravity which was already inherent in both parents, and for the
rest of their lives they lived with their grief and kept it ever-present
before their growing family. One cannot suppose that the children
allowed the sorrow and gravity of their parents to damp their spirits for
long together, but because of it the family lived a secluded life and
there were rarely any visitors. William could however speak with very
real pleasure of the happiness of his home when the family gathered round

the fire in the evening. Then, he tells us;

1. A.N. I. P.26.
2. Memoir, p.16.



-5 -

While the mother -—— sat at her needlework, with the
little daughter by her side, on the other side of the
fire old Uncle George might be seen mending his dog
whips, or making with much care pop-guns and whistles
for the boys out of the young stems of the elder-tree,
by extracting the pith from their hollow tubes.?

As an 0ld man Scott recalled his childhood happiness and said of it:
These winter evenings, lighted by candles and warmed by
the tiled fire-place, appear in memory to have lasted for
ages, like the period of the Plantagenets or Tudors; yet
they must only have continued a very few seasons in per-
fection.? -

One particular consequence of the tragedy which had befallen the
parents was to have a profound effect on the upbringing of their young
sons. With renewed intensity William's father and mother turned to
religious cbservances and finally found the kind of worship which
appealed to them in the Baptist Church. The young boy remembered
vividly these years when "a depression and melancholy settled down upon
them, darkening to religious gloom at times, and scarcely ever clearing
off."® He wrote:

Misfortune has a profound effect on the Scottish character.
A grief is mursed, and its memory kept alive as a duty.

His parents' membership of the Baptish Church included the training
of their sons in the faith, and meant that William received a thorough
grounding in dogma, a fact in which he took a contrary sart of pride
all his life, The less happy result was that this particular form of

religion, and the circumstances of its adoption, stirred him to genuine

1. Ibid, p.30.
2. A.N.I. 31.
3¢ Memoir, Pe15.



rebellion, both against its parrow unimaginative attitude, when his
whole speculative nature told him that there ought to be an element
of the "unknowable" about religion, and against his father, who im-
posed it from above in such an unthinking way and without any explana-
tion. Only when he was an old man was Scott able to write with

understanding of his father's opinions and their result for himself

in his own life.

In Scotland, every good man is a religious man; it

may almost be said every conscientious man has a theo-
logical bias. Religion is not a mystery; of necessity
beyond, as well as within nature, it is considered as a
legitimate subject for the understanding; and the man
who is clearest and narrowest on ?he subject, is he who
is supposed to be most spiritual.

Obedience and conformity is of course demanded from the
young; the shoe must fit all the feet beneath the roof
tree, which is not easily accomplished, seeing the father
has chosen it by his own measure. The domestic evils
entailed by peculiarities of dogma, are nearly the only
ones that time does not cure; they increase as old age
creeps upon the elders, while the young are arriving at
freedom and maturity. Nor are they confined to the
preseat; bub stmtching beyond the grave, make a dreaded

eternity of separation.

The unattractive worldly quality of what he saw offered as religion,
impressed Scott deeply and he records {two instances of his childish dis-
satisfaction with it. He was still quite young when he noticed the
clumsiness and inadequacy of the addresses given by the lay brethren
at the Cha.pel.3 Same time later when his cousin, a minister in the

1. Ibid, pp. 16-17.

2. Ibid’ P.17o

3. The Diary of the Late John Epps, ed. by Mrs. Epps, contains a descrip-
tion of the meetings of the Scottish Baptisk Church attended by Mr.
Scott, v. pp. 120-121. "Instead of one minister they had two or three
chief men, one of whom presided at the meeting and generally took part
in the service. One and another of the muber proposed a hymn, offered
up a prayer, read a portion of Scripture, delivered a short address; and -
this, though understood to be spontaneous, took place with great order, -
and without creating any confusion."
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church, showed him the altar plate for the first time, thinking to touch
his imagination, he experienced a similar failure to be awed or moved.
the Minister'g? expression told me that he thought the young
nature was struck with some touch of superstition, but it was
otherwise; the boy was recovering himself and saying imwardly
'Bating and drinking, what can these have to do with the soul."

Scott describes his father :

- - over s8ix feet in height, thin in face and figure, still older
than our mother to me, as I never remembered him without
spectacles and a brown wig. He was very straight and spoke 2
with some refinement of promunciation and selection of words.

To a young medical student John Epps, a friend of David, Mr. Scott
appeared kindly and ready to help.

It is an impression of the writer of this, that John spoke
of how, to encourage the young English student, and in a
delicate way to help him, Mr. Scott bought of him one of
his intellectual productions, 'A Tour in the Picturesque
Scenery of Scotland®. He felt for the youth far away from
his friends and struggling against bad health to k:egp him-
self independent during the time of his graduwation.

For William, his father aroused a feeling closer %o fear and awe than
affection, largely by reason of a certain remoteness. Robert Scott was
always too occupied with his health and his business worries to take par-
ticular interest in the children, and, in any case, David was the first
favourite to claim attention. William records in detail an incident
which several critics have quoted to show the early presence of certain
qualities in the boy's character, but which might equally well, and more

fairly, be used to show the relationship of father and son. The two

1. AJN.I. 55.

2. Ibid’ p.zB.

3. v. The Diary of the Late John Epps, ed. by Mrs. Epps, London, 1875,
Pp. 120-121.
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were out for a walk together and met with some friends of his father.

On the way, they passed a garden, where an old gentleman grew herbs,
from which he distilled perfumes and dispensed medicines. Robert

Scott asked his son to translate the latin sign on the gate, 'Hinc
Sanitas', and the boy faltered over the simple phrase and could give

no answer. His father did not offer to show him how he might have
arrived at the right translation, but instead laughed with his friends
at William's failure., When they came home William crept off alone, and,
taking the family Bible swore an oath that when he was older and stronger
h:(; would be the death of his father., It seems interesting from every
point of view that the grown man should have remembered the incident and
felt it worth setting down. William Sha.:tp‘i quotes the story as illustra-
ting an inborn streak of vindictiveness, fundamentally the same as that
which prompted Scott's 'consolatory stabs' at Ruskin and Swinburne, and
other of his acquaintances, in his autobiography. Sensitiveness to
criticism and hatred of ridicule were most certainly qualities which
were retained in Scott's mature character but the story seems to have
more significance if it is considered as an expression of his resentment
of unsympathetic criticism, surely an important distinction. With this
in mind it is plain that his youthful attitudd is paralleled in later
years by the response of the man who would accept any criticism from his
two dear friends Lady Trevelyan and Alice Boyd, even opinions which would

have been received in a very short temper from other men and wamen.

1. Review of A.N. in the Academy, 3 December 1892,
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After the death of the children, the family moved to a house at St.
Leonards, on the outskirts of the city, called in its lease by the curious
pame 'Hermits and Termits'. A pencil sketch preserved at Penkill shows
it to have been a pleasant place, in keeping with its country setting.

The dwelling stood alone among hedges of holly and high
trees of alder --- So lonely was the place then, that
more than once in the dark winter nights, when the wind
was in the trees and the men of the family not yet re-
turned home it was visited by sturdy beggars.!

Scott's early recollections of his mother are bound up with her place
in this 0ld house, from which one imagines she rarely stirred, for he says:

Once she had been in Paradise when young and happy, before
the white rooms of her old-fashioned house had enclosed her.

He tells us that "she had left off the style of youth with its ways, wearing
a white cap frilled with lace and a shawl even within the house, and from
@mi@ to night", and he describes her as "short and stout, slow and qu:i.e'l:l'2
Years later, when his mother died, Scott wrote a sonnet which attempted to
record these early years and his mother's sad life:

St. Leonards, Edinburgh, 1826.

A pebbled pathway led up to the door

Where I was born, with holly hedge confined,
Whose leaves the winter snows oft interlined,
Oft, now it seems, because the year before

My sister died we were together more,

And from the parlour window every morn

Snow lay there, while our mother's face, so worn
With fear of coming ill, bent sweetly o'er

1. Memoir, p.28.

2. A.N.I. 25_260
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And when she saw us watching, smile would she

And turn away with many things distraught:

Thus was it manhood took me by surprise,

The sadness of her heart came into me,

And everything I ever yet have thought

I learned then from her anxious loving eyes.

Scott does not speak a great deal of his schooldays, except to say

that he found learning a slow and laborious process. He went first to
a small day-school nearby kept by an elderly Quaker, and later, when he
had acquired the rudiments of Latin, to the High School. 1In his own
account Scott dwells on his leisure time and personal development, as if

he held them to be of greater importance. The children seem to have
been happy with family activities and content to make their own amusements,

so long as David was unchallenged in his leadership.

In the long winter evenings, his father sat at one table

arranging his affairs of business, and the children at anothey
incessantly occupied in drawing, Davaid having set the example.
Here the light and the box of water colours was at his command
alone, not to be touched under instant and grievous penalties.

A smll windowless room was set apart for the library. Of
this he kept the key, and admitted the others as candle-bearers

only.

The children had a constant source of interest and delight in their
Uncle George, their father's brother, who lived with them. He had retired
from business and amused himself by keeping pointers and setters in the
stables and pigeons in the hay-loft. In circumstances and character he
was a second 'Will Wimble', courteous to all and a favourite with the

young. In the season he went up to Lanark for the shooting, staying with

1. Ibid, p. 275.
2. Memoir, p.30.



-11 -

the laird of Waygateshaw, his distant relative. The rest of the year
was spent in happy "pottering" amongst his various pets. No doubt he
knew how to entertain his nephews with stories and an occasional share
in his exciting activities.

For many years summer holidays were spent with their mother's cousin
at Kippen, a village half-way between Stirling and the Grampians, amid
scenery which delighted William. There, in the house of "the good minister
and his worthy brothers"," the boy enjoyed the quiet country life, walked
on the hills and painted landscapes in water-colour. These sketches, and
all he wrote, reflect his love for the old house, its ample gardens and
the surrounding country-side.

Their relative was one of three brothers, all ministers of the church,
and was himself a bachelor, looked after by his mother. Apart from the
religious observances which were as strict and in the same spirit as those
at home, all the children seem to have enjoyed these holidays and especially
the opportunity of the ocut-of-door life and walking on the moors.

During winter evenings at home the children were never at a loss for
amusement, a joy which they owed to their father's trade. He daily carried
home in his pocket bundles of old prints and the house was full of books of
poetry and novels with engraved plates, books of views, antiquities, battles
and travel. These the children looked through at their leisure and so came
to a natural and unforced ianterest in literature, approaching it in a very

different way from school pedantry. The book which took the central place,

1. Ibid, p.36. Kippen is spoken of at length in A.N., as well as in
the Memoir., -



and made an impression which was to last for life, was the edition of
Blair's Grave with the Blake designs engraved by Sohiavonet';:i. The
fascination of this remarkable bock was confirmed by their father's
Judgement of it. He seems to have believed the Blake inventions to be
no less than a revelation of what life after death would be.

There were countless attractions in a visit to the workshops in
Parliament Square, for they housed the accumulation of many years of
business.

There were portraits, landscapes, and Bible prints, hanging
in long lines overhead to dry; presses constantly going
round and round, manufacturing more; and engravers sitting
etching, cutting, and drawing.!

But the thing which caught the children's fancy there was not so
much the engravings, and the activity of the workshop, as the fact that
the upper roams had once belonged to a firm of lawyers and there was all
the old lumber of charters and legal documents left on dusty shelves.
The children, as often as they were allowed, hunted through these treasures
in search of the 0ld seals and clippings of gold leaf which adorned them,
and which they eagerly collected. William has left a sk:et:ch2 of the
workroom and a description of the peculiar arrangement of the benches
which was designed to take full advantage of the light from the tall
windows. One ran along on the level of the bottom of the windows and
another above it at the centre of the casement. The men who worked on

the upper bench sat on high chairs to which they ascended by means of

steps.

1. Ibid, p.23.

2. The original is now at Penkill, in one of the bound volumes in which
Scott gathered those that remasined of his rough studies, sketches and
designs, dating from all periods of his life.
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Robert Scott took apprentices; and besides the practical training
they received in the workshop, he sent them to study at the Trustees
Academy. He seems %o have trained them well, or at least given them
opportunities for developing their talent, judging by the after-success
of a goodly mumber of them. His son explains:

Engraving was at that time looked upon as one of the
fine arts to a much greater extent than it now is, and
only young men of talent were considered fitted for it,
while the education gained in the establishment we speak
of, was of a much more general and liberal kind than, in
these days of huxrry and division of labour, is likely to
be found in similar quarters.1

As if in comment, however, Scotf insistently makes the ISoint that
his father was interested in engraving for its commercial possibilities
and was not in love with art for its own sake. This ocutlook he attributes
to the amount of engraving carried out in Edinburgh at that period, adding
that subjects for plates were chosen for their popularity rather than
their artistic merit.

The general produce of this manufactory, it may be readily
admitted, was not. of a very high order; nor was there any-
thing done in Edinburgh of any consequence in the art of
engraving till the present day. As a irade only it was
followed, and in that way even it was by no means very
extensive.

William, speaking of his father's constant preoccupation with himself,
traced his worry to three sources; the loss of his young family; his
health, in which he took a morbid interest; and failure in his business

concerns. Robert Scott, having experimented with various fantastic and

1. Memoir P0250
2. Tbid, Dele
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unsound methods of improving engraving, was finally faced with near-
bankruptcy through no real fault of his own., He had pledged money as
security for some bills and was called upon to meke good his pledge.
Williem gives a vivid account of the shame and bewilderment he felt,
first in the face of the hints of his schoolfellows that something was
wrong, and later when he was sent for at school and accompanied his
father to Kippen for family discussions. The fire in 1824, when the
whole 'land' of Parliament stairs went up in flames, must have been an
equally severe blow.
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CHAPTER I1I

Youth in Edinburgh.

As Scott grew from childhobd to adolescence he planned and wrote
several vast and unshapely poems with a freedom of composition which
gave scope for his flights of 'sublime philosophy'. He gives the
theme of one in his autobiography. It is the story of an angel who
was possessed by an overpowering necessity to see the person of God;
yet search where he might, God was nowhere to be found. The poem
grew to unmanageable lengths and was finally destroyed, but its programme
remains as an indication of the reach of the boy's mind and the strange
material of his speculations. }

It seems likely that at this age he had ideas of poetry as his life-
work; and although his father would never have consented to his employing
all his energies in work which offered such hazardous meterial prospects,

the boy was never discouraged from his writing. Indeed when he was no
more than 16, his uncle George gave him a note to Professor John Wilson,
and Scott visited this brilliant vigorous man to ask his opinion of a
"blank verse didactic a.f‘f‘air"! John Wilson was kindly in his criticism,
though he did advise Scott that he should write more tersely and pointedly
on subjects within his own experience. This sound comment was quite un-
a.ccepta:'ble to the boy and he determined to seek another judgement on his
work. Next time he ﬁent to his father, for an introduction to Sir Walter
Scott. Though Robert Scott had slight business connections with the

great man, William tells us:

1. AJNoI. 9 71 .
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~-= he either would not or could not give me a letter to

him, but he procured one, with a grim smile of contempt,

keePing, however,.n;y se?re‘b from my brothers, whose

satire I was afraid of. ,
Sir Walter was equally precise in his recammendations, advising
. rhyme instead of blank verse; and equally disappointing because he com-
pletely and cheerfully overlooked the quality in which William took pride,
the grand inventive power of his work. To complete the disillusionment
he seemed to think he was being most friendly in repeating little scraps
of gossip about writers, thereby enclosing them in their worldly circum-
stances, the very matters from which the aspiring bby sought to dissociate
those who wrote poetry. ‘

When he left school, Williem did not gravitate into his father's
business in a quite mechanical way. He looked around him and tells us
hinself that the only other profession which he considered was that of
medicine; bubt a brief experience of its horrors quickly ended that ambition.
An interest in art was, however, native to him and he had made attempts at
sketching from an early age; moreover he had a practical knowledge of what
was being done in engraving, and of its requirements as a profession. So
he went into his Pather's business as David had done before him, in part
because he was allowed to include in his training a study of painting, and
in part because his father's ailing health- demanded that one of the sons

should be trained to assist in the extensive business. Scott implies a

1. Ibia’ Pe 72o
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mixture of pleasure and weariness in those early Edinburgh days. VWhile
he could not help but admit that David had dutifully learnt engraving
and played his part in supporting the family when their father's health
broke down in 1825, William was jealous that his brother had now managed
to emancipate himself and leave for Rome, free to pursue his painting.
He writes:

David Scott went abroad for one year, and remained nearly

two, painting, as we have seen, a colossal picture. During

nearly the half of this time, his father was confined to bed,

his brother Robert had just returned unsuccessful from

Demerara, and his youngest brother has yet a lively remembrance

of the requirements of that time.!

William found the actual engraving Jjust so much uninspired grind, as
indeed it had appeared to David; and he writes feelingly of the tedium
and disappointment attached to work in which the origiml artist is never
satisfied and the engraver can show no originality. However this may be,
his complaints should not be allowed to usurp more than their proper share
of the picture. His father would never have allowed Scott to study paint-
ing exclusively;: )

He had seen too many poor peinters: he knew none other indeed,
except Raeburn and the portrait painters ..;2

and it seems he was wise in his theory that training which will earn a
livelihood should take precedence. Scott admits that he did not find the
technique of engraving difficult though it was not congenial to him,
Inpressions of two early landscapes preserved at Penkill are engraved in

his father's manner, and very dark. Finally, to confirm his mastery he

1. MemOir, Po189.
2. AJN.I, 82.
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embarked on a large landscape. Scott recalled the history of this
plate some fifty years later, when a Newcastle friend reminded him that
he possessed a print from i%:
It is called in full 'The Martyrs' Tombs in the Bog of
Loch in Kett, Galloway', and should have under it engraved
in the centre the inscription on the gravestone within the
enclosure, It was engraved by me from a large picture by
Revd. J. Thomson of Duddingston, in or about 1831, when I
was 20 years of age.
The history of it is this, When my brother David first
and myself after determined on being painters, our father
insisted on our learning his art of engraving, which he
thought a much safer profession. I did that print and

published it with a dedication to Professor Wilson, who at
the sa.m? time very kindly used to read over the MS. of my

poetry.

While he worked in his father's business Scott proceeded with his
studies in the Antique class of The Trustees Academy where his master was
Sir William Allan. Scott kept some of the work he was doing at this
period bound in a sketch 'bookz, & miscellaneous collection of pencil
sketches of old houses in Edinburgh, landscape studies done at Kippen,
some dated as early as 1826, and water-colour studies in tone values.

It includes one item of particular interest; the two drawings sent as
specimens for his admission to the Trustees Academy in January 1827. They
are landscapes executed in water-colour in tones of sepia, one most vigor-
ously painted, but both conventional in, for instance, their treatment of
foliage. A study of 1831, 'My Father Asleep', is a fine little pencil
portrait, but the most striking composition in point of imaginative quality

is perhaps a rough water-colour called 'The Expulsion Naturalized', painted

1« W.B.S. to Joseph Wright, 92,Cheyne Walk, Chelsea, 16 May 1883. Wright
was Keeper of the Natural History Museum in Newcastle during Scott's
time there and for many years after.

2, This was Volume I of Studies, Sketches, Designs, etc. Collected and
Bound in Four Volumes, October 1861, now kept at Penkill Castle, Ayrshire.
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in 1828. It shows Adam and Eve in a forest. Behind them a radiant
light shines and the branches are closing together in a tangied mass on
their path. Scott's work in the antique class is represented by a nude
study of 1827 which is certainly not timid in drawing. The drapery of
his studies is delicate but stiff and he seems to have learnt to draw
figures with very careful attention to the shading to give roundness and
form to the limbs. In June and July 1832 he visited London and drew in
the British Museum. Many sketches of vases and ornaments, drawn with
careful detail, remain as a record of his work, and there are a number
of coloured drawings of costume figures from pictures and tapestries at
Hampton Court and the British Museum,

Apart from this brief visit to draw at the British Museum, Scott's
acquaintance was limited to Edinburgh society until he was twenty-five.
He was fortunate that the city could boast such a brilliant gathering
of intellectual leaders. B. R. Haydon, who visited Edinburgh in 1820
pictured them:

First you would see limping Sir Walter, talking as he walked
with Lord Meadowbank; then tripped Jeffrey, keen, restless,
and fidgety; you next met Wilson, or Lockhart, or Allan, or
Thompson or Raeburn, as if all had agreed to make their appear-
ance at once. It was,a striking scene - foreigners were
impressed like myself.

It was with 2ll seriousness and a certain right that Edinburgh con-
sidered herself the 'Modern Athens', and prided herself that her writers
were above all gentlemen. This traditional ordering of society was most

strenuously preserved.

1. B. R. Haydon, Autobiography and Memoirs, ed. by Aldous Huxley,
London, 1926, I, 291.
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It is true at the same time that all these men (the early
contributors to the Edinburgh Review) had other employments
in life besides writing: their reviews were composed in
hours of leisure.

In this respect, however, they conformed to the Scottish
tradition of their time. Professor Masson remarked that,

of the writers who lived in Scotland in the eighteenth
century, hardly one was by profession a man of letters.

Scots who wished in those days to make autharship their

sole vocation tended, he pointed out - to drift to London ~ =
- = 'The literary circle of London', Mackenzie wrote, 'was
a sort of sect, a caste separate from the ordinary professions
and habits of common life. They were traders in talent and
learning, and brought, like other traders, samples of their
goods into company, with a jealousy of competition which
prevented their enjoying, as much as o}*herwise they might,
any excellence in their competitors’.

In spite of the brilliance of Edinburgh society it may well be that

it endowed Scott with an attitude which proved a handicap and made him

feel uncomfortable when he went to London and entered this other hard,

canpetitive literary society. He was well aware of the antithesis between

Edinburgh and London and even felt it necessary to attempt an explanation

of the Edinburgh attitude towards London and the 'Cockney! school. The

interesting point is that this very explanation strengthens one's con-

viction that Scott himself shared the exclusive patronising Edinburgh out-

look when he could write:

He (Sir Walter Scott) was not the literary man by profession,
but a gentleman, His inmterests sprang not from books but
from life, It was the same with all the Scotch literati;
they were Lords of Session, professors, men of fortune. The
ball had been at their feet from boyhood.

How different it was in London! Nonre of the literary men
and few of the poets were in a similar position. They were
all living hand to mouth, working in a groove, or in a
comparatively obscure public office, like dear Charles Lamb,

1.

James A, Greig, Francis Jeffrey of the Edinburgh Review, Edinburgh,
191‘-8’ P.81 L]
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whose writing, like himself, was essentially middle-class.
Hazlitt was a noble fellow in his way, but altogether
uncertain in habits and position, and with John Scott,
Peacock, Reynolds, Leigh Hunt, Keats, we ascend to the
pure air of genius, but get no higher in the social scale,
This ought to be kept in mind when we sit in judgement on
the brutality of Lockhart's Edinburgh articles on the
'Cockney! school. !

It is important to note that Scott was not forced to content himself '
with being on the verge of Edinmburgh literary life. Young men of intel-
lect, whatever their connections, were welcomed by the leading writers
and given opportunities of writing and speaking; though, in point of
fact, Scott's entrance into Edinburgh intellectual circles was not quite
an unaided matter., He was helped in a slight way by his father's business
connections, and to a much greater extent by the standing of his brother
David, who had already gained a sound reputation, exhibiting at the Scottish
Academy in 1828 and becaming an Academician in 1829 under the terms of the
Hope and Cockburn award. Where David had made acquaintances, William
was free to take up the opportunities offered. Moreover he must have been
building up some standard of values based on the things he saw his brother
strive for. A clear exsmple is concerned with David's attempts to institute
a Life Class in Edinburgh in 1827, when the Trustees Academy did not offer
one. A room was taken in Infirmary Street and the venture only came to
an end in 1832 when the Royal Institution began a similar class. William
was, of course, still young, but it seems probable that he adopted his
brother's point of view and that the opinions he formed then are the

driving force of his own strong stand for the value of drawing from the

1. A.N.I, 75.



life when he became a master in a Government School of Design. Quite
possibly too, the same influence accounts for the enthusiasm with which
Scott, Sibson and Womum met regularly to draw from the life every Saturday
for eighteen months while they were fellow students in London.

Scott tells us the names of some acquaintances at the Trustees'
Academy, and adds e word about their subsequent fortunes. His only par-
ticular friend amongst the group was James Ballantine. This young man,
who had been a house-painter, went on to make a name for himself as artist
and man of letters, specialising in a study of stained glass and its use
in architecture. His first intimate friendship was formed in a different
sphere: The St. Luke's Club. This had been established in recent years
by a group of Edinburgh men, and was a club for purely social purposes
named after the patron saint of'painters. Scott was invited to join
somewhere about 1832, possibly on the recommendation of Frofessor Wilson,
who was nearly always in the chair. In that year he went to the club
dinner and describes his first sight of William Shand:

On the opposite side of the table sat a youth of my own age,
whose eyes I found bent on me more than once, as indeed I
was 30 fascinated by him I could not forbear observing him.

The friendship was swiftly established and they continued to be very
close companions for nearly four years.

Every day nearly, from that evening till I left Edinburgh
for London, we met and very frequently sat far into the

night, indulging in the habits of the time and place,
with endless bitter beer and whisky toddy.!

1. Ibid, P088.
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Shand was treining to enter the ministry, but when Scott knew him

he had already decided $hat he could not affirm belief in any creed. His
present friends were mainly a group of fellow-theological students, asso-
ciated by literary tastes as well as their common course of study, and to
this group he introduced Scott. They were an exclusive circle, indulging
in noisy evenings quite divorced from their theological studies, and one of
the diversions they planned was the publication of a Christmas book, follow-
ing the lead of the then fashionable anmals. It involved a great deal of
hard work, mainly on the part of Shand and Soott, for the others fought shy
to a great extent. It was finally published in October 1834, under the

title of The Edinburgh University Souvenir.'

It is interesting to note that its production, and the consequent
noi:sy meetings, seem to have made the University authorities watchful, the
more so because at that particular time they were finding the students some-
what unmanageable.

Scott himself contributed two poems 'The Incantation of Hervor' and
'The Dance of Death'. In point of fact this was not his first appearance

in print. In 1831 Tait's Edinburgh Magazine had accepted his poem to the

memory of Shelley: nor were these pieces more than a hint of the bulk of

1. Edinburgh University Library has a copy of the Souvenir with a dedication
composed by the editor, to Scott and a fellow contributor John Steell.
The engraved cover design is by Scott, but none of the poems or articles
is signed. Fortunately Scott has left an acocount of the part he played
in its publication: v. W. B. Scott to Sidney Colvin, Penkill, Girvan,

hire, 2, June 1887. "Towards the end of my time of visiting him

fessor John Wilsog7 with MS. I had taken my partly enforced line of
life as an artist, but my set of friends were still the set of literary
youths, chiefly Theological Students, and these produced for the Xmas of
1834-5, a volume called The Edinburgh University Souvenir, in the manner
of the Anmuals then in vogue, (barring the prints) and I was the author
of the largest portion of it only second to theeditor. One of my con-
tributions was the poem 'To the Memory of Keats', which I afterwards
printed in my Illustrated Volume.
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}MSS already in existence at this early period. ‘'Anthony' did not

appear until 1868, when it was printed by the Fortnightly Review,'

though this poem and 'Rosabell', which was published in The Monthly
Repository by Leigh Hunt in 1838, are compositions of about the seme
date. The incident which inspired the latter poem was indeed the
first personal experience which Scott had attempted to use, and it was

considered in a way most characteristic of his particular stage of devel-

opment, when:

To all my theological friends, and to myself sbove them

all, the most sacred thing in nature was waman; virginity
was the ideal, not in one sex only, but in both; without
purity was there no love of a noble kind. This sentiment,
which Christianity has developed in history, is, I fancy,
natural to all of us at a certain age: to me it was a wall
of ademant, invisible, but of absolute power of moral defence.
I say this that there may be no question about my relation to
a girl I met on the street one night.

Shand and Scott not only worked together on the Edinburgh University

Souvenir, but talked of plans to live together, plans which, Scott con-
fesses, were often more fitting for boys than men. One of these embodied
a suggestion that they should leave for a Norwegian fiord, where solitude
and cheap living were to be found, and there meke translations of the
sagas and Northern stories in prepara.t:i:on for bringing them to public
notice. This particular scheme is worth noting because it argues that

Scott had an interest in such material long before he met William Morris.

1. The Fortnightly Review, No. XIX New Series, 1 July 1868.

2, Hunt's editorship was fram July 1837 to April 1838. Rosabelle
appeared in The Monthly Repository IT, (1838), pp. 112-117 and
pp. 189-196.
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It was while he still lived in Edinburgh that Scott had an oppor-
tunity of meeting two notable men of the period. In 1820 Be/n:]amin
Robert Haydon visited Edinburgh and met David Scott. We have no state-
ment of William's opinion of Haydon until he met him again in London
about the time of The Westminster Cartoon Competition in 1842, The
account in William's autobiography is a mixture of youthful impression
and the more tempered judgement of the older man:

Of all men - I do not limit myself to artists - I have had
any means of studying, Haydon was the most self-sufficient.
There are various tempers or habits of egotism; his was
simple vanity, intellectual and personal, which made it im-
possible for him to regard any other man as of the same
species with himself, and must have endangered his reason. !
At this Westminster Hall exhibition I saw all my acquaintances,
and among them one to whom it carried the warrant of death.
I mean Haydon ... the inflation was gone; he was suddenly
changed into an aged man., Every campetition has its dark
side; dark with a red light as of the nether pit shining
through it. Youth can stand much, it takes a great deal
to kill at twenty-five; but this ve'!;eranzon that day was
one of the most melancholy of spectacles.

No matter to what extent more intimate knowledge of a person modifies
one's .'judgement it is rarely that one quite supersedes e first impression
and it seems probable that much of what Scott says here must be derived
from his opinion of Haydon formed at their meeting in 1820. It is inter-
esting to conjecture how far Haydon and David Scott agreed. They had a
good deal in common; the unwavering pursuit of 'high art'; ambitions
which outstripped their powers of execution; unpopularity with the

general public and stubborn individuality; but it may well have been

1«  AJNJI. 167.
2. Tsld., Po171"1720
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that the like characters clashed. If we assume that Williem in some
measure echoed David's quarrel with Haydon this argues a stro;xg kin-
ship between the brothers, and strengthens the suggestion that they
held common ideas about art education. We have noticed that Scott
chose a subject from the painter Thomson of Duddingston to prove his
mstéry as an engraver. Thomson himself on occasions sketched for

Provincial Antiquities to which Tumer was an :i:mportant contributor.

When the famous artist passed through Edinburgh scmewhere about 1832,
on a sketching tour for this publication, he was invited by Thomson to
dine at the Manse. Scott had become quite friendly with the minister
over the engraving of 'The Martyrs' Tambs', and so he was included in
the invitation to meet Turner. As an old man he remembered this, and
wrote of Turner in a slighting manner. But this account may be influenced
by the fact that Scott did mot particularly admire Turner's manner and dis-
liked Ruskin's championship of him. A paragraph in an earlier book
attempts to set down his impression as it was at the time of meeting
Turner, with greater honesty and more essential fairness. For instance,
it admits the fashionable Edinburgh attitude to the 'Cockney' School to
have put Turner to immediate disadvantage, while still retaining the point
that personally Scott was very disappointed with his appearance and bearing.
He writes:

Turner appeared in fact, among the people there assembled as

a cockney, a character then in the 'Modern Athens' visited
with supreme contempt ... It is said children have an
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instinctive penetration into the worth and habits of
their elders; I do not think boys of nineteen have;

for they are prejudiced and led away by manner and
belongings. Even the black coat and metal buttons

and the large cuffs that nearly covered the fingers

(the black dress coat having already appeared in

general evening use), made him forget the infinite
skilfulness of those hands, the red unhealthiness of

the eyes made him uneble to observe the rigid penetra-
tion within them, S¢ill I think the impression, which 1
was vivid, is worth putting on record and not impertinent.

Scott was right in thinking that his personal impression of Turner
had a particular importance, for many years later a letter of his gave
evidence that similar feelings of repugnance caused his unhappy associa-
tion with the artists he was so soon to meet in London,

Turner gave the first shock to my ideals and high-strung
expectations of life and, the appearance of the creature

and his habits, and mental vacuity manifest in his conver-
sation, gave me the first painful intimation that success

in art has little to do with intellectual culture or the
nature of a gentleman, and on living years with the set of
men in my time, Frith, O'Neil, Johnstone and Calder Marshall,
I found them all of the same Turneresque personality; such
of the older men too of the Academy as I met I found to be

the same only more maturely developed, all of them men whose
practical jokes were to be accepted for wit, ... and before
wham any mention of noble things was resented as an affecta-
tion or an insult, Turner being the antitype, the God. I am
not sure that you will believe how much the horror and suprize
of all this hurt and crippled me, a painfully sensitive morbid,
self-conscious, man.

It is true that in his native city he had met and associated with same of

the most brilliant men of his time, and no doubt he had experienced a

1. W. B. Scott, Our British Landscape Painters, From Samuel Scott to
David Cox, London, pe65.

24 We Be Se to We Me Re, N, 8 March 1862, The comment was provoked
by tgg appearance of The Life of J. M. W. Turner by Walter Thornbury
in 1862,

rd
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certain humility before them, but he was saved from any acute sense of
desolation by the fact that this was his home. He had the righ'l: con-
nection..s in Edinburgh; he was introduced to its literary and artistic
society with sound recomendations; he was familiar with its traditions
and knew when to give respect and assent: therefore it was fair to say
that he never felt awkward or embarrassed. The tale was very different

when he came to lLondon.
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CHAPTER ITII

London, and the Prospect Before the Artist.

Scott left Edinburgh for London in 1836. He made the first part
of the journey by steamer because of its cheapness, but found it so
weary and uncomfortable that he came ashore at Hull and travelled the
remaining distance by mail coach. He does not tell us that he carried
any introductions to friends in London, and certainly he arrived there
with few apparent assets except his youth and his ability as an engraver.
He confesses himself that he was not sure what to expect from his move.
He had the MSS. of several poems in his luggage and the sense to know
that they were not likely to earn him his bread and butter. We have no
extensive knowledge of the way in which Scott did in fact make a living
during this period. His first lodgings sound unpretentious. They were
in Panton Square, off Coventry Street, and are associated with an early
experience which must have seemed proof positive of all he had heard of
the hardships of a literary life, but which he describes with acquiescence
and good humour:

I was awakened at a very early hour by an altercation close
to my bedroam door. It slowly opened, while a female voice
outside still remonstrated; then a gruff male voice replied
he must see for himself, and forthwith an umistakeable

executioner of the law entezed{ took a good look at me,
apologised, and retired again.

1. AoNoIo, 124.
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Scott mentions various failures to attract notice by his etchings
and engravings, but leaves no infarmation, beyond \f.i remarks, of how
he actually did support himself or in what circumstances.

He was able to afford a short visit to Paris with David in 1838, a
fact proved by the sketches and studies preserved in the sketch books at
Penkill, and before long he was able to pay his addresses to a young lady
and propose marriage; all of which seems to presuppose a steady income.
Scott himself says that it was the day of the Anmals, those pretiy
products of the Victorian era with names which evoke their character and
their charm, They were 'gift-books'; . collections of articles, verse
and illustrations, bound in expensive and elaborate fashion. ~ If Samuel
.Carter-Hall is to be believed, Scott was rather unlucky in beginning his
London career Just as these books were going out of fashion. It seems
likely that they might have proved a rich source of income, for they did
indeed pay handsomely for their engraved plates after famous pictures of
the &y, and for their other illustrations. Scott sought to introduce
a new method which he called 'the painter's etching'; less troublesome
than engraving and more rapidly produced. To prove his powers he etched
a series of eight illustrations to William Anderson's volume Landscape
Lyrics, of 1839, which, he records, excited extraordinary attention but
brought no material success. Scott gives no particular reason for
choosing this book, but it is interesting to note that Anderson was him-

self an Edinburgh man. One can merely hazard a guess based on the
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slightest evidence, but it seems pq’ssible that one occupation which
Scott engaged in was the engraving of plates from pictures in the exhibi-
tions of the British Institution and Royal Academy.?

Scott's second experiment was again a bid to popularize his *'Painter's
etching'. He chose to employ it in designing a carol of foolscap size for
sale at the Chrisimas season. He had great difficulty in getting a pub-
lisher to accept it, and when at last one did, he received no return from
sales. His next venture involved considerable labour and outlay, for it
was a series of water-colour drawings illustrating the Civil War, later to
be etched most carefully on steel.? fThe failure to find a publisher was
camplete, and at this point Scott turned his energies to painting, a
medium in which he had, as yet, done very little. In the winter of 1833-4,
he bad exhibited for the first time at the Scottish Academy, sending a land-
scape representing a hermit at prayer in a forest, a subject suggested by

Coleridge's lines in The Ancient Mariner. His first considerable picture

1. The Athenaeum of 8 February 1840 makes mention of two engravings by a
Mr. Scott; 'The Prince Albert' after Meijen Hohenberg, and 'The
Prodigal Son' after Prentis. This second plate is described as
being a highly finished mezzotint, free from the vice of blackness
and definitely a reproduction which helps the painter. We know
that Scott did obtain a commission to illustrate a collection of
Nursery Rhymes of England made by James Halliwell.

2. V. Dante Gabriel Rossetti, His Family letters with a Memoir, ed. by
We M. Rossetti, London, 1895, II, 104, for Rossetti's opinion of this
work and its subsequent fate. "I have heard several of Scott's poems,
some very fine, and am going to do the etching for his Rosabell, as I
proposed. By the bye, I mentioned to him that affair of The Artist,
and that they would have etchings; that Brown was doing one, ete.;
and ke asked me yesterday whether I thought it could be managed to
get them to buy some of those Commonwealth etchings of his. They are
really very good ... "
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painted in London was 'The 0ld English Ballad-Singer', which appeared
at the British Institution in 1838 and was followed, at the s;ﬂe gallery
in 1841, by 'Bell Ringers and Cavaliers celebrating the entrance of
Charles II into London'. The Society of British Artists accepted three
of his early pictures for exhibition at their Suff'olk Street Gallery;
'The Jester' (1840); 'The Wild Huntsman'; and 'King Alfred disguised
as a Harper'; while in 1842 he made his debut at the Royal Academy with
a picture called 'Chaucer, John of Gaunt and their wives'.

The decision to paint was a fortunate one, celebrated almost immediately
by the sale of 'The 0ld-English Ballad Singer'. This found a purchaser
after its Exhibition at the British Institution. More important, it was
the means of Scott's introduction to Samuel Carter Hall, who sought to

use it for the frontispiece of his Book of British Ballads. In his

autobiography Scott indulged in a hit against Hall, whom he considered
to be making a shrewd bargain over the pictures and sketches he received
fram using young artists in return forfair praise. However that might
have been, Hall was in a position to introduce a young man to a wvaluable
circle of acquaintances, publishers, writers and artists. Scott seems
to have arrived at a Just estimate of Hall in his brief recollection, for
the man himself, in his own autobiography, betrays his vanity and his
firm belief that he gave an unrivalled start to the artists who gathered

at his house. He it was who played the benefactor, and as such he
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innocently enough locked for their thanks,

It is hardly necessary to say that I strove to make the
evening gatherings agreeable to the artists. They met
there on several occasions the authors who were heading
the epoch, as well as those who have since become famous;
I cannot doubt that these 'Evenings' have prominent places
in the recollections of some who may, perhaps associate
with them the earliest draughts they drank of the Pierian
Spring, of which they have since quaffed so liberally,?

In addition to using the '0l1d English Ballad Singer' for a frontis-
Piece, Hall engaged Scott to illustrate two or three of the ballads in
his collection. One wonders if the work was particularly congenial,
for Hall himself gives a vivid description of the manner in which the
work was carried out under his eye. But at least it was a beginning,
giving the young man some roots in London and a growing circle of friends.

Scott's success with his pictures was unfortumately not long con-
tinued, and when 'The Burgher Watch on the City Wall' and 'James VI, the
Scottish Solomon, examining the Witches of North Berwick' were rejected
by the Academy and the British Institution, he decided that his total
achievement had not been satisfactory. This, whether with reason or
not, inspired him to analyse the difficulties in the way of establishing
a reputation as an artist, and first in importance he set down the ex-
clusive exhibiting eonditions which then prevailed in London. He says
a word or two about them from his own point of view in his autobiography

but we can read a general and less biased account in the leading period-

icals of the late 1830s and 1840s. Scott argued that London offered

1. Samuel Carter Hall, Retrospect of a Long Life, London, 1883, I, 332.
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very little exhibition space and listed the few galleries; the Royal
Academy; the British Institution; the Suffolk Street Society/ of
British Artists; the 014 and New Water-Colour Societies. Besides
remarking on the inadequacy of their space he insisted that they exer-
cised an unfair selection and were hostile to young unestablished com-
petitors who had thus no way of bringing their work before the public.
The Academy openly asserted the privileged position of its members by
restricting to them the right to see their~works after they were hung
and before the public were admitted. The Athenaeum allows some vigorous
criticism of corrupt practices in the Academy and points to their far-
reaching effects. 1In particular it singles out one abuse:
--- repaintment, by certain members, of their works hung up

for exhibition, so as to kill all other pictures round

them. This privilege is not only disgraceful and dis-

honourable, but is sure to induce a strumpet style of

colouring, as well as a hasty-fisted botchwork, no more

to be called sound painting than the tarring a boat-

bottom. !
A more amusing, though equally serious, allegation brought against the
British Institution was that it selected its exhibitors according to
their patronage of the frame-maker's shop kept by the son of the keeper
of their gallery. |

Scott's personal experience, backed by the fact that 1836 saw a

challenge to the position of the Royal Academy in the form of a public
enquiry, seems to point to the justness of the now widespread opinion

that something was sadly amiss in the relationship of artist to public,

1. V. The Athenaeum, No. 560, 21 July 1838, in a review of Painting and
the Fine Arts, B. R. Haydon and W, Hazlitt.
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particularly in so far as that relationship was affected by the ways in
which an artist might bring his work before the public. Scotij; looks |
for the fault in the exhibiting societies which were the link between
artist and public, but his account of what he found there may readily
give a wrong impression., The position could not be described in terms
of black and white, as Scott would have it. The established exhibiting
societies were not without variation unhelpful and restrictive in their
dealings with newcomers. If that had been so, the British Institution
would never have won praise for its sincere attempts to promote the fine
ar‘l:s/frim a leading periodical, which said:

--- we beliesve the modern artists have there found patrons

and that thence the public have acquired an accession of good

feeling in art.!

‘ In 1832 the Society of Painters in Water-~Colour received due praise
from the art-critic of the Athenaeum, together with a comment on its
vigorous condition "under the management of men of genius and enthusiasm".?

Scott comes nearer to the root of the trouble when he goes on to say
that there were too many aspiring artists competing for a few small rewards
and ill-paid commissions. There existed, in fact, a society of rivals,
and this situation bred further trouble because the rivalry killed dis-
cussion and exchange of ideas amongst young artists. As Blackwood's
Magazine significantly remarked:

Talent is even afraid of imitation.’

1. Blackwood's Edinburgh Magazine, No. CCLII, Vol. XL, October 1836, in
a review of the British Institution Exhibition for that year.

2. The Athenaeum, No. 238, 19 May 1832,

3. Blackwood's Edinburgh Magazine, No. CCLII, Vol. XL, October 1836, in
its review of the Art Exhibitions of that year.
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There is no doubt that Scott was fully aware of this cautious attitude

-

amongst his fellow artists. He lamented ;

~---=- in professional questions reticence was rather too visible -
conversation could scarcely be said to exist!,

but at the same time it seems possible that the years in London taught
him to be wary in guarding his own ideas; a charecteristic which was
apt to seem unpleasant when it became unnecessary.

If young artists were rivals in one respect they were simultaneously
drawn together to talk over their grievances and try for some redress by
attempting to establish exhibitions of their own. Scott himself joined
forces with such a group and says of it:

If I remember right, my first introduction to same of the
ablest amongst them was a summons to a meeting for the
purpose of establishing an exhibition, or some other new
plan of enabling us to come before the public. At the
first meeting Richard Dadd was in the chair, and Frith, Egg,
Lucas, with a nunber of landscape painters, were assembled,
and I find still existing a circular in a pretty feminine
hand, dated mysteriously from the British Coffee House,
Cockspur Street, 26th October, 1841, to this effect: 'The
Committee beg to remind Mr. Scott that the meeting for the
consideration of their Report respecting a new Exhibition
is fixed for Saturday next, 30th instant, when Mr. Scott's
attendance is earnestly pequested. The chair will be taken
at 7 o'clock precisely’.

The exclusiveness of the major exhibiting societies, together with
an acute scarcity of cammissions, cambined to create a situation in which
it was necessary for an artist to attract .a.ttention to his work, generally
at the expense of sound qualities. A relationship of supply and demand

had arisen in which economic necessity had elevated the buyer to a position

1. A.N. I, 110.
2, Tbid, 110-111.
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in which he could dictate the manner and subjects of art, This situa-
tion was already a reality, not a threat; and it followed that because
of it, the public and their standards became a factor of real importance.
Had they appreciated meaning, subtle colour and sound composition, all
would have been well. It was disastrous that they were singularly un-
discerning and preferred sentiment and crudity. As it was, the real
quality of a picture eeased to bear any relation to the reception it was
accorded.

Scott seems to have n'xade some attempts to analyse the situation and
to appeal to the public taste with his own productions, at least in sub-
Ject. He distinguished a new school of painting, broadly historical,
invgntive and illustrative, of which Maclise was the leader. This he
averred was growing steadily in popularity while Haydon, Howard, Etty
and Eastlake, the artists generally associated with historic and poetic
subjects, were unaware of its existence. Landscape was at a low ebb,
hardly required by the public.

It was not, however, to be landscape any longer. That
branch of art was at that time below zero in Lordon. The
greatest landscape painter in the world was painting 'The
Casting of the Iron Duke', and 'The Jew of Venice' shaking

a pair of scales out of the window of a gemboge house, and
was the joke of the public.!

Scott, writing from the artist's point of view now and not the seller's,

did not hold much brief for the public who were to judge his work, and in

this at least the professional critics bore him out and prophesied further

deterioration.

1. A.N.I., 100. "The greatest landscape painter in the world" was
JeM.We Turner.
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Publioc patronage and too many exhibitions tend to "fritter artistic
power and lower artistic a.:i.m",‘l said the Athenaeum; and Blackwf)od's
agreed.

He (the artist) finds that he gets his two or three hundred
guineas, provided only that his pictures are like, equally
whether they are good or bad; and thus, between the prestige
of fashion, the intoxication of flattery, the love of money,
and the seductions of ease, the artist, surrounded by an
ignorant, wealthy and indiscriminating body of admirers, is

gradually led down fromzall his youthful aspirations of
excellence and talents,

A later article in the Athenaeum is more precise in its comments.
To begin with it narrows the field to the 'middle~class', the present

patrons of art, and goes on:

What follows? Why, that the vast majority of works are made
to suit medium taste, and wealth, and tenements; pretty,
pretty things, which display domestic scenes, 'bits' of nature,
or colour, or effect, portraits of dear nonentities ... _
In this opinion it has most definite points of agreement with a passage
in Blackwood's of a rather earlier date, which reads:
We have left the poetry far the drudgery or mere mechanism
of the art, feeling for display, and exhibit and admire our
glittering gaudy wares like a nation of shopkeepers, whose
glory is in the workshop and mmfactory.%
This paragraph is interesting because it not only stigmatises public
taste, but follows it through to its effects on art, and describes those
qualities which were to have popular appeal. The ideas expressed in it

are amplified in almost every other account of an art exhibition in

1. The Athenaeum, No. 560, 21 July 1838, in a review of 'Painting and
the Fine Arts', Be Re Haydon and W, Hazlitt,

2. Blackwood's Edinburgh Magazine, No. CCXLIX, Vol. XL, July 1836.

3« The Athenaeum, No. 560, 21 July 1838.

4. Blackwood's Edinburgh Magazine, No. CCLII, Vol. XL, October 1836.
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Blackwood's or the Athenaeum. It is possible to analyse three main
faults in the art of the mid-nineteenth century which were related to
the insensitive quality of public appreciation. Blackwood's makes no

uncertain thrust:

Those who think that bright blues, bright reds, and bright
yellows, as little mixed as mey be, will give them power,
greatly err;  for as they have a limited, so have they a

poor pa.’l.et‘l:e.‘l
Alongside his general criticisms it is interesting to find an in-
dependent writer touching on the same fault in an individual artist.
Samel Carter Hall, speaking of Maclise says :-
It is said he was no colourist; in one sense that may be
true, for his pictures, although brilliant with colour, are
often deficient in the harmony that satisfies the eye; hence
a certain harshness far from agreeable, and a want of that

repose which even amidst a blaze of splendour is not beyond
the reach of the painter's art.2

It seemed, however, as if the pictures which were not distinguished
by this over-bold colouring were open to another and more fundamental
criticism.

Mere vulgerity is certeinly disappearing. Insipidity, however,
not works of sentiment and thought, fill too large a space =w-
It surely argues no good public taste when the eye seeks a
gratification unconnected with intellectual and morel feeling.)

In the face of this and meny similar comments, it can only be con-
cluded, when a picture had no intellectual content, it relied on sentimen-
talitjr and mechanical efficiency. A review in the Athenaeum attempted,
among its general remarks, to point the balance which should exist between

technical excellence and poetic spirit in a work of art:

1. Blackwood's Edinburgh Magazine, Noe. CCCXXIII, Vol. LII, September 1842,
in its review of the current art exhibitions.

2. v. Retrospect of a Long Life, II, 214.

5. Blackwood's Edinburgh Magazine, Noe CCCXI, vol. L, September 1841, in
its review of the exhibitions of the British Institution and Royal
Acadeny.




Where its mechanism ends, its real glory begins. Not that
we despise mechanism; quite the reverse --- Mechanism,
when a means to accomplish great intellectual results, as
fine pictures or statues, deserves the highest subordinate
honour, But art were altogether beneath the level of dis-

cussion as materialized poetry, if its poetic excellence did
not much predominate over its mechanical.?

The writers of the periodicals were not entirely destructive in
their criticism. They pointed to several remedies of which the most
sweeping was the actual reduction of exhibition space, in the hope that
this would cut out the quantity of mediocre work then accepted and en-

courage artists to assexrt their individuaelity and stand wp for their own

sense of wlues.

Now we are indeed making hotbeds for the growth of artists.
They will be thick as peas and not so palatable - youths of
large hope and little promise - some aiming beyong their
reach, others siriving and straining at a low Art-Union
prize. Patronage can never keep pace with this 'painting:
for the million system'. The world will be inundated with
mediocrity =-- Now let us propose a plan., Let the menbers
of the Academy come to this resolution, that instead of
exhibiting some 1300 pictures annually they will not admit
into their rooms more than the 300 - and so ocut off the 1000 -
that the said 300 shall all have good places, and shall be the
choicest works of British talent.

In comment, one can but agree with Kenny Meadows, the artist and
illustrator, whose pun was retailed by Scott.

The talk about fresco and the palette proper to it, a palette
of earths, tired him out: 'You talk of ochres, but the worst

of all you have not named though it is the commonest - that's
the mediocre'!

1. The Athenaeum, No. 612, 20 July 1839, in a review of The Art of Painting,
by J. Fe L. Meninee, and On Peinting, by T. H. Fielding.

2. Blackwood's Edinburgh Magazine, No. CCCXXXIV, Vol. LIV, Augubt 1843.
3¢ A.Ne I, 11ke
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Action by the exhibiting societies was in the nature of an immediate
remedy. Any more far-reaching reform involved the need to create a dis-
cerning public, which was necessa'rily a slow process. This is worth
noting as one of the problems the Government set out to tackle by the
formation of a national system of Schools of Design. Haydon may well
have been right in his opinion that state patronage of fine art was the
only solution. Most certainly the state was the only body with sufficient
money and space at its command to comission historical painting and *thigh
art'.

We have seen how individual critics aired their views and suggested
their remedies, but it seems certain that the official bodies did not
truly know how to escape from the situation; witness the muddled thinking
which characterised the establishment of schools of des ign. The exhibiting
socleties maintained that the fault did not lie with them. They queried
the quality of the work offered to them, and found it on the whole, to be
poor., At the same time they considered that the artists constantly needed
the most obvious flaws to be pointed out to them; which function they
claimed to perform. The artists seem to have created their own difficulty
by their numbers, and the situation might be fairly summsarised as one in
which it was not so much discouragement from outside which kept down
aspiring men, as tm very conditions of rivalry and lack of definite
standards within their ranks.

It seems, in fact, as if the early years of the century did not offer




happy prospects for Scott. He was as yet unused to making a song about
himself. His choice, had he been free, would have been for la./ndscape
painting, and the wisdom of this is borne out by the quality of his early
studies and sketches. Unfortunately it was not wanted by the publiec.
Engraving offered a certain security, but it is unlikely that Scott would
have had any great success in e.ngraving his own designs, when the re-
quirement of the time was for men to render the quality of other artists!
work, PFor, as it was said:

engraving does not prbfess to be in itself a perfect work,
but to give some idea of another,1

not the ideal task for a man of strong and unusual ideas,

1. Blackwood's Edinburgh Megazine, No. CCIX, Vol. XXXIII, June 1833,
in The Sketcher IT.
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CHAPTER IV ’

The Establishment of Schools of Design

The need for a School of Design was first brought to public notice in
a year when the Government were already quite fully occupied with prepara-
tions for their grandiose scheme of decorating the new Houses of Parliament.
Lack of visible results should not blind anyone to the value of this venture,
for it stimuilated the interest of the country in 'high art' and promoted
mach discussion both technical and aesthetic. Undoubtedly it helped to
produce the necessary climate of opinion for the prospering of a reform in
matters of art and particularly applied art. Fortunately the Government
were not too engrossed in enhancing their new quarters to neglect making a
full inquiry when in 1835 a question about the condition of British industrial
designing was asked in Parliament by the Radical leader Joseph Hume, In
response to his query a Select Committee was at once appointed. This body,
under the chairmanship of William Ewart, M.P. for Liverpool, commenced meeting
in June 1836 to inquire into the best means of extending a knowledge of the
arts and of the principles of design among the people of the country, and
especially among the manufacturing population. Because of recent comments
about the administration of the Royal Academy, it also looked into the con~
stitution, management and results obtained by these institutions connected
with the arts which already existed. It will be clear that the subjects

to be studied by the Committee did not represent a capricious or untimely




departure from the practical work of decorating the Houses of Parliament
which the Government already had in hand; nor were they unrelated to that
general concern for the future of the British school of painting which we

have witnessed in the 1830s and 1840s.

Two entirely new ideas distinguished the final Report of the Select

Comnittes. | Previous inquiries had always been limited to the field of fine
art, but here particular attention was paid to problems of design in mamu-
facture, and this branch of art was treated with a new respect. Equally
new and welcome were the precise recommendations made in the Report about
eduction in art.. These were a step forward from former hazy discussions
about means of fostering good taste among the general public.
The crux of the Report was its assumption, made both in the title and
in the body of the text, that there is a close connection between fine art
and applied art, and that both should command equal respecte This was the
point destined to be taken up and made the centre of most fierce debate. 1In
fact feeling ran so high that the quarrel threatened to impede what was valuable
in the early Schools of Design. Haydon, whose authority cannot be discounted,
agreed with the conclusion of the Select Committee and expressed his gpinions
before public debate had invited prejudice. As eariy as 1832 he wrote:
There is a comittee on the silk trade, and their talk of
'design' had no reference to 'High Art'. I said 'That was
the m:’xs’.cabe.. There could 13e no design :Lf' theﬁ'e was no
connection with the foundation of all design'.
In 1834 he repeated his belief:

Design is the basis of Art, and a basis of such breadth that
mamifactures, as well as Art, rest in its excellence.?

1  B. R. Haydon, Autobiography and Memoirs, ed. by Aldous Huxley, London,
1926, II, 529-530.
24 Ibid’ P05&l~o
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The opposition, however, replied with equal decision, basing their argument
on two main theses. First they contended that applied art aims at a differ-

ent effect from fine art, for:

~-- manufacturers are employed upon that sort of ornament
which shall please the eye, by easy, and, if you please,
graceful lines, and harmony of colours; nothing being to
be represented, either in exact similitude of anything in
nature, or of such a character as to affect the mind through
the passions or intellectual research. This wide prohibi-

tion to the one is the proper field of the other - the marked
out province of art.!

It is true that the case for the opposiftion was strengthened by the fact
that applied art of every kind, whether china, ornaments, carpets or patterned
material, was of a very low standard. In England the designing of commercial
products had until now been treated as the ugly duckling amongst its sister
arts. While in the field of fine art many attempts had been made to offer
artists an opening, and to promote the education of public taste by better
exhibiting conditions, exhibitions of contempory art alongside old masters
and the establishment of ‘art unions! for purchasing pictures by moderate
subscriptions, no one concerned himself with the taste the public showed
when they purchased the products of the many new factories. Applied art
was in a sericus plight because it did not attract that interest and discussion
which at least made artists aware of their problems. George Darley was the
exception when he deplored the utilitarian taste of the period, blaming middle-
class patronage of which he said that it was satisfied with artistic products
"undertaken by contract, executed per order, put forth in the gross and paid
for in the lump, showy and perishsble --",2

1+ Blackwood's Edinburgh Magazine, No. CCCVII, Vol. XLIX, May 1841.
2. C. C. Abbott, The Life and Ietters of George Darley, 1928, p.167.
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In a problem of this kind one must remember that reform cannot come
from one direction only. There are three groups concerned; the mamfac-
turer, the working designer and the public, and much of the difficulty in
improving the quality of indusirial products is caused because the interests
of the three are by no means identical., In assessing the conditions which
feced the Ewart Select Committee it would be well to look briefly at the

contribution made by each of these groups.

The mamifacturers, with some Justice, claimed that for economic reasons
they must supply what the public liked, very much as we have seen the artists
claim that economic reasons forced them to paint the kind of pictures which
would sell. In truth however the British menufacturer would have been hard
pressed to produce a higher standard of goods because he had neglected the
native telent for industrial designing which could have no wey of expression
or development except through employment in the new factories., This neglect
was closely connected with a tradition amongst manmufacturers that the French
were the pre-eminent pattern designers and that the British could not compete.
At root it was economics rather than aesthetics which Ezmght the manmufac-
turers to this opinion, for it was cheaper to impart patterns from France or
even to copy them and to combine fragments from various borrowed patterns
than to encourage the talent of British designers and employ resident artists
who might study the mamifacture of one particular product and adapt pattern
and form to material and process.

This state of affairs was a seriocus challenge to the life and vigour of

British industrial design and was all the more grievous because the country
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could outmatch any in the quality of her machirery and mamfacturing
processes. Yet all this technical skill was wasted so long as her crafts-
men were a dying class and her artists were indifferent to problems of
industrial art because they had no opportunity to study the materials for
which they were asked to design. The situation was admirably summed up
by Sir Henry Cole, one of the men who worked most tirelessly to improve the
quality of applied art. He wrote:

Mamufacturing skill is pre-eminent and abounds; but artistic

skill has to be wedded with it --- It is the purpose of this
collection® --~ to revive the good old practice of comnecting

the best art with familiar objects in daily use. TIn doing
this, art-mamfacturers will aim %o produce in each article
superior utility, which dis not to be sacrificed to ormament;
to select pure forms; +to decorate each article with appropriate
details relating to its use, and to obtain these details as
directly as possible from nature.l
The mamufacturers themselves laid the blame for the low artistic standard
of their products with the public, and they did not lack support for their
opinion. Scott agreed with their censure when he wrote that the most vulgar
and gaudy kinds of decoration proved profitable because they were going to
'uncultivated buyers'2 but he condemned the mamifacturers in their turm for

contimuing to exploit this lack of taste. He earnestly desired to see reform,

1. Sir Henry Cole, Fifty Years of Public Work, London, 1884, I, 108.
kX The collection referred to is Summerly's Art Manufactures, an
illustrated book of suggested designs for pottery etc. which was
published by Cole, under the nom de plume of Felix Summerly, in 1847.

2. The Fortnightly Review, No. XLVI New Series, 1 October 1870, W. B. Scott
'Ornamental Art in England!. The danger of mamfacturers being quick
to suit their products to the public taste is emphasised by a remark Sir
Henry Cole made about Minton, of the famous fim of china mamfacturers,
that 'he dreaded the retailers of London, who at that {time ruled mamu-
facturers with a rod of iron--'.




both by the training and employing of better designers in !;he factories,
and by the slower method of educating public taste., Scott pinned great
faith on this second method and looked for the time when it would succeed
in raising the standard of the products which mamufacturers might hope to

sell. He wrote:

It is in directing the public mind, in cultivating the selecting
taste, and making it more difficult to please, that the work lies
for the public teacher; not by any means in increasing the amount
of decaration -~--. There has indeed been of late years a multi-
farious competition in splendour and novelty current in art work-
moanship and it is this wants direction. The love of the gorgeous -
is the appetite that affects us in England, and has hitherto
overdone everything in decoration.

The final report of the Ewart Commititee deprecated the want of means for
instruction in design in the principal seats of manufacturing industry and
added to this conclusion three recommendations of a thoroughly practical nature;
the establishment of a central School of Design supplemented by grants to local
schools; the formation of museums and art galleries; and the establishment
of a cheap and accessible tribunal to protect inventions and designs. On
the whole the camplaints levelled against the Royal Academy were dismissed
as Jjealous and ill-founded, though the difficulties of its semi-public, semi-
private mture were remarked.

The Committee had amassed a great deal of evidence by examining manu-
facturers, connoisseurs, picture-cleaners and dealers, Royal Academicians
and artists of every rank. It seems certain that at first the gain in

theoretical knowledge and the mass of evidence collected by the commitiee

1. Ibid.
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was more valuable to the country than the School of Design itself. Public
interest centred not so much on the progress of the School and tﬁe conduct
of its classes as upon the debate between fine art and applied art outlined
in this chapter. It is only fair to insist that this was not a purely local
or a petty quarrel. Neither side seem!to have realised that fine art and
industrial art has this in common, that, whether it please them or not, they
are joint heirs to the ills caused by lack of discrimination in public taste,
and would therefore be wise to join forces in the matter of educating the
public. There was no room for a breach between branches of art at this
particular period. It is interesting to note that the very substance of
the debate had a long history in European art-education, a history too
lightly overlocked by those who planned the British Schools of Design. The
quarrel had its origin in the time of Leonardo da Vinci, who endeavoured to
introduce a new attitude to painting, regarding it as a science rather than
a mamal skill. This brought about the first break with the medieval
tradition which had always held that painting and sculpture were crafis in
no way swperior to any others, and introduced a new emphasis on art education
in which knowledge superseded skill. Leonardo's new attitude to fine art
meant in its turn a different social position for the artist, for, if he was
no longer a craftsman then he forfeited his place in the ordered medieval

.

social pattern. It was respect for craftsmanship of every kind which the

Schools of Design most needed to restore.
THe Government, troubled now by the urgency of the need, sought to give
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immediate help and to bring encouragement to British designers. There was
no delay in settling administ;:'ative details and actually setting up a School
of Design. | Aé early as August 1836 the Government had mede a grant of £1500
"towards the establishment of a School of Design for the improvement of our

national manufactures", a measure which, The Athenseum declared in dramatic

fashion "comes not a day too 300!1".1 It was settled that the school itself
should occupy the apartments at Somerset House lately vacated by the Royal
Academy, which had moved to the National Gallery. Its beginnings were
modest, unblessed by any notable public response, and not even favoured by
thorough understanding on the part of the artists who were consulted. The
first minutes were dated from the Board of Trade, 19 December 1836, when
Paulett Thomson, President of the Board explained to seven gentlemen who had
been called upon to form a council what the Government sought to accomplish.
None of the gentlemen was however able to advise on how it might be effected.
The council consisted of four Royal Academi;-:ians s Ae W, Calcott, Sir F. Chantrey,
G. R. Cockerell and C. L. Eastlake; together with four Members of Parliament;
three experts in their particular branch of industrial art, Alderman Copeland
as a consultant for china, Apsley Pellatt for glass and Thomson for calico-
printing; and H. Bellenden Kerr, the ardent advocate of popular education.

" At the next meeting John Papworth, the architect and designer, was

appointed director. He had previously given evidence before the Ewart Select

Comnittee and had been consulted by the government respecting the formation of

1. The Athenaeum, 20 August 1836.
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the School of Design. The details of the organisation and g.mngements
were in his hands, and he was assisted by his son :}ohn as secretary. A
headmaster was also appointed at a salary of £150 a year, and an assistant
mester in modelling who was to receive £70 a year for a six day week, The
school opened in June 1837 without attracting great attention. Advertise-
ments had appeared in several newspapers and by July 8 applicants had been
admitteds. It seems that the numbers did not increase with any rapidity,
for in March 1838 Haydon noted in his diary:

Called in at the School of Design, Samerset House. My Heavens -

what a scene! Eight or nine poor boys drawing paltry patterns;

no figures, no beautiful farms.?
The existing arrangements contimied for a year and then a more economical
mngment appeared to the council to be necessary, so Papworth and his son
retired.

The Governmment certainly seem to have endeavoured to make the fullest
inquiries, and to establish the School of Design on a sound theoretical
basis. Confidence in their wisdom is strengthened by their decision to
consult William Dycet, a most well-informed if not a highly original artist.
He was living in Edinburgh and had already been appointed as an advisor to
the Trustees' Academy there. This long-established institute had originally
been formed by subscriptions from a mmber of mamufacturers in order to train
designers for their products, but it was in advance of its time and very

quickly became a conventional art-school teaching pupils to draw from a

1. B. R. Haydon, Autobiography and Memoirs, ed. by Aldous Huxley, London,

1926,I1, 632.
X Dyce had studied and painted for a considerable time in Rome., He worked

in the Pre-Raphaelite manner before the Pre-Raphaelite Brotherood. His own

preference was for large historical and religious subjects but he found that
portraits were the only things likely to sell and he painted many fine ones,
simple and vigorous. He was a learned student of art and his pictures were

always in the most refined taste.
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collection of casts from life. At the same time as the Gove/rnment were
considering the establishment of a School of Design in London the Board of
Trustees made an independent move to get back to their original connection
with mamifacturing and industrial design. The Council of the School of
Design heerd of Dyce's commission to advise on the best means of carrying
out this purpose, joined in the scheme and sent Dyce abroad to visit and
report on continental schools with a similar functions On his retum in
1838 he was appointed director of the Somerset House school and made a report
of his findings. Scott singled him out as the first person really to dis-
tinguish the purpose and plan the administration of these schools. He
wrote:

This Report by Dyce --- was in fact the first step towards

bringing about an understanding of the wark in hand, and the

book of progressive lessons afterwards prepared by him was

the first practical measure for the curriculum to be enforced;

the casts and a few other objects purchased by him abroad being '
also materials for the more advanced instruction.

In spite of their very commendable care to have expert advice the Council
of the School of Design failed to realise that theirs was a special case and
that the European Schools which they took as a model had grown out of a differ-
ent tradition and needs. It was impractical to look to France, Germany and
Bavaria for specific guidance unless there was a close analogy between the
conditions and purpose of schools of design in these countries and in England.
Nicolaus Pevsner& has traced the continuity of development of art institutions
in Europe from the time when artists emancipated themselves from the guilds

only to fall bound in an even closer service to the Court in the France of

1. The Fortnightly Review, 'Ornamental Art in England'.
& v. Academies of Art, Past and Present, C.U.P., 1940.
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Louis XIV. After the breakdown of the guilds, the artists meintained their
social position and dignity by Academies, and finally asserted their absolute
independence by denying that they owed any service to the pubiic. Pevsner
mokes the point that the problem of the guilds in relation to art was absent
from England. TYet the Government thought to adopt with sudden legislation a
type of education which depended upon a complete relationship of artist and
public absent from the history of English art. It was such lack of under-
standing combined with indecision over questions of basic policy which made
the early years of the school such a laborious struggle. I have tried to
show that the Govermment freely adopted the opinion of the 1836 Select Com-
nittee that there was a close counection between arts and manufacturers, and
braved the opposition on this score. Strangely enough, when it came to plan-
ning the curriculum of the Somerset House School they seemed to retreat from
this~ definite stand. In its early career, the school was attacked by manu-
faoturers who said that the classes were encouraging workmen to rise above
their station:

Why all must draw, I cannot conceive; and why 1t should not be

left to those who have a talent and fancy for it, without our

hot-bedding these manufacture sprouts, and petting them till

they grew up{ the greater part of them, rank things, all stalk

and no head.
The attack was seconded by the teachers of fine art who said that the schools
were taking the bread out of their mouths. Instead of being sufficiently
decisive in their answer the Council evaded the issue by endeavouring to teach

design without trespassing in the realm of fine art. Moreover they acquiesced

in the fear voiced by the Ewart Committee ¢

1. Blackwood's Edinburgh Magazine, No. CCCVII, Vol. XLIX, May 1841.
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--- that the unsuccessful espirants aefter the higher branches of
the arts will be infinitely multiplied, and the deficiency in
manufacturing articles will not be supplied.?

So that they might not be accused of specifically training artists, they
banned figure drawing from the curriculum. Early in 1837 Haydon learnt by
hearsay of this omission in the classes planned under Paulett Thomson. He
threw himself heart and soul into the opposition, going to the lengths of
assisting Ewart, Wyse and others to establish an opposition sch091 with a
model, at Savile House. This was not closed until 1839, when it had forced
the Somerset House school to introduce drawing from the living figure; though
as late as 18,3, when Scott went to the Branch Government School at Newcastle,
drawing from the figure was forbidden and he found occasi on to remark on the
folly of such a restriction.

‘ The Council attempted to answer the criticism of the private teachers of
art by a regulation which said that "Fine Art students were strictly excluded,
and all who did not prafess to be or intend being pattern drawers."® fThis
was not however the end of their difficulties. The manufacturers, realising
that the school had come to stay) now expected quite wrong results from it.
There was one great difficulty:

--= the impatience of the public and the students, an impatience

founded on ignorance and supported by the mistake of calling
them 'Schools of Design', whose great work must ever be elemen-
tary, and was so at first exclusively, At the end of the very
first year of the existence of these establislments, new and
jmproved designs for the local trades were expected.d

1« The Athenaeum, 29 October 1836, quoted this extract from the evidence
laid before the Ewart Committee.

2, The Fortnightly Review, 'Ornamental Art in England'.

3. 1Ibid.




- 55 -

Dyce remeined as Director of the school until 183, anq. during this
period the first Branch schools were established. This was a development
which had been anticipated in the original outline of the scheme. A grant
of £10,000 was made to meet the needs of expansion and in 1841 Birmingham,
Sheffield and York had teachers and furniture sent dom to them. Notitingham,
Coventry and Newcastle made applications for aid from the central fund and in
one after another of the big manufacturing centres, schools were set up.

Over the same period the mumbers at the Somerset House School increased to
178; Charles Heath Wilson succeeded Dyce as Director; and the organisation
remained basically unaltered but not unchallenged until 1851, Heath-Wilson,
for example, attracted a considerable amount of personsl dislike and was
finally displaced at the instance of a faction led by J. R. Herbert, R.A.
A ;rounger contemporary wrote of him:
oOn the 31st of August, 1845, Punch had a caricature of Wilson
headed 'A Night Scene at the School of Bad Designs'. The boy

who is trying to copy a colossal femle bust, but is shadowed
by the podgy standing figure of the head master, C. H. Wilson -

ta capital portrait!, in shepherd's plaid and with a Glengarry
cap on his foxy hair - says to him: 'If you please, sir, you
are standing in our light'.!
We hear very little officially about results during the years before
the Great Exhibition. In 181;.3&Samue1 Carter Ha.ll\md.e a tour of the various
mamfacturing towns and found conditions which caused him deep concern. He
comnented on what he saw in his memoirs, but was pleased to add that the

situation was substantially altered by the 1870s. His description is at

once amusing and depressing:

1. John Collins Francis, Notes by the Way, London, 1909, pe2%-.
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The carpets of Kidderminster were disfigured by roses in

size a foot square, temples, rock work, and so farth, At

the Staffordshire Potteries bad taste was the rule. The

public preferrediugliness, and ugliness had to be provided

for them,?

Scott had evidently found similar 'horrors', for he says:

Ormolu stems and leaves bear porcelain flowers painted to

imitate nature, and candles are made to rise out of tulips 5

and china asters, while gas-jets gush forth from opal arums.

There seems no doubt that Hall made vigorous personal efforts to counter

the deplorable taste which he found to be typical of the country. He had a
powerful and influential weapon to hand in the Art Joumal, of which he was
proprietor and editor. This magazine, under the mame of the Art Union,
issued its first part in 1839, and for nine years struggled to build up a
public interested in a periodical devoted exclusively to fine art. In its
pages Hall began his reform by publishing engravings of the products of manu-
facturers, while all the while urging that the next step should be a vast
Exhibition of manmufactured goods. He, in fact, claimed that his comment on
the 1844 Exposition of Art Industry held at Paris, in which he recammended a
similar experiment in England, was the stimulus which led to the Great Exhi-
bition of 1851. But before this, the lack of results had inspired two
prominent men to query the value of the schools as they were then organised.
In 1846, Richard Redgrave wrote a letter to Lord John Russell on the necessity
of re-constituting the schools. An inquiry before the Committee of the Board

of Prade followed, and was succeeded by a Select Committee of the House of

1. Samuel Carter Hall, Retrospect of a Long Life, London, 18383, P«370.
2. The Fortnightly Review, 'Ornamental Art in England'.
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Commons in 1849. Henry Cole, who was known for his long study of the
technical arts, drew up a series of reports for this committee and in the

third commented:

Looking to the want of sympathy and cordial co-operation every-
where; to the neglect of the provincial schools, and their
gradual decline, to instances of improvident expenditure; to
the daily growing dissatisfaction of mamfacturers; and, in
short, to the absence of any palpable satisfactory results about
which there could be no disputes, I find my opinion of the un-
satisfactory working of the school so confimmed, that I am
impelled to express my belief, that by no means short of a
complete change of system can the School fulfil its object,

and its duty to the public.?
Cole himself felt that the Great Exhibition postponed the re-organisation

of the School of Design, though he had to admit that it made plain the low
standards of artistic products and in this way gave point to his argument.
Scott, on the other hand, held that the Great Exhibition was the turning-
point in the history of the Schools of Design, for by gathering together
representative products of British mamifacture and showing them alongside
foreign products, the country was forced to see demonstrated the poverty-
stricken quality of her own applied art.

Although it had been proved that Schools of Design, as they were then
orgenised, had achieved very little practical improvement, they were evidently
acknowledged to be fundamentally sound and therefore capable of reorganisation

and development. Sir Henry Cole gives a quotation taken originally from The

Times of 7 October 1876 which is a fair summing up:

1. _Appendix to the Report from the Select Committee on the School of

Design, 1849, qjuoted by Sir Hemry Cole in Fifty Years of Public Work, I,
114. The school is that at Somerset House.
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The mode of training the country to improve itself and its
trades by a cultivation of the arts, was misunderstood, and

the key-note of the work to be done was not really struck

until after the Exhibition of 1851. For about eleven years
the Schools of Design had been leading a precarious existence.
They had cost the country an average of about £10,000 a year
for eleven years, and the Govermment really had no option but
to take the work seriously in hand, and to relieve the irrespon-
sible and unsuccessful Council of the Schools of Design of the

burden of further operations.?

When the Surplus Exhibition Fund of £170,000 was aporopriated to their
use, the Council was called upon to give a much clearer definition of its
future policy. In 1852, when J. W. Henley was President of the Committee
of Council for Trade, the reorganisation began in earnest. In 1852, Henry
Cole, who had lately played a leading part in preparations for the Great
Exhibition, proposed changing the name of the School of Designe It then
became known a8 the Department of Practical Art and the President of the
Board of Trede suggested that, since it was so greatly enlarged, its
management should be given to two men, one an artist and one a layman,

Redgrave and Cole were therefore appointed to these posts. A most discern-
ing Report by Redgrave was made the basis of the changes. The curriculum
became more liberal and freely embraced figure-drawing, perspective and
mechanical drawinge The most significant introduction was that of a training-
class for certificated masters. Cole was a strong supporter of this measure
for he felt that the old system of employing masters not specifically trained
in ornamental art had been the cause of much misdirected effort in the schools.

1. Ibid, Pe 281.
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Candidates for masterships in the Schools for Design, he wrote:

z

--= sought their appointments by the usual means. An unsuccess-
ful artist or drawing master submitted testimonials from persons
having parliamentary or other interest with the Government; no
proof was required that the candidate could teach a class or
possessed the special requisites for conducting a school. The
specimens of his work which the candidate submitted often proved
that he was unable to execute the standard examples used in the
Schools of Design, and that he was scarcely acquainted with the
system of instruction.1
The orthodoxy of this new scheme made the old method of staffing the
schools seem like a symbol of the experimental and unorganised character of
the first fourteen years of their history. Although Scott considered that
the schools had now reached an admirable stage of organisation he did not
hesitate to point out what might prove a danger:

The men certificated were not artists, and knew little beyond
what they had gained in training, whereas the Schools of Art
were intended to embrace the highest branches of design, and
nore but an %rtist can be expected to teach the human figure
with effect.

In the following years the main changes were those symptomatic of growing
strength and expansion. In 1852 the premises at Somerset House were exchanged,
by Royal permission, for accommodation at Marlborough House, and it was there
that the nmucleus of the great Museum was formed which was later transferred to
South Kensington. This move was made in 1855, and two years later a long-
awaited change of attitude was given expression in the transfer of the Science

and Art Department from the jurisdiction of the Board of Trade to the Committee

of Council on Education.

1. Ibid, p.298.
2. The Fortnightly Review, 'Ornamental Art in England'.
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The Second Great Exhibition was held in 1862 and at last the time had
come when the quality of the decorative art exhibited by Britain could bear
camparison with that of any other country and even excited continental
visitors to praise and fear of woarthy rivalry. English critics, strangely
enough, were more grudging, and chose this moment to question the management
of the Department of Science and Art.

In response to their allegations, a Committee of the House of Commons
was appointed to inquire into the conditions and working of the Schools of
Art, and made its report in July 1864. It began by reviewing the whole
scheme and agreed that the period 1837~52 had been experimentsl and, in a
sense, unsatisfactory. Nevertheless, the Committee made it plain that it
believed that elementary art education and the study of industrial design

were matters which would never again be neglected in this cauntry.
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CHAPTER V

London: PFriends and Activities.

Scott arrived in London with some sort of programme in his mind. He
no doubt felt the need for getting right eway from his family responsibilities
and from any parental control. In fairness one must add that he was neither
thoughtless nor selfish when he left his home, but realised that if he was to
develop his poetic and artistic powers he must go out into a less sheltered,
and at the same time less restricted, society than that of Edinburgh. He
used these years in London to look about him; to make friends in the artistio,
literary and publishing worlds and to assess the comuercial prespects of art.
From the beginning Scott readily accepted the fact that his proposal to keep
himself by the proceeds of his writing and painting would result in a certain
loss of personal choice in the kind of work he produced, while paradoxically
it was his bid for economic independence. He lamented:

The difference between what one can do best and whe.f one
likes to do, and what one must do, is too dreadful.

His ambition was to make a neme a3 an artist, and even book-illusiration seems
to have been a concession to economic necessity. Poetry cannot have occupied
him very seriously, for Rosabell, published in 1837, belonged to the Edinburgh

days, and his only other publication between 1836 and 1844, was Hades; or The

Transit: and The Progress of Mind, two poems which appeared in book form in
1839.

1. A.N.I. 103.



- 62 =

It seems fair to emphasise that Scotf's work for S. C. Hall afforded

an excellent means of introduction to the kind of men he needed to know.

While engaged on the illustrations for The Book of British Ballads he worked

g

with rising young artists such as E. M. Ward, Dadd,Frith, Fenniel, Noel

Paton, John Gilbert and Richard Redgrave. Many writers have made the point
that London artistic and literary society was hard competitive ground, where
sociability counted for a great deal. Scott confesses that he never felt
altogether at ease with these artist friends he made and adds that he found
them unwilling to share ideas or discuss their work. We have no real in-
dication of the young man's temperameant during this important period when he
was broadening his horizons. It is only possible to guess from odd remarks
that he was fairly quiet, perhaps a little awkward and more than ever con-
scious of the narrow and gloomy nature of his home background. At Penkill
there is a striking youthful portrait of William, painted in oils by David
Scott, which shows him to have had dark hair and a satanic but remarkebly
handsome face,’

At all events he took a thorough-going dislike to the bohemianism and
easy gaiety he found in London. Kenny Meadows the illustrator, friend of
Laman Blanchard and Douglas Jerrold, introduced him to the Garrick Cludb
where he felt embarrassed because the society there "seemed all preter-

naturally shrewd and sharp, and initiated in some mental freemasonry I could

not enter". 2

1 There is the original portrait by David Scott and a copy by W. B. Scott.
2, AJN.I. 113,
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The Athenaeum reviewer of Autobiographical Notes finds sufficient

explanation for Scott's attitude in his native lack of a sense of humour,
and maintains that this group of men really were genial and jocund had
Scott had the wits to appreciate them. He writes:
When Bell Scott first came to London the set in which he moved
was amazingly unlike the Pre~Raphaelite group with which his
name is associa!:ed; it was the Covent Garden group of poe?s R
painters, and wits of whom Douglas Jerrold was the centre.

One can already judge what type of person Scott was by the campany in
whidh he was happy. He found literary friends more welcoming than artists,
and turned to an older writer for one of his pleasantest friendships. This
was Leigh Hunt; sirange choice for a man of Edinburgh upbringing. Scott
does not tell us how he obtained an introduction to Hunt, though it may have
been that he submitted to him the poem Rosabell., This, along with a paper
on "Hints towards a Right Appreciation of Pictures" eventually appeared in

the Monthly Repository, then, for a short while from 1837-8, under Hunt's

editorship. Scott may of course have dared to seek him ocut because of his
connections with Keats and Shelley, for Scott's juvenile verses to these two
poets declare his admiration for them, but, however it was, the gracious old
‘gentleman living in straightened circumstances became a firm friend.

Scott has left a most sympathetic account of Hunt, marred by no attempts
to moralise about Hunt's lack of initiative and incurable but disastrous op-

timism,

1. The Athenaeum, No. 3405, 28 January 1893.
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At the moment I was contented with Hunt, who had shared the
fate of all men who have been connected even in an accidental
way with others of greater genius as umpopular as themselves.
The malignity with which he had been treated made me hold him
in greater esteem, and I was amused to £ind the man and his
conversation identical with his literary style, both of thought
and expression. This left no room to doubt that the optimism,
geniality and mild wisdom we f£ind in his works was entirely
natural to him, ... His changes of mood and expression all
belonged to one class, that of thoughtful amiability; to expect
him to be troubled by many things other men feel of paramount
importance one very soon saw to be out of the question. The
limitations of his nature were, I fancy, just as obvious as the
excellences --- I have often thought over Dickens's attack,
but without understanding why a man of his temperament should,
so late in the day, renew the 0ld misrepresentations ?f so mild
and even natured 