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Abstract

In 1997 Scottish citizens voted to re-establish a Scottish Parliament aftatya ne
300-year hiatus, which had resulted from the 1707 Act of Union. As the new Parliament
developed, so did the concept of a buildiegsNational Theatre of Scotland (NTS)
whose foundations relied on collaborations with artists and performance spaces in
Scotland. As academics and journalists heralded a “Second Enlightenméettuantof
the twenty-first century, the nation attempted to capitalize on the philosophdtal
industrial lineages of eighteenth- and nineteenth-century Scotland. In thisadisadrt
scrutinize the ways in which Scotland is performed: the modes of performance
undertaken by individuals and institutions to construct and circulate particulandsam
of Scotland and Scottishness. My project situates moments of “national” panicern
the early nineteenth century—namely, productions of a “National DrdRudy'Roy
Macgregor and the 1822 pageant for King George IV—beside political performances
produced by “national” institutions in the late twentieth and early twentlyefrsturies—
specifically, the mobil®&NTS and the Scottish Parliament’s architectural design and
Festival of Politics. Through archival and ethnographic research, | anthé/zpatial
materiality of these events and sites to consider how public spaces,cancbjtenages,
texts, and institutional bodies complicate an exchange between mobilityaedmess
in Scotland. As | map these complex performance practices, | ask: Wiiat are
frameworks in which articulations of Scotland become visible and materialse the
historical moments? How does a mobilization and circulation of Scottish bodiass, text
andsulnational imaginarieorward an agenda of an itinerant Scotland in larger political

economies?
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Chapter One
Introduction: Practicing Scotland

January 25, 2009, the ZB@anniversary of the birth of Scottish poet Robbie
Burns, kicked ofHomecoming Scotland 200T his year-long celebration taking place
across Scotland includes over three hundred events that range from whiskys tast
Highland games (tossing a caber, tug of war, hammer throw) to a number gfdanhil
clan genealogy events dance, music, and theatre performances. The performing and
visual arts feature quite prominently in the programming: the Nationaknyilof
Scotland houses a “Scots Music Abroad” exhibit, the Glasgow School of Art hosts
“Mackintosh 100" to celebrate the work and influence of architect and designee<harl
Rennie Mackintosh, poetry and literary festivals occur in St. Andrews asgj&V, and
the National Theatre of Scotland (NTS) is stagdegNear Mébased on the novel by
Scottish writer Andrew O’Hagan in various cities this year. The yeayilutiative
requires the collaborative efforts of local and national institutions and oagjaniz
(academic, governmental, tourism, artistic) and the partnerships of postieidistic
practitioners, and heritage site operators to promote and circulate the locatesof
Scotland primarily to international audiences.

While theHomecomingigenda includes these exhibitions of and engagements
with visual, performing, and literary works, a visit to the event’s homepage seveal
additional components of the programming that distil Scotland’s complicated past into
distinct categories. The webpage’s “What is Homecoming Scotland’ifidsriive

headings: Robert Burns, Whiskey, Golf, Great Scottish Minds & Innovations, and



Ancestry. These categories, and indeed the therhnemé&oming, attempt to reunite
Scottish expatriates and descendents with the lands and practices (rea@nddjof
their ancestors. These classifications also demonstrate a tensiorrbptgé or

traditional (Burns, Ancestry) and new or innovative (Great Scottish Minds) andssugge
different kinds of experiences (reading, drinking, playing, learninghfuse who
participate. They speak to particular audiences targeted by those oligasidite
VisitScotland, that are actively engaged in marketing this endeavor.

The promotion oHomecoming 20Q%oweverdoes not appear to highlight the
complex geocultural awareness cultivated in Scottish politics over thetr@ecades nor
the changes in the socio-cultural landscape of the country. Familidresigof Scottish
life stand in for more complicated, ongoing affiliations and alliances. béewf Scottish
Parliament (MSP) Jim Mather (of the Scottish National Party) vieesldémecoming
agenda as “one of the biggest family reunions that the world has ever seen...we are
inviting everyone who has either an ancestral or an affinity link with Scotlarairte c
this year and celebrate who we are, what we have done and what we can do together in
practical thematic terms.Mather correlates this large-scale, nationally-coordinated
celebration with the intimate, relatively small-scale undertaking afraly reunion. The
event, as pitched by Mather, positions visitors and participants more as halidgy-g
passive recipients of Scottish life than as active agents, charged with help8uapttieh
government and citizens reconfigure their nation for the twenty-first ceMfiatphers
goes on to indicate target audiencesHomecomingrevealing transnational components

to this massive project. In addition to those living in the UK, he names the Unites| State



Canada, Australia, New Zealand, Germany, and Ireland as “low-hangint} fpart of
ready-made tourist markets with visible connections to Scotland. Another mgrketi
strategy used by VisitScotland promoteHomecoming 200Bas been to highlight the
increasing strength of the US and Canadian dollars and the Euro against the Britis
pound. As this scheme promises for more cultural value for a visitor's expenditure,
perhaps it also suggests a certain “cheapness” to Scotland and its people.

This move to entice capital into Scotland (promoted even more strongly because
of the current international economic downturn) also, perhaps rather unwittingly,
attempts to knit together Scotland by celebrating its diverse topographiesalcultur
practices, historical figures, and technological innovations within one seemingly
comprehensive agenda that transforms the nation from a “location to a destihation,”
concept outlined by performance theorist Barbara Kirshenblatt-Gimblettcdimngrsion
requires the circulation of ready-made cultural signifiers exuldoten their specific
Scottish locations to be reintroduced in other venues. Scotland’s “brand,” argued
sociologists David McCrone, Angela Morris, and Richard Kiely, has been over-pbduc
by the heritage industries and has become unmoored from its political dacges
Homecoming 2008ontributes to the over-production of the Scottish brand by situating
circulating commodities (whisky, tartan) alongside embodied practitighland
dancing, caber-tossing). This process evacuates the political anthhtatesequences
of these activities and runs the risk of making these physical practicestse and,

ultimately, purchasable.



Circulating these images and ideas across the World Wide Méatecoming
Scotlands website offers a knowable, truncated vision and version of Scotland through
which outsiders can easily navigate. In addition to the main webpage, television
advertisements, conveniently placed on the internet, give a flavor of thesaihgppe
potential visitors. These ads feature well-known Scottish figures, includiogsdSean
Connery and Brian Cox), singers (Eddi Reader and Amy Macdonald), and athletes
(cyclist Chris Hoy and golfer Sam Torrance). These Scots, superimposed iof front
dramatic, wind-swept or grey-skied iconic Scottish landscapes (glens, $tahging
stones, and a golf course) embody desired characteristics of Scotigmetl and
passionate, relevant and successful. In addition to these individual bodies, the images of
natural backdrops and Scotland’s capital city perform Scotland as a slide show of
evocative, almost “timeless” landscapes waiting for a visitor to stepand enjoy for
themselves the aesthetic pleasure of these places. This visual schemet didfésr very
much from the circulating postcards and posters that transported images ofrlamdiig
places made more readily accessible through the introduction of railroadhlthes
eighteenth and nineteenth centuries, to wealthy Brits seeking “exotic” yolida
destination$.As bagpipe music plays at the end of the ad, the printed text forwards
Mather’s sentiment that “the whole world” is invited to join in these celebratiarns. B
whose home do these ads actually depict?

In her close reading of this advertisement, and the premldernécoming

Scotland 2008theatre critic Joyce McMillan identified the layers of meaningriid



through this marketing campaign. In her columnTibe ScotsmarMcMillan questioned

the image of Scotland produced by these sleek marketing tools:
in launching a venture of this kind, the Scottish Government wades
instantly into deep cultural, political and psychological waters, apparently
without a full sense of the consequences. On one hand, the modern SNP
[Scottish National Party] is fully committed to the idea of a multicultural,
multiracial Scotland, which is welcoming to new migrants, and recognised
for its good community relations; only this week, one expert expressed the
view that Scotland could become a global model for civic integration
between Muslim and non-Muslim communities. Yet at the same time,
the SNP Government sanctions and supports an event which frames
“Scottishness” as a kind of enduring blood-link with people of Scottish
ancestry who have not lived here for decades or centuries, and which
boasts a web site so loaded with clichéd tourist-industry images of what
Scotland has to offer...that it reads like one of those stereotypes of
Scotland that was already being angrily rejected...as long ago as the
1970’s. Of course, some of these clichés are useful as “unique selling
points” in a crowded global tourist market, just as shamrocks and
leprechauns are useful to the Irish.

McMillan’s observations not only address tensions between elements of an ethnic and

civic nationalism, as | discuss below, but she articulates here some of tlgerimer

anxieties about how non-Scots view Scotland and, more worrisome, about how Scots



promote, produce, and perform themselves, aided by increased communication and
transportation technologies. McMillan warns of the slippery slope from cétaisaf

the multi-textured and complex lands and peoples of Scotland to those replicated,
emptied-out symbols of a Romanticized Scottish culture that draw from its
Enlightenment history and seem to disappear in the mists of Loch Ness, devoid of a
specific, located political context. | find it noteworthy that a theatte ¢dne who is
well-respected in various socio-political and cultural sectors in Scotlangph@sd out
these incongruities made visible by this form of national self-promotion. AdilMa
notes, by not acknowledging the deeply rooted, complex networks of relationships from
which these images and ideas emerge, Scotland runs the risk of re-plaffragits
culturally or politically inferior to its British neighbors or as not serious orrtive
enough to address the current and future needs of its peoples.

McMillan’s historically-informed performance lens calls attentiorhse
significant ambivalences and serves as a model for me in my project. Myakes into
consideration a core tension between locatedness and circulation in the raaterial
embodied productions of Scotland and Scottishness in the early nineteenth century and in
the decades around the turn of the twenty-first century. Across a span oftwearly
centuries, | consider the resonances between the socio-political stakestod t
performance events and the theatricality deployed by political ineh&iin Scotland. |
work to reframe nationhood as a processural network of ideas, objects, bodies, social
relationships, institutions, architectures, and geographies that disruptedahs nation

as a historically-formed unified and stabilized entity.



Methodological Movements

The theatrical performances that form the object of my analysis sigmalicant
ambivalences in how political events shape social spaces and impact relptionshi
between bodies, objects, and places. My research also exposes the use airttieatre
cultural practices as an instrument of government in both the early nineteently ek
the cusp of the twenty-first century. Although the intention behind these actions has
varied greatly (Walter Scott’s pro-Union vision realized in the 1822 pageant or the
guestioning of Labour policies that deployed Scottish troops to Iraq in 2003 in the
National Theatre of Scotland’s productionBlack Watch, influential political bodies
(individual or collective) have called on theatre to evoke different modes of Scottish
participation to develop, support, or enact certain policies and alliances. Alsangpply
the multi-disciplinary nature of theatre to national undertakings exposes theokinds
labor involved in nation (re)building and the proposals, rehearsals, and performances that
shape the dramaturgies of government. In the case of Scotland, | locatéstab se
practices being shaped and utilized. On the one hand, policies seek to creale a socia
equilibrium of sorts ahomein the specific cities, towns, and rural areas of Scotland by
investing in local resources and emphasizing geographical distinction and edologica
awareness (especially today). On the other hand, finding flexible, mobile ways of
operating beyond geopolitical boundaries (seen, for example, in the ScottiamPatls
welcoming of European and American political and technology leaders) demes st
nation’s adaptability in outfitting itself to function alongside internatiomgnizations

andsupranational governing bodies in Europe and beyond.



Each of the early-nineteenth- and early-twenty-first-century pedioca events
that | examineRob Roy Macgregagoroductions and the 1822 pageant; performances of
HOME andBlack Watchand the Festival of Politics), re-animates Scottish history to
suggest certain relationships and achievements: an overcoming of intefea str
willingness to collaborate to meet future demands, a reinvestment @odialonetary)
in the peoples and places of Scotland, a learning from past mistakes to repair aldamage
reputation, or an acknowledgement of the global impact of Scottish innovation and
creativity. The mobilization of Scottish history adds to the spatial dynashibese
events. Every performance, | argue, produces spatial relationshigebeahe various
environments and individuals involved. The narratives of Scottish history unfold within
the spaces generated by each of these performances. The temporalities luktbaes
(linear or cyclical, diachronic or synchronic) contribute another sghtrednsion as, for
example, spectators in the present witness the re-playing of histodoamts. This re-
telling may support the ethos of progress and development, which creates a chrahologi
timeline and privileges certain classes, or it may refute or comptluateajectory by
using fragmentary or non-chronological storytelling that introduces peithaerlooked
participants in the events. In both cases, these performance spaces act @&opsopbs
the past and a potential future based on this version of Scottish history. Each
performance, then, produces space, historical narratives, and proposadsviog ¥he
present and imagining the future.

By reading across geographies, theatrical productions, architectutesatek

cultural policies, my interdisciplinary research offers a way to rethinkehi®rmance of



citizenship, the political staging of “national” heritage, and the activdymtion of a
nation. It does so by expanding the understanding of performance as beingtheyond
binary of actor and spectator as well as extending past the physicakepensof a
performance venue and into an ecological arrangement of heterogeneouslsnatse
significant links between theatrical productions and enactments of nationati@ohpt

to articulate them in each of my sites. This work may also be more brqugudilyadle to
European studies as nations (particulatistates, or “stateless nations,” like Catalonia,
Flanders, and the Basque Country) attempt to capitalize on their socio-quétstsaln

this new European age.

Specifically, my project synthesizes performance events that have acirutvweo
historical moments. Chapters Two and Four look at a post-Enlightenment decade (1817-
1827) to explore the circulation of a “National DranmRRgb Roy Macgregoat three
cities in Britain as well as particular events (including a performahB®eb Roy that
comprised the 1822 pageant coordinated by novelist Walter Scott for King Geosge 1V’
royal visit to Edinburgh. Chapters Three and Five examine events of a more recent
decade (1998-2008), devised by two contemporary institutions in post-devolution
Scotland. The National Theatre of Scotland, established in 2005 as a blakfiagistic
enterprise, has generated a new model for a national theatre that itsveestsurcegaot
in a single building or acting troupe but in the extant networks of theatre practtaomer
performance venues in Scotland. Meanwhile, Scotland’s new governing body, the
Scottish Parliament, proposes ideas of nationhood through its architectural design an

Festival of Politicghat transforms the house of governance into a cultural viehue.



choice of these two historical moments (the early nineteenth century and late
twentieth/early twenty-first centuries) is not arbitrary. Not only domasces exist

across this span of time between the politics of performance and thdgtatalblitics

as individuals and institutions collaborate to promote and produce Scotland, but the
legacies of the Scottish Enlightenment continue to prove a critical and cileatigeof
discussion, debate, and artistic endeavor in Scotland of late. Two examples of this
ongoing consideration of the Enlightenment can be seen in the 2006-2007 lecture series
on the “Enlightenment and Popular Culture” at the University of Edinburgh and in the
central theme of the 2009 Edinburgh International Festival progranfriiestival

organizers explained, “We've taken as a point of departure the Scottisht&mingnt,

that incredible period in the 18th century which saw a huge surge of intellectuat artis
and scientific accomplishments. Ideas which continue to shape the world today.”
Festival Director Jonathon Mills noted that the programming blends the theme of the
Enlightenment wittHomecoming 200By incorporating productions that touch on

aspects of home and diaspora in Scotland and elsewhere. In addition to celebrating, in the
words ofFinancial Timegournalist Andrew Bolger, the “technological developments,
philosophical provocations and scientific discoveri@nf the Enlightenment, the

program also include a new theatre production by Scottish playwright Rona Munro about
the last woman to be executed in Scotland for witchcraft (in 1727). | am intere$ied i
some contemporary Scottish institutions invoke the Enlightenment to characteri
Scotland as rational, innovative, industrial, and scientific. At the same timeyé&owe

Scottish theatre- and cultural policy-makers attempt to deconstruchdegacies and



paradigms of thought materialized and promoted by the Enlightenment, such Bgssocie
dominance over nature. That the multiple individuals, philosophies, and practices that
comprised the Enlightenment act as creative stimuli for such different{ersjgggests

an ambivalence to how Scots view their ongoing affiliation with these eighteentiry
enterprises and their ancestors.

My research does not seek to construct a linear history of post-Enlightenment and
post-devolution “national” life in Scotland but to understand the relationships between
physical sites, political formations, cultural institutions, and theateicddodiments that
characterize each of these singular moments. | investigate how the geslhatween
circulation or mobility and locality or rootedness shape these relationstugsactices
then and now. One contemporary example of this circulation exists in the form of the
NTS’s touring production dBlack Watchwhich has visited three continents and has
appeared on dozens of stages, carrying with it questions about the masculine
characterization of this Scottish military regiment as well as thegablcontentions
regarding its ongoing role in securing the British state. As | conidanovements of
specific ideas, bodies, and imaginaries, | simultaneously emphasizedheHhedlistinct
territorial makeup of this small nation, as it operates as a complementaryomaibal
and physical place-making. While it demonstrates the transnational qpfefitptiand’s
military history,Black Watchsimultaneously provokes questions about the specific
genealogy of its regiment located, primary, in the “heartland” of Peréhdhfe, Dundee,
and Angus, according to playwright Gregory Burke. This rooted identity is uinliil a

working-class sensibility as these men consider the financial prospectdiefisg as



opposed to working in shipyards or coal mines. As the production weaves together the
border-crossing and located aspects of the regiment, it presents theigebenaton
between rootedness and circulation that | see at work throughout the nationahgevht
Scotland that | read.

In addition to investigating this tension between mobility and rootedness, | am
interested in both the temporal and spatial dimensions of the networks produced in
attempts to think and perform Scotland and Scottishness. Given the substantial influence
of literature and literary figures that comprise a great deal ofiSttadentity, | include
textual analyses (of materials such as dramatic texts, newspape@rarad accounts)
as one component of my study. | also look to the ways in which public spaces,
architectures, and various political and theatrical bodies complicatgdharge
between circulation and locality in Scotland. Where previous scholarship on landscape
theatre, history, and nationalism has often focused on problemapgretentationysing
largely semiotic or discursive analydisyestigating the networks that | identify demands
that | explore more radically materialist methodologies that enfeygecultural
geography, anthropology, sociology, which | discuss in more detail below.

At Home in the Nation

As | seek to unearth the tensions of national affiliation and nation-building,
especially as they resonate with theatrical production, | consider tharsthplon
nationalism that identifies processes of nation-formation in the earlyoflaysdernity
and reads the nation (understood as socio-cultural community) as yoked to the

development of a state (read as geo-political territory and institut®eggral scholars



recognize this bound relationship between the nation and state; they argue thi@bithe na
developed either in response to burgeoning capitalism, through the production of
discursive images, or as forms of collective identity-building (and branding). Er
Hobsbawm (1990) investigated the nation in relation to the development of economic
liberalism in the nineteenth century, arguing that the nation was fashioraa awit
extended period of mercantilism and trade. Anthony Giddens (1995) suggested that the
rise of the nation-state accompanied the expansion of capitalism. In exath&ing
components of the nation-state, he identified it as “a set of institutionas fafrm
governance maintaining an administrative monopoly over a territory with dat@drc
boundaries, its rule being sanctioned by law and direct control of the means of internal
and external violence® For events such as tR®b Roy Macgregagsroductions and the
1822 pageant, the designers, writers, and theatre managers exerted a degree of
monopolization and control over the dramaturgy and choreography of the performances.
They did so, | suggest, in such a way as to withhold violence so as not to mar the
spectacular image generated from their creative management. diowfdhese
performances governed bodies and movements resonates with this idea of nation-
formation; however, Scotland, as one of several nations within a larger potditea(ise.
the United Kingdom) does not conform to the nation-state specifications idemtified i
these arguments.

Another strand of theories of the nation looks at different modes of discursive
formation in relation to a political configuration of a nation-state. TimotlenBan

(1990) acknowledged the nation as both “the modern nation-state and...something more



ancient and nebulous--theatio--a local community, domicile, family, condition of

A2

belonging.” Homecoming 2008eems to situate itself at the crux of these two
definitions as it straddles the local and national resonan@Sadttish home. Brennan
went on to identify the nation with a Foucauldian “discursive formation...a gestative
political structure.*® This performative enactment signals a continual reshaping of power
relationships within the social and political frameworks of nationhood, and this view
informs my analysis. Benedict Anderson’s (1991 [1983]) formulation conceived of the
nation through the collective practices of a socio-political entity, wheehirarted,
sovereign, and imagined. A form of nationalism, he suggested, accompanies this
concentration of affiliation through cultural practices that developed thriwegh t
circulation of print media (primarily novels and newspap&r§)ver the last two
centuries, political ideologies, social alliances, and cultural pradi@ee moved across
Scotland via textual and pictorial accounts. Scotland’s distinct geographliés aexed
position within the UK, however, make it difficult to situate a study of Scottish
nationhood strictly within these paradigms of thought that still suggest a clear
correspondence between nationhood and statehood.

A third perspective on nationhood examines the production of material and
embodied acts that enact a recognizable collective identity comhpfisepeated
performances. Eric Hobsbawm and Terence Ranger’s (1984) edited coll&bgon,
Invention of Traditionextended this notion of the nation as practice, understood through

particular social conventions that, as Hobsbawm addressed, “seek to inculeate cert

values and norms of behaviour by repetition, which automatically implies contintfity wi



the past.*® Building on this argument, Hugh Trevor-Roper (2008) believed that the
Scottish nation exemplifies the centrality and prevalence of thesewtegtmyths. He
supported his claims by citing James Macpherson’s nineteenth-centasylitenstruct

of Ossian and the manufacturing of tartan that has draped the Scottish pastin heroi
patterns. My research resonates with the notion that certain goods, institweoris, e
artists, embodied acts, and texts aid in the production of the Scottish nation, but my
approach differs from Trevor-Roper’'s methodology. Whereas he delineates Scgtland b
identifying (and, arguably, stabilizing) the political myth, the litgrayth, and the

sartorial myth and his analysis rests on specific individuals as the afdmse
constructions, | locate connections between philosophies, texts, objects, and individuals
each playing a role in generating Scotland through multi-dimensional events.

In this dissertation, each of my sites point to different versions of Scotlaad (as
nation) and Scottishness (as a practice) developed through complex choreogr@phic a
dramaturgical arrangements (physical movements and embodied relatipasvigdl as
rehearsals or propositions of the nation by individuals or institutions). Sincerfsicotla
both in the early nineteenth century and in the years abutting the twenty+ittstydeas
existed as aubstate, part of a larger geopolitical entity but with its own distinct
institutions, international alliances, and cultural practices, the sthndtion-state optic
cannot adequately account for Scotland’s particular socio-political and ghamia
dimensions. Scottish political philosopher Tom Nairn made the case for Scotland’s
unique position in Western Europe when he suggested that while its scientists and

philosophers proliferated “ground-breaking” theories about governance, economics



geology, and moral philosophy, ideas that shaped the development of nation-stdies (s
as the United States and France), Scotland itself was not in a position ta@ytytlzese
principles and practices to produce itself as an autonomous natiof#titmugh
Scotland did not become a self-governing entity during the eighteenth or niheteent
centuries, it did participate in processes that resembled the kind of monumegthiati
was occurring during the consolidation of regions into nation-states. Scothaifithsy
regiments, for example, fortified the British Empire, while increasetsp@rtation routes
connected Scotland to its British Isles neighbors and urbanization led to the camstructi
of built environments (monuments, libraries, universities, and courts), which echanate
authority and reason. As Scotland has more overtly questioned its place within the UK
and Europe over the last decade, it has begun to configure ideas and practicesalf nati
affiliation based on flexibility, organic arrangements, and responsive andiveclus
policy-making. Despite all of its efforts to deconstruct certain seeyngtgbilized ideas
and architectural constructs, however, Scotland’s artistic and politit@iioss still run
the risk of re-valorizing those very processes that have contributedstistate reality.
Drawing from the work of Tom Nairn, geographer Tristan Clayton pointed to the
need for a nuanced understanding of the network of relationships, identities, and
affiliations experienced by many Scots. Clayton’s (2002) article, titokhnd
nationalism in Scotland: a Clydeside case study of identity constructiqribgead a case
study of Paisley South (a town outside of Glasgow) to elucidate the complaxidgrof
class, nationality, and culture that impact the construction of a (Scottish) hationa

identity. Clayton, focusing on the time between the 1997 devolution referendum and



1999 Scottish Parliamentary election, argued that neither a strictly etttimoalism nor

a civic nationalism can fully account for social affiliations and materiatems
acknowledged by Paisley South residents. Clayton’s research modeled a nuanced
approach to dealing with the apparent contradictions of identity constructiootlarc
(and elsewhere, | would argue) through his place-based framework. Hefoallegl
“deconstruct[ion of] static and outmoded ideas of ‘the nation’ in order to reconstruct a
dynamicneo-nationalismwhere the changing relationship between people and space is
recognized, and rigid notions of identity and belonging (which ethnic and civic
nationalisms are guilty of) are challengédClayton’s research points to the complex
constitution of Scotland as a “stateless nation,” beholden to the configuration of the UK
and existing as a devolved entity (experiencing a measured polittcalany) within

this geopolitical arrangement. Clayton’s analysis exposed thenghfiture of how
different relationships between Scots and their surroundings (environmental,lcultura
political) affect their collective production of a Scottish nation.

My analysis of Scotland’s multiple (and multi-layered) performansesraation
draws from the work of these scholars as | seek to underscore particulasides (our
gestative) and material relationships that appear more complicated cdyping a
performance lens that combines these aspects of nationhood with questions about
spatiality, theatricality, and networks. Approaching the production of “Sabtkarough
particular theatrical apparatuses and modes of performance helps me ty atenhtid
understand the embodied practices and performative nature of geograpte&sion to

those living within them)—a perspective that remains largely absent fromhbkiship



in studies of nationhood and nationalism, which has tended to approach land and
landscape as a representational phenomenon. | apply a lens of performarsis naly
parse the modes of production, reception, and deployment of theatrical symbols and the
nature of performance venues to see how theatre events mobilize elementsisif Scot
history, environments, and cultural affiliations and practices. | not onlydsnmie
narratives and images staged by the events but how these performancasaire tur
circulated beyond their immediate environments through textual and pictorial a;count
policy documents, and recording technologies. Theatre emphasizes praatices
materials, actors and processes that collaborate to enact a paderi@eotland, | argue,
is reshaped, rearticulated, and reproduced through similar kinds of geocultural
transactions, and by tracing some of the actors (or agents) involved in tbearges, |
locate specific performance events, which | consider important nodeseontzlages that
articulate a version or proposal of the Scottish nation.

Here | contribute to a field of theatre and performance studies scholdrghip t
assesses the political efficacy of theatre in relation to geopbetitisies of different
historic moments. Loren Kruger investigated issues of cultural legitmand mass
political representation ihe National Stag€1992), analyzing the formation of National
Theatres in France, England, and the United States in the nineteenth and twentieth
centuries. Jen HarvieStaging the UK2005) stepped outside of the “national theatre”
paradigm to consider other kinds of theatrical performances (site-speeifitse
festivals, cultural-policy-making) to explore how the production of national iden&itits

in dialogue with theatrical productions. Daniel O’'Quin8taging Governance:



Theatrical Imperialism in London, 1770-18(®D05) argued that within theatrical
performances (that occur in explicit theatre venues as well as courtraoresample) a
“new form of citizen emerged” in late eighteenth-century London who wasdftoce
contend with the changing shape of the British Empir@n analysis of interest to me as
| interrogate early nineteenth-century events that point to tense galdiations both
within and beyond Britain. Steve Wilmer’s edited collection of es$égsonal Theatres
in a Changing Europ€2008),visited the complex terrain of Europe at the dawn of the
twenty-first century to ask how national theatres have historically functi@mel
continue today to function, as political tools for governing bodies, to reflect dultura
achievements in the nation, and to serve as an exportable brand of internationally-
recognized “national” culture. Crucially, although a few authors cite th& iNTheir
essays (namely Bruce McConachie, Michael Coveney, and Janelle Reioed)of these
essays contain a sustained investigation into Scotland as a provocative gasé stud
national performance or potential model for other (“stateless”) nations ap&uviany
of these studies also examine the symbolic or representative function of thitain the
nation-state political matrix without considering, in depth, the kinds of labor involved or
issues of class related to defining the nation as partially constructed dnctakelite.
Recent theatre and performance scholarship has also begun to grapple with
theories and methodologies deployed to investigate relationships between
theatre/performance and spatial and material practices. In their irtoydtec
Land/Scape/TheatetUna Chaudhuri and Elinor Fuchs nalaedscapeas a particularly

salient “new spatial paradigm” for theatéiin arguing why they focus on landscape, as



opposed to space or place, Chaudhuri and Fuchs forwarded that “Landscape is more
grounded and available to visual experience than space, but more environmental and
constitutive of the imaginative order than pladeandscapéias particular value as a
mediating term between space and pl&€eéa’ my work, | try to examine the complicated
terrain of space, place, landscape, and locality in terms of theatricgresgeand
political activities in Scotland. The work of other theatre and performaodess use
various case studies (dramatic texts, playwrights, performers, venugeréordhance
events) to tease out the material implications between theatre and itapgeognd
ecological connections. Bonnie MarrancB®logies of Theatg1996) identified two
primary networks of relationships: those that exist between an ecosystgmmsed of
texts, images, or sounds and the cultural system in which it exists, and anesnadyst
the materiality of the production, reception, and funding of a theatrical work. Ric
Knowles’'sReading theMaterial Theatre(2004) picked up on a similar network of
relationships between the production and reception of a theatrical event, coupldawith t
spatial dynamics of a given performance venue as he labored to configuap@y a
method of analysis to theatre that attends to a “politicized understanding of hamgnea
is produced

| find the work of the following performance scholars instructive to my
undertaking of Scottish nation-production and embodied acts of Scottishness. Baz
Kershaw’'sTheatre Ecology: Environments and Performance EV@87) interrogated
the “fundamentally paradoxical’” and durable traces of ephemeral perforsrtanocegh a

lens of ecology. Mike Pearson and Michael Shamk&atre/Archaeolog{2001)



considered both disciplines as modes of cultural production that articulate prafesses
loss, regeneration, and change in material ways. | find their use of the concept of
stratigraphy a layering evident in both site-specific performances and archaeological
digs, compelling in reading Scottish historical events and diverse landscatres.tiis
field of materialist performance studies | also situate Jon McKerzezfeorm or Else
(2001). McKenzie distinguished between different paradigms of performance
(technological, organizational, cultural) that have reshaped subjecthood in azgidbali
world of late-capitalism or neo-liberalism, developed, in part, by increesesportation
and communication technologies. | build from this compelling corpus of theatre and
performance scholarship that parses the material and embodied elementsrofgreré,
a seemingly ephemeral object of analysis, to highlight the multiple retvaod
theatrical nodes thagerformandproduceScotland

As | move away from an emphasis on theatrical representation to takaragpar
piece together the material nature of the spatial and temporal networken w
performance and theatre participate, | turn to critical culturajrgedy and to Actor
Network Theory for methodological inspiration.for space(2005), cultural geographer
Doreen Massey built upon the intellectual tradition of Henri Lefebvre and othenge
that the conditions of a given space (local, national, global) continually waakdem
with the social relations that occur within it to shape its social and spatainiysy An
ongoing process, Massey identified this process as “simultaneous stefags-8
concept that encompasses temporal and spatial, narrative, ideational, and materia

dimensions. | find this combination of the mutually constitutive and inherently plural



elements of space and social relations, as well as the foregrounding ohgecheange,
pertinent to my exploration of the productions of the Scottish nation.

| also draw from Actor Network Theory (ANT), most clearly laid out in Bruatour’'s
Re-assembling the Soci@005) and the case studies in John Law and John Hassard’s edited
collection,Actor Network Theory and Aft¢2005). Actor Network Theory argues against a
determined and homogeneous notion of “the social” (we might also say, “the natipnal”)
calling for a dissolution of the nature-society divide and articulating theeinttg continuous
movement of elements that shape the formation of an idea or physical objeat.fbatvarded,
“Thus, social, for ANT, is the name of a type of momentary association which ectdrazed
by the way it gathers together into new shapes [Latour's emph&sigjr’Latour, then, the
“social” is never a given or pre-determined condition or grouping; it is, instgetieular
arrangement of materials that occurs during a specific period of time emahgised of various
objects and interactions. And this arrangement occurs, in part, through the engageh@ent of
scholar who selects particular elements to consider in her analysis. Rée HANT resonate
with the need to rethink nationhood and national identity as ongoing practices that defy
stabilization, blur apparent boundaries between the local and the global, and aretednst
through the continual formation and reformation of networks. From this perspeciik@da
cultural practices in Scotland in the early nineteenth century and the mostdecadée
articulate nationhood through consolidating multiple individuals (performers, spsctat
reviewers, historians), specific locations (theatres, halls, straets, buildings), various
materials (playbills, sets, reviews, subsequent performances), and pareairial ideologies

(policies, proclamations, missions) into a shifting network.



The scope of my project, with its stakes in spatial (particularly geoged@nd
ecological) perspectives necessitates an interdisciplinary appasddease out the
tensions between locality and mobility at these four Scottish &tds Roy Macgregor
productions, the 1822 pageant, NTS performances, and the Scottish Parliariessg
two historical moments. So | connect the work of performance scholars witiethrees
and methodological approaches from cultural geography, sociology, and anthropology. |
also try to break down components of a seemingly unified entity by examining, for
example, multiple embodied articulations of a particular theatrical piodugob Roy
or different accounts of the same event (\HGMES). Also, | labor to highlight the
relationships between local accounts and circulating ideas, fixed sites arie boales
in a movement back-and-forth through time in order to disrupt any single, linear
narrative. In doing so, my research consists of two main elements, namelylarchiva
research and ethnographic study. For the archival research, | peldsanweadings of
theatre production materials (programs, playbills, reviews, notices) acadhkation of
first-hand accounts via newspapers and journals. | also interpret nineteentty-cent
century playbills, playtexts, and reviews to examine the marketing andioecefiRob
Roy Macgregoin three cities (London, Glasgow, and Edinburgh). By combing through
eyewitness accounts of the 1822 pageant along with images (paintings and politica
cartoons) produced during the event, | make visible the theatrical spaces prodtieed b
pageant as well as the multiple actors taking part in the proceedings, $heh as
Highlanders “on parade.” My ethnographic work consists of observing NTS productions

and the Scottish Parliament’s Festival of Politics. | have conducted fartealiews and



informal discussions with Scottish theatre practitioners, scholars, andatplblicy-
makers that also feed into my analysis. Lastly, | perform spatial etptugs of two
performance venues 8lack Watchand the Scottish Parliament site to consider how
material arrangements of these buildings intersect with the kinds of parfoes
(cultural, theatrical, social) that take place within and around them.

To track the historic and recent developments in Scotland where small- and large
scale performance events “gather into new shapes” of Scotland, | takerancubd
work of theatre scholar Joseph Roadbigses of the Dead1996), as | read across
material practices (textual and embodied) of theatrical events enacté&eriendi
historical moments. Like Roach, | employ archival and ethnographic regedtesh out
the kinds of transactions (literary, sensorial, economic, geographic) thatvatun
different dramaturgies of performance and interactions between persoaunmsk
spectators, actors and citizens. While keeping an eye on the movements denerate
through these interactions, | also look for evidence of a reinvestment in Scottarad’s |
resources (its natural resources—coastlines, cities, hills—and socialutmrst-theatre
practitioners, policy-makers, citizens). In order to situate my intetjwatof the
productions of the Scottish nation, | include a brief historical sketch to provide tlez rea
with an abbreviated temporal framework for my chapters, in which | attendperdee
investigations of specific issues and institutions, geographies and draestlifgggin
with this brief movement through Scottish history with a significant, transifiven
moment, one to which the process of devolution directly speaks: the Treaty of Union.

“Scotland,” suggested David McCrone, “is not simply what you want it to meara It is



complex theatre of memory in which different ways of ‘being Scottish’ aeepeliated
and handed down, constructed and mobilised by social and political forces which seek to
naturalise them?® In what follows, | point to some of these social and political forces
that have shaped the (theatrical) productions of Scotland, such as its globelresnitst
legacies of industrialization and de-industrialization, and its political arsfi@arti
endeavors with respect to class.
Forwarding Scotland’s Past

On May 1, 1707 the Treaty of Union took effect, proclaiming “That the Two
Kingdoms of England and Scotland shall...forever after be United into One Kingdom by
the name of GREAT BRITAIN?* This performative act required Scotland’s compliance
with dissolving its own parliament in Edinburgh in order to become one of the new
members of the British Parliament in London. According to Scottish historian Tom
Devine, this process of dissolution and union was not a unanimous decision. Prior to its
disbandment, the 147-member Scottish Parliament primarily contained loaseesli
held between those “representing the nobility, the barons (or county members) and the
burgesses of the towns,” based on mutual inteféstscording to Devine, England,
worried that Scotland might prove a tactical staging ground for its adweer;ssaiwv the
promise of national security as the primary benefits of the union. For Scotland, though,
the benefits of a union with England appeared more vexed, and the proposal met with
popular resistance, as Scots worried about what an “incorporating’ union” would mean
for their future.®® Devine suggested that one perceived advantage for Scotland in

accepting the treaty was its increased ability to trade with, for exathpl&merican



Colonies. Prior to the Treaty, Scotland paid steep tariffs on its exports to the “ne
world.”?” Fear of civil warfare if the Scottish Parliament opposed the Treatyraly
have acted as a motivating factor in the parliament’s support of it. Devine cahclude
this situation the [Scottish] parliamentary opposition was fatally weakiepenternal
divisions and inept leadership and was in no position to exploit national disaffettion.”
The structure of the Scottish government, with many parliamentarians coomnmg fr
higher social ranks meant that they may have seen the personal benefitsnabithe
without the need to consult those who they ostensibly represented. Changing this
particular political configuration would be seen as one of the main tenets of the
reassembled Scottish Parliament in 1999.

While the Treaty of Union certainly affected various aspects of life atl&al,
the governance and development of three particular Scottish institutionsti@ulueav,
and religion—perceived by many scholars as necessary elements ofstatelrood)
remained in the hands of Scots, a crucial stipulation in the makeup of the Treaty. As the
British Empire took shape in the eighteenth century, Scotland made important
contributions during the period, which came to be known aSc¢b#ishEnlightenment.
The ferocity of this intellectual output had a corollary in the industrial pramutiat
seized hold of Scotland. Joseph Black’s advancements in chemistry, Thomas Jelford’
civil engineering projects, and James Watts’s steam engine led the viag gpansion
of communication and transportation technologies that would better enable the Britis
Empire to secure its colonial holdings while also urbanizing large sectiomssoaintestic

landscape not engaged in agricultural purstiese developments, coupled with



Scotland’s increased trade (thanks, in part, to the Treaty), led to Glasgoatiesidong
title of the “Second City of Empire” in the nineteenth century. Scotland’s focus on
helping to chart and to secure (with the help of the Black Watch) the vastriesrof the
British Empire meant that much of its military, political, and socio-cultemargy was
being spent outside of its borders.

As the twentieth century witnessed a gradual dismantling of this sameeEmpi
after its colonies across Africa and Asia, in particular, fought for ttedom, Scotland
entered into a different kind of socio-political arrangement with Britaithérl970s, as
many of its cities, like Glasgow, suffered unemployment and urban decline from
processes of de-industrialization, Scots questioned the political status quperssed
a desire to re-configure and re-characterize the role of the Scotiizh wéhin the UK.
Campaigners for Scottish devolution (a proposal to increase Scotland’s political
autonomy, which I discuss in more detail below) began supporting a 1979 public
referendum that asked Scots whether or not they wanted to begin a process of
decentralizing political control from London. Dozens of workers’ strikes (in sramel
factories) and a rise in unemployment at the end of the 1970s caused, according to
Devine, many in Scotland to put economic stability before constitutional refdrose
economic worries coupled with a more unified campaign to vote “No” to the Scotland
Act (and devolution), contributed to the failure of the referendum and ushered in nearly
twenty years of Conservative rule in both Britain and Scotland (where ther@estyed
a minority of the vote). The tenure of British Prime Ministers Margaretchieatand

John Major aligned with neoliberal policies supported by their contemporaries in the



United States. During the 1980s and early 1990s, increased privatization and deregulati
of British companies, decreased political leveraging by labor unions, and aadrop i
funding for cultural and artistic institutions and projects resulted in high ungmeid

and industrial strife across the British Isles. Through the introduction of nedlibe
policies, Britain’s industrial economies and communities transformed into moreese

and knowledge-oriented ones, creating further social and economic disparigpvdior

the introduction of a Community Charge (or Poll Tax) in 1989 in Scotland (before being
introduced in England and Wales the following year) also set off a number of debates
about social equality. Designed as a flat-rate payment for each resi&adtiaind to
contribute toward the funding of local government, protestors argued that the tax
increased economic disparity between the rich and poor of Scotland. “More than an
other single policy,” observed Devine, “the poll tax drove home the message to many
Scots that they were being ruled by an alien governniént.”

While the failed devolution referendum in 1979 signaled a kind of stalemate in
Scottish politics, artists across Scotland began challenging the socioraically
alienating policies being enacted by Westminster. Scottishriitecholar Cairns Craig,
writing in 1989, asserted, “the 1980s proved to be one of the most productive and
creative decades in Scotland this century—as though the energy that haafaded t
harnessed by the politicians flowed into other chanrféls’the 1980s and 1990s artistic
output in literature and theatre displayed the deep concerns of creative thitkers a
artistic practitioners who questioned what it meant to be Scottish and the kind eh8cotl

they envisioned for the future. The works of novelists Alasdair Gray, James Katd



Irvine Welsh; playwrights Liz Lochhead, Sue Glover, and John Byrne; and touring
productions from theatre companies such as 7:84 Scotland and Wildcat provocatively
expressed collective sentiments of social anxiety and political disaffebtough
compelling frameworks that scrutinized class and gender politics aasvilé relevance
of historical struggles in Scotland’s contemporary socio-political tetfaihis artistic
resurgence helped to bolster a renewed desire to step out from beneath the shadow of
nearly two decades of (oppositional) political rule based in London.

As Tony Blair and his “New” Labour party sought to shift political energy in
1997 they, in a strategic political maneuver designed to keep the union intact, encouraged
a revisit to the devolution referendum in Scotland. “Unable to implement a new
conception of the state,” argued Nairn, “Blairism had defaulted to the model ohaszisi
company...For Blair and his Cabinet, Devolution is emphatically an event, not a
process.® In this equation, devolution is a convenient deal to ensure the cooperation of
Scots in forwarding the agenda of the Labour party. The idea of devolution as d& one-of
event works against an understanding of devolution (held by many MSPs) as ailgongoi
practice of decentralizatioff.Labour’s business model, as identified by Nairn, did not
stay confined to political arenas, but it spilled into cultural and artistic dorasinglI.
By adopting economic imperatives to increase the productivity and earningstsfand
artisans, the government paved the way for the “creative industries” to take &lobur
celebrated the boost to Britain’s GDP as the creative industries aligngdwnitethe
service economy that took the place of the “hard industries” of the previous century. As

the term “creative industries” circulated, it carried with it the meizeal reproduction of



forms, objects, and ways of thinking that characterized Britain’s indus#tiain heyday.
Linking creative practice to the efficient replication of commodities mway runs the
risk of stunting the very creativity the government seeks to promote, however. The
Scottish Parliament’s Festival of Politics is, perhaps, an example of Wiegap
between artistic and economic output emerges and some of the resultant problems.

With Labour’s support for a new referendum on devolution in Scotland, Scottish
politicians, including Donald Dewar (a Scottish Labour MP who became thet&wgoof
State for Scotland after Labour’s 1997 victory in the UK), worked to organize the vote
The referendum asked Scots two questions: Should there be a Scottish Parliament?
Should the Scottish Parliament have tax-varying powers? With a 60.2% turnout of
Scottish constituents, 74.3% voted for the Scottish Parliament and 63.5% voted for it to
have tax-varying powerS.Devolution meant that issuest reservedo Westminster
(such as agriculture, natural and built heritage, Gaelic, sports and the artspaduca
transport, tourism and economic development) would journey north to rest in the hands of
MSPs in Scotland. The Westminster Parliament would, however, continue to decide upon
reservedmatters (including foreign affairs, defense and national security, em@haym
legislation, common markets for UK goods and services, social security, angratiom
and nationality). While some Scots (like Nairn, | imagine) voted for dewnlldased on
the premise that it acts as a stepping stone toward an independent future &ndScotl
others supported it to ensure the ongoing stable configuration of the Britesi.stad

political bone thrown to Scotland). The first session of the “new” Scottish iaritamet



in 1999 at its temporary home in the Assembly Hall at the top of the Royal Milengs pla
to build a permanent residence (at Holyrood) began to take shape.

When examining even this brief survey of key moments and activities in
Scotland’s past, | take note of the complex networks of political systems (local
governance, statehood, Empire, devolution), embodied acts (strikes, commerce, theatre-
making, taxing, voting), circulating texts (political treaties, lefgecuments, religious
doctrine), socio-economic ideologies (welfare, (de)industrialization, sauiali
capitalism, neo-liberalism), and sites (churches, farmland, cities, cqlpariaments)
that comprise this picture. In what follows, | tease out what | considergarbeularly
dense, illustrative relationships that act as nodes within different goalgical, and
theatrical systems. | then read these important sites of convergencerbetyects,
bodies, and geographies as they collectively propose, forecast, or reptiap&and
Scottishness.

Mapping Scottish Scholarship

Recent scholarship on Scottish nationalism has adopted a comparative approach,
relating Scotland to other “stateless nations” §ustates) or situating it within a
broadersupranational context like Europ& Another strand of scholarship that | find
particularly salient revolves around the relationship between Scottish palitit
landscapes. Kenneth White’s “The Mapping of Scotland” (2001) called for a geogboetic
understanding of the development of Scottish politics and cultural practicesapases
a more fully integrated relationship between facets of the “social” andratiatvorlds.

And Neal Ascherson’Stone Voice§2003) turned to the geological composition of the



Scottish nation to uncover the foundations of contemporary socio-political and cultural
thought. Much of the scholarship that addresses my particular sites does so, hioyvever,
focusing on the literariness of Edinburgh and/or Walter Scott’'s prominentopoasi
author. These include Paul Henderson Sc@tiadter Scott and Scotlar(d981) and
Caroline McCracken-Flesherossible Scotland®005). Recent articles about the
National Theatre of Scotland from Robert Leach (2007) and Trish Reid (2006) detail the
development, innovation, and reception of the mobile organization. None of this
scholarship, though, takes into account the political ramifications of the NTS or the
tension between locality and mobility that | read as especially signtfin Scottish
theatrical practices and cultural policies.

Undoubtedly, Edinburgh’s status as the UNESCO'’s first “City of Literature”
continues to influence and shape Scottish identity and tourism schemes. James
Robertson, the former writer-in-residence at the Scottish Parlianremt attention to
Scotland’s literary past in hidoyage of Inten2005). Robertson, clearly inspired by
architect Enric Miralles, generated textual images that mertheMiralles’s early
Parliament sketches. In current writing on the Parliament, texts focuthentbie debate
concerning devolution (Paterson 1998; Bogdanor 2001; Bromley 2006) or on
parliamentary business, suchTdse New Scottish Politicedited by Hassan and
Warhurst (2000). Apart from a few entries on material symbols of political a@ythor
Caroline McCracken-Flesher’s edited anthold@ylture, Nation, and the New Scottish
Parliament(2007) predominantly emphasized the literary connections to the new

governmental site. Charles Snodgrass’ contribution to the volume, whose title grew m



attention, “Staging Scottishness: The Dramatization of Scotland in SeRott’&oyand
the New Scottish Parliament,” concentrated on the production’s positioning of G&orge |
as a father to this fatherless land. Snodgrass did not actively addressdilcalpbgation
nor the political potentiality of the Scottish Parliament in his essay, Wischsider
crucial to understanding its present role in Scottish society. Due to its aglvemt, none
of the aforementioned texts mention the Festival of Politics or considers lioeliech
acts that constitute parliamentary procedure. | hope to add to this complex field of
scholarship on Scottish politics, artistic practices, landscape, andulieebst finding
moments of convergence between these fields and performance artisulaéibexpress,
cohere, and question the dynamic nature of Scotland.
Chapter Outlines

My next two chapters scrutinize the politics of theatre production and reception,
as particular performance events root themselves into particularmityaredscapes and
disseminate ideas concerning the (re)formation of national politics in Scotlgnd. M
second chapter, “Rendering the Past: Staging Rob Roy and Circulatdgdapes,”
considers the circulation &ob Roy Macgregol dramatic adaptation of Walter Scott’s
1817 novel. This theatrical production, identified as a “National Drama” both in tlye earl
nineteenth century and by theatre scholars of the late twentieth centatgdcaa
idealized, albeit conflicted, world wherein social and spatial boundaries overlapped as
characters crossed the imagined landscapes of England and Scotland. vé#ltanS
adamant Unionist (wishing for Scotland to remain part of the UK) managed to

characterize an active threat like the Jacobite Rob’Rayattle thief amongst other



roles, as a Romanticized and noble Highland hero. Over the next 150 years, playwrights
and performers invented and circulated their own staged versions of Scotjisathtale
and cast of characters, creating a conflicted network of Scottishness.ofnapdecal
movements emphasized in the dramatic text coupled with the degree of touringgat the
productions experienced indicate an inability to construct a unified Scotland imtéis
Here | ask how these productions simultaneously became a source of nationahgride
produced a seemingly outdated, innocuous Scottish threat.

Chapter Three, “An Unsettling National Theatre: Mobilizing Scottishi€&@nd
Sites,” moves ahead nearly 200 years to investigate how an itinerant Natiorted Dfiea
Scotland (NTS), developed from within the extant Scottish theatre community. With
funding provided directly from the Scottish government, the NTS rethinks the role of
theatre within a national landscape and its own contribution to creating a vision or
version of Scotland within different performance events. Like the circulatiBoloiRoy
Macgregor this model of an experimental national theatre exists as networks between
people and multiple theatrical sites, especially evidenced in its inawgdral
temporaneous, site-specific production$H@ME (2006). Just months later, the NTS co-
producedlack Watcha compelling examination of its eponymous military regiment as
it faced battle in the contemporatgserscape of Iraq. While the t¢thOME projects
existed over the course of one weekend in various ScottishBiaek, Watchbecame a
national and international success and has toured throughout Britain and acrossethe glob

Instead of a central theatre building—arguably, a legitimating space—Ff8aitlizes



links between performers, producers, and spectators as the artistic foundati®ns of i
diverse program.

The next two chapters more closely scrutinize the theatricality ofgadlit
ventures, institutions, and events. Again, | situate historical and contemporary event
beside each other to tease out the ways in which political structures have dé¢péatee
for differing ends. Chapter Four, “Spectacular Pageantry: Framinga8dp#orging
Scottishness,” returns to the nineteenth century and to Walter Scott’'s conaglex st
management of King George IV’s royal visit to Edinburgh. Walter Scott, theefabte
Scots citizen,” used this opportunity to make visible his Romanticized Scotlamd as t
social and political pageant traversed the cityscape of Edinburgh, positionisgaSeot
homogeneous and loyal constituency. Like Scott’s depicti®obfRoy Macgregohere
a threat of past conflict transformed into an auxiliary of trustworthy addated men in
the form of the decorated Highlanders that accompanied George IV during hiBhs&tay
march of the Scottish Highlanders presented further evidence of thetylty#te
tartan-clad George IV and produced circulating signifiers of Scottislihascrossed the
Scotland-England border upon the King’s return home. In the political framework of the
pageant, the idea of a performative metonym works on many levels: geodigphica
Edinburgh stood in for Scotland; socially, the Highlanders represented the Siles pe
and their ‘resolved’ past; and politically, George himself existed as algiocsturrogate
Stuart (to follow Mary Queen of Scots and James VI/I) and as the future of the Uni

Kingdom.



My final chapter, “Stages of Governance: The Scottish ParliamentsaRedstival
of Politics,” deploys Jon McKenzie’s analysis of performance paradigrsiaestigate
the kinds of performances generated by the architectural design of thetSPatliament
and its Festival of Politicgsrogramming. | assess how the Scottish Parliament promotes
different forms of accessibility and heritage through its sustainablenddsigt connote
the geographical and geological heritage of Scotland as well as its ogingdhgcation
in Edinburgh. | also focus on the performances programmed in the FestivaltasPoli
which have included political debates and discussions, along with theatrical productions
such as Lung Ha’s Theatre Company’s legislative theatre regardatglitysrights and
The Journey of Jeannie Deams, adaptation of Walter Scotflfie Heart of Midlothian
Here | question the relationship between the sustainable and evocative design of the
Parliament buildings and a practice of participatory citizenshiptbydinhg to its spatial
dimensions and performances. | also ask how this governing body deploys culture
(through the Festival of Politics) as a strategy to produce a sense of palitmaomy

that ultimately remains partial or incomplete due to Scotland’s currdtitalostatus.



Chapter Two
Rendering the Past: Staging Rob Roy and Circulating Landscapes
Beginning in 1818, the Rob Roy steamship paddled its way from Greenock, a
town a few miles west of Glasgow, across the Irish Sea to Belfast.neddiy David
Napier, the Rob Roy was the first sea-going steamship to take to the watty in ea
nineteenth-century Britain. The ship transported travelers and tourists behese two
urban sites, and as it repeated this route between Scotland and Northern Ireland the Rob
Roy shaped part of the United Kingdom in its wake. This recurring eastgttoreast
travel moved bodies, as well as goods, information, and gossip, along the currents of the
sea. It carved a practical pathway between the British Isles, and pferskre existence
made material the ingenuity and industrial prowess of these Isles. Thetestpoints
at each end of this route led Britain’s manufacturing of ships and railways. Mavem
between these two cities also strengthened the connections betweenishd$es and
the outposts of its Empire where the circulation of more bodies, goods, and information
traversed even larger bodies of water.
The Rob Roy enacted a “heterotopic space” as articulated by Michel Roucaul
when he argued that a boat is a “floating piece of space, a place without ahglace, t
exists by itself, that is closed in on itself and at the same time is givetoabe infinity
of the sea*® Here the boat is both contained and container: it moves across uncertain
waters to its determined destination, providing a safe passage for those tédynpora
housed upon it. A boat maneuvers through time and space, operating as a hub that

materially connects other times and spaces: the ship and a waiting docklex trastéhe



passing landscape, or the re-telling of a story onboard and its new circulgtool lleis
discursive moment. The Rob Roy was likely named after Walter Scott’s nagel; t

naming signaled the prominent social status he held, and the boat offered a way to
experience particular landscapes fictionalized in his t&xEkis particular ship carried

with it the experiences of those living in and around Glasgow and Belfast, ther chatt

its passengers and orders of its crew, and the materials stored in its kulinailating

in the history of this particular Scottish vessel. As a technology of movemerhjhe s

not only provided a practical fording of the sea, but it offered its passengers an encount
with the landscape en route, which may have been seen as a series of xeduEte
passed by. These visual moments added up to a picturesque view of the hills, cpastlines
and villages that delineated the passage, a similar function to the accumulation of
fictional scenes and backdrops presented in Scott’s works, and in the theatrical
productions based on his texts.

One text that sought to organize the topographies along this route for the traveler
wasThe Steam Boat Companion; and Stranger’s Guide to the Western Islands and
Highlands of Scotlandrirst published in 1820, this slim 200-page text, which could fit
comfortably inside a jacket pocket, compiled many of the current routes—by avat
by land—through western Scotland and included itineraries of journeys fromrisictutla
Northern Ireland and to England. The text introduced itself to its reader: fithena
history of the Highlands of Scotland, when viewed in conjunction with the magnificent
scenery of that country, and the peculiar manners and habits of the natives, has, in al

ages, afforded subject of interesting inquiry to every philosophic Minthe book



intertwined the topographic distinction of this area with a particular soctarisf its
inhabitants. This combination not only offered readers a visual experience of these
seemingly timeless geocultural elements but treated it as an egpeofrsorts, a
“subject of interesting inquiry” to the reader/viewer. That the text idedtthese
travelers as “strangers,” unfamiliar with either the physical enuiient or the cultural
behavior of the Scots who dwelled here, is a particularly salient point. Thesd@gecta
were positioned at a distance from these places, seeking detailed infartoajet closer
to, and become more familiar with, the distinct character of this corner oiiBrita
Theatrical Peregrinations

The steam ship sought to connect bodies with places and to deliver goods from
one part of the British Isles to another. Bteam Boat Companipwith its fold-out
maps, calculated distances, and identified landscapes of possible interést, @ha
agenda for the stranger to organize her visual experitlumate a similar process of
visual mapping in theatrical productionsRdb Roy Macgregahat, as they circulated
throughout Britain in the early nineteenth century, offered viewers, stamticandon, a
guided tour through a part of Britain likely unfamiliar to them, “400 miles Bfburing
these visual journeys, specific architectural and scenographic elements and the
dramaturgical ordering of the staged event steered their\¢émen the production
moved from London to Glasgow, however, a different perspective of events became
visible to the audience, one which embodied the material conditions of this burgeoning
industrial modern city. In another stop on the production’s route, Edinburgh, the

performance became exemplary of this Enlightened capital’s progréseaelopment.



By tracking the movements 8ob Roythrough these different cities and performance
venues, which acted as temporary ports for the multiplicity of practices atedias that
comprised the performances, | point to an important complication th&tehen Boat
Companiomattempted to elide: the inability to account for multiple perspectives and
experiences. The audience imagined for the guidebook could locate each of the
referenced natural features if they occupied a certain position on the boat’s deck. This
presumption simplified the differences between individual travelers and thatgsaofa

the actual journey (weather conditions, changing currents, other vessessofiday).

The guide book representedeway to physically and imaginatively travel through the
landscape, but it could not account for all features; some landmarks would have to be left
out in order to make room for others. The journeyRab Royreveal to us that despite
attempts to garner a single “national” perspective by creatingad s@rks identified as
“national drama,” a look beyond this surface discursive unity exposes importamistontr

in perspective. In considering the simplifying processes that often undeagkdnithe

social sciences, John Law and Annemarie Mol declared that “the various modes of
ordering, logics, styles, practices, and the realities they perform doisbinesolation

from one another® The kinds of discourses, relationships, and materials that collaborate
to produce an idea, event, or practice move through processes that isolate both specific
and general contexts and details. The steam ship, circulation of Scott’'s novels,
guidebook, and emerging transportation and communication technologies, therefore,

conditioned and produced this early-nineteenth-century moment in Scotland and the



fictions that forwarded ideas of unity and progress, supporting national claimstthroug
the appearance of harmony and consensus.

Whereas the materials that comprised Rob Roy (the steam ship), were all
assembled in or near Glasgow, the constructidRadf Roy(the theatre event) occurred at
multiple sites across Britain. This assembling occurred by way of a netwaziknguwth
creative, intellectual, and industrial activity: the eighteenth-cgiistorical figure of
Rob Roy Macgregor who lived along the shores of Loch Katrine in the Scottish
Highlands, the nineteenth-century writer Walter Scott and his residencddelease in
the Scottish Borders and in Edinburgh (the city in which his publisher, James Badlant
was also located), and the theatre venue in London that premiered the mostlfrequent
performed staged version of Scott’s novel. This circuit expanded further to include the
labor of and interactions between the bodies of dozehsroén actorgthose
performing on stage and those at work behind the scenes) as neti-aaman agents
(the printing industry, a network of theatres that aimed to profit from transporting
successful productions, political discourses regarding British imperigigea and its
domestic policies) that emerged at different sites across Britain. Buebdoegin to
survey the physical movements of thex# Rog, | want to briefly consider the earlier
text that caught the attention and interest of so many in Britain.

Prior to the staged productioi®pb Roypassed between the hands of Britons via
Scott’s novel that sold in bookshops across cities such as Edinburgh and London, as well
as through the serialized accounts printed in newspapers and journals kkenibergh

Evening CouranandBlackwood’'s MagazineScott's novel weaves together imagined



landscapes of northern England, Glasgow, and the Scottish Highlands with the
(mis)adventures of its protagoniegtthe eponymous Rob Roy (who makes his official
appearance nearly halfway through the novel) but Englishman Francis Osinaldighe
young Osbaldistone passes up his father's offer to join in the family’s cammer
business in order to seek his as-yet unknown desires, seemingly of a poeticTingure
novel creates a primary narrative of Osbaldistone's travels and encouttdrsw
extended family and Diana Vernon, his romantic interest, as his disloyah ¢easileigh
attempts to overthrow the Osbaldistone family business through deceit anértyeach
Francis must right his cousin's wrongs and seek redress for the affronfamitys The
novel’s second storyline concerns the ambiguous dealings of Rob Roy in the mid-
eighteenth-century Jacobite uprisings. Hunted by Captain Thornton and his English
troops, Francis and Rob Roy each find themselves on the same side of righting the
injustices done to them. Meanwhile, Bailie Nicol Jarvie, a Glaswegiarstretgi and
distant cousin of Rob Roy, acts as a mediator between Francis and Rob Roy, leading th
Englishman into the Highlands for a meeting with Macgregor, the “Highland rogte.”
the novel's conclusion, when the men’s names are cleared, Jarvie offers Rob Roy’s sons
an apprenticeship with him in Glasgow. Rob Roy refuses the offer, and Jarvie acid Fra
make their way back to Glasgow before the Englishman returns home to London.

By returning to the point of inciting action, London, both Francis and the novel
complete a circuit across the imagined terrains of threat and advehatrenitompass
points north of London), and return to a more familiar metropolitan environment. {ziterar

critic lan Duncan reads the structure of the novel and its multiple locationisgjmor



England, Glasgow, the Scottish Highlands) as simultaneous occurrences ehtiffer
socio-economic systems at work: “these are [respectively] thegsettf a rustic

feudalism (the crucible of Jacobite intrigue), commercial protomodermnitypeefeudal,
‘savage,’ clan society. The novel's settings represent not just geogtigpatistanct

spaces but anthropologically distinct stages, very much according to Enlightenme
conjectural history*® This analysis identifies a thread in Scott’s work in regards to his
interests in social history and antiquarianism. It also points out how theserdiffer

locales act as representative indicators of larger socio-econochpodtical processes.
Here they are not mutually exclusive operations attributed to various developed or
developing countries; they are all contained within one territory, leading tmusari

frictions made visible to Osbaldistone as he moves through them by land and by water.
This spatial and temporal tour of “Britain” hints at a process of fashioning seleitions

at particular sites, illustrating how these distinct social structures tire larger

economy while resisting absorption into a single unified system. Theylgciraain

distinct and complex but hierarchically organized. While on the Rob Roy stepnthghi
“stranger” carried her guidebook along with her in order to make sense of thalianfam
environment, Osbaldistone, the Londoner, moved across these unknown regions with
embodied guides (Jarvie and Rob Roy), who offered him ways to maneuver through the
alien lands amidst the socio-political turmoil. As Francis became adrathebugh these
lands, the narrative of his peregrinations knits together a version of Britainabat w

transported further as the story circulated via its novel and serial pubigati



In thinking about how th&ob Royof Scott’s creatiotraveled as a text, | offer
Benedict Anderson’s well-cited theorization of the nation as “imagined comniunity
Anderson argued that the form and transportation of novels and newspapers “provided
the technical means for ‘re-presenting’ kied of imagined community that is the
nation.” The movement of print media, Anderson suggested, developed a sense of
simultaneity among its readers who, unable to directly encounter their cmtgy@ould
imagine this larger community in which they actively took part. While there tigickr
an argument to be made about how the abundance of printed materials that traveled
through and out of Scotland shaped and continues to shape a Scottish sensibility, | want
to focus on particular ideas of Scotland embodied by and transmitted through the
theatrical performances &ob Roywhere the representative settings of Duncan’s
critigue became physicalized through stagings. For it is in these perf@asahere an
assemblage of bodies and materials came together to enact an eventlémtiaecol
audience (as opposed to a single author constructing a text to be consumed, most often,
for one individual at a time) that | can begin to parse the complexity of prattates t
produced a “Scotland” in relation to Britain at this time.

| want to suggest that by sifting through the stage materials, bodies, buildings
acts of advertizing, and physical movements across Britain, these #igagrformances
can collectively indicate that in a time of concerted effort to unify aleag aational
lines, Scotland existed as a multifaceted network of social relationsapsrial
exchanges, and geographic sites. This arrangement produced multiple looahlregid

national valences and did not cohere into a homogeneous socio-cultural, geographical or



political unity, a single “imagined communityRob Roywas presented and re-presented
on stage and then dispersed again through the words and images of critics, jsurnalist
and other spectators whose responses reflected the incongruities made gwigent b
dramaturgy of the productions. The different performances proposed various sjodlitie
Scotland and Scots: an interwoven cultural and geographical identity, diverse, distant
and ultimately knowable and traversable. In addition to challenging the notion of a
homogeneous Scotland, | read thBed Rogas embodying and generating a processural
understanding of history as distinctly not a defined commaodity able to be tradspadte
used in the same way at any site. Instead, the productions exposed historycaess
forged in the spaces between an ostensibly sedimented past and an inherently
undetermined future and as a collectively experienced and constituted series of
overlapping events. This movement between the familiarity of the past and the
uncertainty of the future left different impressions on spectators at e#ubsefsites,
depending on the modes of translation emphasized by the different productions and their
venues.

To examine the modes and effects of translation, | utilize two definitions
identified by Steven Brown and Rose Capdevila as they parse the work of Bronog, Lat
Michel Callon, and Michel Serres: “Translation is the semiotic ordering agehaing
of significations, interests, and concerns.’ [and] ‘Translation is displacem#re object
directly, no representation, no theor§”.Within translation, Brown and Capdevila
distinguish between a function that is discursive and representative and a mématuve

produces a non-discursive performance. Both are processes: arrangaigj@rating.



The activity of ordering makes legible and/or visible a particular hieicaic

arrangement of materials, discourses, bodies, etc. Meanwhile, the disloogtiests a
movement that is not able to be transported or reconstructed at another sitehk is in t
movement between these two processes that | position my analysis Bohd®roy

moved from city to city and venue to venue, carrying with it, like the steam ship,
different stories, bodies, ideas, and practices. In doing so, | hope to adopt some of the
fluidity in my analysis that appears as a critical component to theserparfoe events.

In order to process how these productions actiagigngedanddislocatedScotland, |
narrow the scope of my analysis to follow the movemenkobf Royto three sites:
London, Glasgow, and Edinburgh. While this sequencing of venues does mark three
points along a chronology &ob Royperformances that occur over several decades, |
wish to highlight the specificity of these urban locations as important nodes of
communication, education, policy-making, and industrial production in the Britigh Isle
Also by setting my analysis &ob Roywith its depictions of the rural northwest of
Scotland, within three cities, | aim to tease out some of the displacemeémtsritiad

from characterizing and staging Scotland within these metropolitan milieux.

The productions oRob Roythat encompass my analysis each utilized some of the
same production materials as they staged this story: Isaac Pocockaxplayd the
Grieve family’s set designs (backdrops). The characters and settingatgdr®r these
objects were temporarily housed in these theatres, and as | move from London to
Glasgow to Edinburgh, | follow these materials. | concentrate my gadirthese

performances on thdifferencedetween the productions, however, as | ask what



translated, discursively and materially, ordering and displacing bodievanis$ érom

site to site. In this chapter | do not seek to create a totalizing picture obtleaents of
and within these performances. Instead, | scrutinize different aspects@ptioeluctions
and these competing notions of translation to help identify how materials caneetoget
at a given site (in a Theatre Royal for example), to expose different kisdsiof

political networks and material relationships, depending on the site of reception. | a
interested in finding out how texts and bodies came together, as sociologist Adaid®ug
argued, to “constitute subjects of a particular kiffdihd the subjects under my scrutiny
are multi-dimensional translations and productions of Scotland. Dugdale forwatted, “
subjectivities of the participants are already being produced in theseamate
arrangements, even before any verbal performances have océlffeisprocess of
alignment challenges the concept of fixed identity and subjectivityl@tioe to a

system, individual, or institution). In terms of the circulatiofiRob Roy| argue that

each of the three urban topographies (London, Glasgow, Edinburgh) imbued the
production with specific ideologies and historical narratives based on theiidunali
socio-cultural and political dimensions. Since each site impacted the production and
reception oRob Roythe attempt to codify and contain Scotland within the production
was never fully successful. A stabilized, unified version of Scotland (or Scottigc®)bj
did not emerge. With each subsequent staging, then, the Scottish nation was being

processed, rehearsed, and re-articulated.



A Nation’s Theatrical Repertoire

What sets performances Rbb Royapart from dozens of other traveling
productions that were also re-enacted again and again in theatres ataissrBhe
nineteenth century? In some ways, the melo-dramatic, romantic, or operatiotcams/e
adopted byrRob Royand perceived by its audiences aligned quite easily with a slew of
other productions making their way across Theatre Royal stages. What maké&thes
Roys especially significant for me, however, are the ways in which venues and nganager
advertized and categorized these performances under the heading of a “nadimiaal dr
of Scotland. This new “national drama” stood in contrast (or perhaps stood aligned with)
theEnglish“national drama,” primarily composed of the work of Shakespeare, that saw
hundreds of stagings in many of the same venuB®hbdRoyThe labeling oRob Royy
theatre venues in their playbills and in newspaper advertisements ansrasia
“national drama,” or, at times, “national opera,” presumed and presented a cohatence a
arrangement t&ob Roylinking it to other dramatic works adapted from Walter Scott
texts. Subsequent twentieth-century analyses have continued to refesetdittamatic
works under the label of “national drama.” Texts by Barbara Bell (1991) and lkb. Phi
Bolton (1992) exhaustively chart the staging of theatrical events, many df whre
considered “national drama$'Organized in a similar fashion, these tomes meticulously
archive several playbills and play texts related to productions derived orctrapte
Scott’s writing?® Such linguistic identifiers continue a line of thinking where the attempt
to unify individuals, practices, or ideologies (such as in nationalism) has cotaedars

for a multiplicity of practices, events, and relationships. This discursive rooyedses



on other interpretations or encounters with, in this case, specific producti@ob &foy
It is just this kind of unifying practice that | wish to dis-assemble in orderdose the
important contradictions within these productions.

Rob Roy Macgregawas performed at a variety of locations for several decades,
usually proving financially beneficial to its venues. While its notoriety dnbtigancial
success to urban theatre managers, the production presented a view of tweddighl
culturally and monetarily impoverished. As the play’s narrative celebrdtezdla
adventurous Scottish spirit (embodied by Rob Roy himself), it simultaneouslygeérmact
guarantine of the Highlands and Highlanders and their role in Britain at thatmmng
its dozens of productionBob Royalso occupied a prominent place during the 1822
pageant for George IV, as | discuss in Chapter Four. By examining this drarffarendi
urban environments | hope to offer a nuanced reading of how it operated in terms of
nation-building and branding during that event. Since many in Scotland were des$atisf
with how the ruling British state governed its territory, | am concernddivaw theatre
managers and venues, critics, and playwrights labeled a narrative or work afidram
literature as “national.” | argue that the “national” attachelddb Roy Macgregor
actually carried with it several connotations and practices. It serveditist Bhronarchy
by suggesting support for a stabilized domestic front and unified Empire-building;
erased (at least temporarily) material differences betwdgerent regions of Scotland;
and it celebrated the resolution of a contentious past between England anadScotla

Following the failed Jacobite uprising of 1745, the English government clamped

down on actions in Scotland perceived to support the former Stuart monarchy and not the



new Hanoverian reign. Theatre historian Barbara Bell argued thatl stagks resisted

such prohibitions:
Although the majority of the National Dramas were set in Scotland’s past
it would be wrong to equate them simply with a tradition of Historical
Drama. Government had made public access to and acknowledgement of
Scotland’s history a live political issue. The adjective ‘Scotch’
disappeared from the bills to be replaced by ‘National’ and managers were
able to announce that ‘a new National Drama’ was in preparation, secure
in the knowledge that they were advertising a popular and recognised type
of work.>®

"National" acted more like a surrogate label, displacing the local conmstatio

"Scotch,” than as a rallying symbol of cultural or political autonomy in Subtlh

worked as an ethno-historical marker instead of exerting a teatithstinction. The

ambiguity of “national” implied a celebration of a Britain alliance, sutggkby the

network of Theatre Royals across the Isles; “Scotch,” meanwhile, sighaleerception

of Scotland as something other than “North Britain,” an area contained neatly withi

Great Britain and not particularly different from England. The Hanoverian ntioya

concerned with the rising displeasure over its reign in this period of transitionelpetwe

King George Il and George IV, understood the potential danger in allowing ausltence

gather in Scottish cities to collectively witness the performanceeliellious moment in

Scotland’s contentious past. While the monarchy may have viewed with trepidation

performance Scotland that presented an image of Scotland triumphing over unjust rule



from the south, managers of Theatre Royals (who were often English, evetlan&c
viewed the story of Rob Roy as a malleable historical eRati.Roythe theatrical
production, began its life on a London stage before it entered a circuit of perfesmanc
England, Scotland, and Ireland. A look at this first staging at the Theayed Rovent
Garden discloses how managers could mold this play into an instrument used to support
the King.
London’s Royal Site/Sight

“Commencing our voyage at a little below London Bridge, we go on to observe, that in
the immediate vicinity of the Thames, at this point, there is nothing that seergsite re
description, as the traveller is supposed to be sufficiently acquainted witbpierance
of this part of London™

Rob Roy Macgregagpremiered in March 1818 at the Theatre Royal Covent
Garden, a patent house, which, along with Drury Lane, offered “legitimatttéhier
metropolitan audiences. London served as the hub of British politics and trade as the
Thames provided a necessary link between this capital city, European ports, and colonia
outposts. As trade routes became more efficient and additional colonial marketd,ope
London’s wealth, size, and socio-economic status in Britain increased. From London
Bridge, with a view eastwards passed the Tower of London and bustling docklands, a
visitor would have headed west to reach the Theatre Royal Covent Garden. Follaving t
snaking Thames, with the Houses of Parliament (sites of socio-politicalidieg further
westward, she may have passed through the City, the beating heart of Lomdocs=F
district. Arriving at Covent Garden and moving through the large, lively fruit amefl

market toward the theatre, she may have noticed a few playbills pasteditethefs

buildings, advertizing the day’s shows.



Beyond informing potential spectators of a night’s events, playbills seevedas
other functions. According to theatre scholar Jane Moody, they “doubled as programme,
miniature review, forum for paper wars between different establishmantsdramatic
manifesto.?® As they attempted to pique the curiosity of spectators in order to best
theatrical competitors, the playbills rendered, in the case of Covent Gdreldar,ge
scale of the production into succinct, easily consumable ideas that branded the
performances as they revealed additional bits of information day after dayMarch 5,
1818 playbill advertising performanceskdzio andLibertine, or Don Juanthe Covent
Garden plugged its upcoming show: “A New Musical Drama Called ROB ROY
MACGREGOR; OR, AULD LANG SYNE. (Founded on the popular Novel of ROB
ROY.) has been long in preparation, and will be produced early in the next Wadks’
advertisement identified the play as a musical drama and attached it to Robtss Bur
poem, “Auld Lang Syne.” Its referencing Scott’s "popular” text mighthappealed to
potential spectators who had read the novel or had at least heard of Scott. Thigemane
perhaps also attempted to validate the production by linking it to an establishesssucc
and, in doing so, it created a lineage for the performance first staged in London through
Scottish writers: Walter Scott and Robbie Burns.

The play title’s connection dkob Roywith Robbie Burns’s famous poem, also
pitched the “Highland rogue” alongside the Lowland farmer or “Ploughman Poet,” i
move that yoked these iconic figures and the distinct landscapes with whichaach m
was affiliated. This connection and the performance of Burns’s poem within the

production created a curious temporal shift. Although Burns was born twentyetive



after Macgregor's death (meaning, no one of Rob Roy's time could have known the
poem), this production combined these two eighteenth-century moments, generating a
condensed temporality in the presentation of the Scottish past. It simultanesusly r
played and displaced moments of the eighteenth century for its London audiences. As the
production tried to repair socio-political problems resulting from the Jacetédion,
the play’s title here alluded to a desire to join together distant locales anskdieeains,
emphasizing the appearance of a cohesive Scotland, through a theatricgl Stagin
mountainous Highlands and agricultural Lowlands brought together here forged a
national character of Scotland based on literary productivity. The Londoners twho sa
the Theatre Royal Covent Garden, hundreds of miles south of either Scottish locale
utilized the performance as a way to imaginatively traverse the spatialocial
distances involved in acquainting themselves with their Scottish neighbors arahlgrg
compatriots. On March 12 the day oRob Roy’debut, the playbill restated previously
advertized details about the production and included information regarding its scene
painter, Grieve. These details, then, literally set the scene for witstepe would
experience if they decided to visit the Covent Garden theatre that eveningnTilia f
name of the painter would disarm any concerns that spectators might have about
encountering these unfamiliar places.

As | consider the network of objects and individuals created by the performance
of Rob Roy] situate this playbill beside the theatre’s architecture to saathow these
non-human actors produced the subjects of the theatre event, Scottish history, and the

characters onstagéhe Theatre Royal Covent Garden’s Neo-classical features denoted



an ordering of the exterior and demarcated a space of decorum for those entering the
venue. First built in 1732, this theatre suffered a devastating fire in 1808, leadsg to i
complete reconstruction the following year. Designed by Robert Smirke and bheader t
management of John Philip Kemble, the new, significantly larger struotareanged its
spatial configuration to accommodate more expensive boxes at the expense furspace
the lower- and middle-class audiencesThe Annals of Covent Garden Theatdenry
Saxe Wyndham provided extensive details regarding the new theatre building. He
acknowledged how critics condemned the front portico, "a correct model of Grecian
(Doric) architecture,” for its inutility and its use of columns and basfsdleaturing,
among others, Shakespeare and Miffbfihe forty square feet that comprised the
building's stately entrance” had been made by purchasing the sites ofrthkduses
fronting into Bow Street>® Subsuming the smaller, domestic sites that sat beside it, the
theatre incorporated its immediate surroundings in its bid to become a grantigransti

than its rival, Drury Lane. This Royal theatrical space, with all oafipropriate

Figure 2.1: Exterior of Theatre Royal Covent Garder



trimmings and symbols of opulence woven into it, also displayed "stone staiecake

red porphyry pillars, and white-veined marble wallsThese architectural designs

completed the image of a theatre worthy of royal patronage and sp&uiatbyhat

messages did this architectural structure send to those who crossed its thieshold?

addition to proclaiming itself a gathering place for London’s more elitdeets, the

theatre’s architecture communicated the need to distance itseltalhyfiom

neighboring buildings and to provide a spacious environment in which well-to-do visitors

could distance themselves from their more unruly co-spectators in theegalésually

produced, in part, by the Shakespeare and Milton figures, the Covent Garden tkeatre al

linked its staged events, like the 1828b Roywith an extensive and weighty literary

past dominated by these Englishmen.

As the spectators made their way inside, so did Wyndham:

The galleries opened by five doors into a spacious lobby, which was
claimed as a great improvement as regards ventilation upon the former
theatre. The house was lighted by 40 glass chandeliers arranged in front of
each circle, the nightly supply being of 270 wax candles. The ceiling was
painted to represent a dome. The proscenium was a large arch having red
curtains and gold fringe festooned from the top, with the motto painted in
gold letters, 'Veluti in SpeculumAs in a mirror].*®

In line with the theatre’s Neo-classical features, Wyndham'’s tettidr arranged the

venue, ordering the space with its literal counting of objects such as thelpaskeliers

and wax candles that made the production visible to those seated in the house. Here | see



a hierarchical ordering from the monarch and his aristocratic coterie, tddve
commoners squeezed together on benches below the stage. This political ordeiedg crea
little opportunity to dissemble or to question the authority of the images and narratives
presented. The motto engraved above the proscenium arch reinforced the notion that a
stage had the ability to render a realistic image of something beyond itsgbhys
parameters. In this case, the language suggested that the performaratant Snd its
Highlanders was an accurate rendition. Instead of considering whatfleateceby the
stage, though, | am interested in asking how the production refracted partieasof
political autonomy or social collectivity, through the medium of the audience. And this
refraction points to a dislocating, which | discuss below.

The material conditions in whidRob Royopened at the Covent Garden included
this particular area of London, the theatre’s exterior and interior designeatncet, as
well as documents such as the theatre’s playbills and the production’s play textiiio be
to uncover how the play appeared to confirm or to resist ideas of political control and
social order physicalized in the opulence of the house and the assumption that life on
stage mirrors the lives of actors (political, cultural, social) elseegH look to the play’s
discursive designer, Isaac Pocock (1782-183Bgfore he took up a role in theatre,
Pocock trained as an artist, an interesting profession given that he pradiisgdct
rendering of Scotland iRob RoyOne could read Pocock’s earlier theatrical works, the
melodramasT he Miller and His MermndRobinson Crusoe; or, the Bold Buccaneas
two views on nation-building. The former offered a portrait of a rural and Ramnanti

“nation” rooted in the domestication of an English landscape; the latter depicted the



colonization of a foreign territory and spatial extension of the British Enfpaeock’s
version ofRob Roy Macgregarreated a sort of endo-imperialist adventure that
celebrated—as it quarantined—tha&tivecharacter of the Highlands and its inhabitants
through the eyes of an Englishman. Pocock’s experiences as a visual artssbhamdter
of melodramatic adaptations likely primed him for this new theatrical undegtaki
Assembling a dramatic text of Scott’'s extremely popular novel for thistfEhRayal was
one process, however, enacting it on stage revealed a much more complex one.

Having highlighted instances of the material conditions of the production (the
performance venue, advertizing, and playwright), | transition into the world ofaliegl
revealed on this Theatre Royal stage. The performance, like the afomredrtbat of
the same name, hinged on several kinds of imagined and physical movement. Performe
passed in front of painted landscapes and cityscapes as the dramatuayicgment of
scenes and events took the characters and spectators on a tour through various parts of
England and Scotland. The opening scene introduced playgoers to the interior of a village
inn in an unspecified location, ostensibly in northern England not far from its border with
Scotland. On-stage, characters moved about. The stage directions revigalesllérs
preparing to set forward on their journg$f The audience immediately encountered an
unstable environment, a site that functioned simultaneously as a temporauy-péstie
and as a hub for activity. The inn’s host proclaimed, “Odd! there are twa maitdravel
just alighting.—Wha’d a thought o’ mair company at the Thistle an’ Baggipesate 1’
the day? But what wi’ Whigs, an’ Tories, Jacobites, an’ Rob Roy, we in the North here

drive a bonny trade o't®* These travelers, Francis Osbaldistone and Owen (a family



friend and loyal clerk), entered the scene and announced the financial strfgble
Osbaldistone company to those at the inn and to those seated in the theatre. This inn took
on a Scottish character, symbolized by its name, “Thistle an’ Bagpipes.” fiveegm®ns

of Scotland (its national flower and its national instrument) intertwined a&spkits
landscape and culture and existed materially in this transient sheltexvielers from

across Britain. The host’s reference to political parties and allianakgdnie unease

within Britain during the time of Rob Roy; the innkeeper’s geographicahtral

location enabled him to comment on these social and political networks. While the
interior of an inn was likelyot an unfamiliar setting to these London spectators, the
ambiguous locale dhisinn might have begun the positioning of these viewers as
strangers to this contentious place. Beginradp Roywithin a place of business, leisure,
and transit whose name was imbued with an identifiably Scottish character, aed whe
visitors consumed political and social discourse along with a pint, promptly made visible
a complex network of subjectivities and practices across Britain for Lioesmn

“theatric tourists.®?

This intersection of competing social and political interests extended from the
dialogue andnise-en-scent include the entire theatrical spatial experience on stage.
While theSteam Boat Companiatesignated a direction for the traveler’'s eye to follow,
coming to rest on natural landmarks and topographical oddities, here, the organization of
these scenes also determined a route of visual contact. The viewer followetiothe a
from the interior of the inn to subsequent scenes: Osbaldistone Hall in northerndgngla

several sites in Glasgow, and multiple outdoor environments in the Scottish Highlands



The play concluded, unlike Scott’s novel, in the Highlands, with a rousing song that
appeared to ask for the audience’s participation in its resolution. This route took the
London viewer further and further away from her immediate, familiar surroundmags a
deeper into unknown territory. Each of these movements on stage contained certain
depictions of these areas with visual cues that signaled how to read and to comprehend
each locale, not unlike the textual trajectories mapped out [Stéaen Boat Companion
What did it mean that the production’s dramaturgical ordering resembled aspnoags
visible through the guidebook? Spatial theorist Henri Lefebvre claimed thawerkef
relationships exists between the environments created on stage and the movements of
performers and spectators. He wrote of theatrical space
with its interplay between fictitious and real counterparts and its
interaction between gazes and mirages in which actor, audience,
‘characters’, text, and author all come together but never become one. By
means of such theatrical interplay bodies are able to pass from a ‘real’,
immediately experienced space (the pit, the stage) to a perceived space—a
third space which is no longer either scenic or pdlic.
Lefebvre noted a relationship between the concrete, material spacesstatimopart of
the larger theatre structure and those spaces generated by the unfoldeng of
performance. This interplay makes it impossible for a production to cohere intoes unifi
stabilized object. The performance is, instead, a constant process of movements,
intersections, alterations, and re-adjustments through multiple spaces, onerlappi

distinct times (the duration of the production and the historical moment being eff@cted,



example). In the case of the opening scerfealif Roythe depiction of a village inn that
offered refuge to travelers of all political orientations acted in dialegtlethe
“immediately experienced” site of the Theatre Royal Covent Garden, maedtby the
current monarch. This theatre battntained—temporarily at least, the bodies of the
spectators, production crew, performers, and all the stage materials tipaisednthe
theatrical event—andas contained bigs status of being a Theatre Royal, the network
of other royal venues in Britain, and its specific geographical position in London. The
necessary movement to which the opening scene alluded acted as a metonyiticdr pol
instability in the country: the Jacobite discontent of the “past” and the jostlimp¥oer
between the parliament and Prince Regent in the “present.”
Considering this overlapping of ideas, movements and affiliations, how might a
spectator align herself with this performance in London? One example camethé&
March 13, 1818 edition ofhe Times
The novel ofRob Royfrom the extraordinary popularity it has acquired,
from the half-romantic, half-historical, nature of its subject... formed too
obvious a mark to be missed by those ingenious persons who cater for our
national drama, and form the taste of the rising generation...it seems to
have been destined for the stage, and made its first appearance last night,
at this theatre, as an opera...The alterations that have been made in the
story, for the purpose of accommodating it to its new shape, are few, and
most of those consist in making incidents co-temporary, which really

happened at different periotfs.



This review not only identified the nature of Scott’s “subject,” but it pointed to thesact
role of the stage in “form[ing] the taste” of its spectators. The critic didieot the stage
as a passive site but one full of persuasive potential in transmitting ideasttda@pec
These spectators, upon leaving the theatre, would then carry this knowledgdirfgega
for example, the place of the Highlands or actions of Highland clans) beyoti #tiee
walls, possibly affecting social interactions and subsequent théaterdarmances. The
“national drama” used to instruct its audiences linReth Royto previous performances
on this Theatre Royal stage; it also attempted to unite the differereédanfathe plot to
represent the cohesiveness of a Britain-under-construction. According to s’ sie
perspective, in the production’s translation of the novel, its “new shape” arrasged i
materials by relying heavily on how Scott had told the story. The act of matong “
temporary” those events that had occurred at different historical momengspeditical
move, though. This dramaturgical ordering produced a condensed temporality of
Scotland where the distinction between people and places, interactions aradiafter
was elided. What took the place of dissent and political unease was a palataldeopictur
an ultimately legible history. The production substituted spatiality foornigy,
suggesting a new mode of controlling not just the national (Scottish) and siagh)B
narratives but possibly suggesting a way to envision the British Empiresasaldhies at
large.

This making of history did not remain completely behind the proscenium arch,

however, as the same review revealed regarding the play’s closingntisome



Rashleighfalls by the hand dRob Royand a pardon is procured for the
bold outlaw, by a process utterly unintelligible. We could not indeed
distinctly make out, whether a real pardon was obtainedciotical
pardon merely solicited from the audience...It was received throughout
with scarecelysic a dissentient voice...[italics in origindl.
In its brief mention of the audience, this review discursively produced engageatezect
in affective agreement with the production. At the play’s conclusion, Rob Roy spoke the
final line of dialogue: “We shall rejoice in your [Diana and Francis’s] haggs, though
we may not share it. If in such moments, you ever think upon MacGregor, think kindly of
him; and when you cast a look towards poor old Scotland, do not forget Ro5°Roy.”
Here the character of Rob Roy became permanently coupled with Scotland methin t
space of the Covent Garden stage. This created a “perceived space” in which the
spectator’s new “perception” of Scotland relied on the materiality obthged
production (and the embodiment of these characters) and its two-dimensional
topographies or backdrops, which | discuss in more detail later in this chapter.

The production’s closing song substantiates my argument that Macgregor became
Scotland embodied and that this group of spectators took on another role in the
performance. Here are sections from the three stanzas:

Pardon now the bold Outlaw,
Rob Roy MacGregor, O!
Grant him mercy gentles a’...

Set the Highland Laddie free ...



Long the State has doom’d his fa’, ...

Still he spurn’d the hatefu’ law...

Scots can for their country die,

Ne’er from Britons’ foes they flee—

A’ that's past forget—forgiedid.®’
Punctuated by solos sung by the English protagonists, Francis and Diana, the song
ostensibly asked theatregoers to forgive and to forget the Scotsman’s misukgus a
acknowledge the state (i.e. Britain)’s part in his hardship: “Long the Statdolan’d his
fa’.” By setting him “free” in this final moment, the audience played the ol
benevolent, merciful monarch (a portrayal attempted by George V), with thex pow
condemn or to liberate a man or a nation at will. Because Francis’s fatessbgd with
his family business intact and his love interest in hand, Rob Roy’s misdeeds evere m
easily forgiven. The restoration of balance for the Englishman Oslosldishsured a
reinstatement of the Scotsman’s (limited) rights—his freedom. Here thiaapiag of
past and present times and real and fictional spaces led the reviewer to findrttest
“utterly unintelligible.” If the rest of the dramatic structure of thecpiappeared clear
and legible, then this moment seemed to fall into a messy slippage between asviewer’
passive observation of the staged events and one being called upon to reach a verdict on a
man’s wrongdoings. The “critical” response elicited here alludedheatrical or
fictional one that would stand in for an actual legal response (from perhaps thelmonarc
himself) to the problems presented. The collection of human and non-human actors that

framed and engendered the performance (the playbills, theatre venue, embodied



characters, and narrative arrangement of the performance) reirstaathority that
prescribed theatrical and social taste and left no room for dissent.npatig to smooth
over the violence of the Jacobite relation to Hanoverian rule, the conditions of this
performance rendered invisible the physical stakes and consequencesvehtheleat
left a Rob Roy pleading for his freedom. The perceived lack of a “dissentient froite
the house alluded to this narrowing of perspectives.

In terms of translation, the circuit of materials and activities thé&lmmiatively
produced thifkRob Royordered the theatre space, staging, and sequence of events, likely
spilling over into the audience’s response. What appears to have been displaced or
disarticulated, though, is the geopolity of Scotland itself. Instead of are actuuti-
layered complex of institutions (law, religion), industries (transportatiomtimgy), and
individuals (writers like Scott, clansmen like Macgregor), “Scotland’rgegkas a
passive, reactive presence. Like its bold outlaw, Scotland was formatteaistesfial
picture of a resolved threat for the audience’s visual consumption. Although its
conclusion presented a celebratory moment where wrongs were righted aind wilade
to suffer, in its playing down of the politics of events and its glib requestagmee the
state’s part in Rob Roy’s suffering, the production evoked Scotland as a stand-in f
various socio-political injustices, which could be repaired or overturned with th@tas
song. The series of performances in London made legible a need to learn front the pas
and to support the present political institutions; the unintelligibility rezegl by the
critic in the final moments of the play displayed an inability to envision a-multi

dimensional Scotland. As it journeyed through Britain, this particular producti@nitgav



London audiences and, in particular, those who might identify with the strangers of the
Steam Boat Companipa certain trajectory of encounter through a characterization of
Scotland that distanced viewers from a conflicted, complex presentation oftlees fiia
offered them an easily digestible version of history. The popular and csiticegss of
the Covent Garden’s production, though, led to many more performances for those
“sufficiently acquainted” with this capital city both in London and across othgslBr
cities.

Disseminating Northward, Crossing the Border(a mobile interlude)

Nearly fifty productions oRob Roy Macgregaiook place in London in the
fourteen years following its premiere at Covent Garden “both north and south of the
Thames, both east and west of the CifyThe area covered by these performances
confirmed its immense popularity. One such producftoh Roy: A Romantic Drama
written by George Soane, opened at Drury Lane just days following the CoveenGa
debut. This new version, which rearranged some of the character relationships asd event
in Scott’s novel, did not elicit the positive responses anticipated by this otherd he
Royal. The disappointment of some spectators was evident in one review: “To distort
characters thus, is in some measure to pervert the truth of hi&tdiyig observation
implied that Pocock’s play had already attained a status as the oféicsabiv ofRob Roy
as it more closely followed Scott’s work of fiction. Other productions now faced
comparison with Pocock’s version, and critics evaluated performers agairesattoss

embodying the characters during the Covent Garden'’s first stagingaw(@harles



Macready’s Rob Roy, John Liston’s Bailie Nicol Jarvie, and Miss StephBras
Vernon were points for the most frequent comparisons.

The productions that sprang up in London counted for only a fracti@olof
Roys movement in Britain. In 1818 productions quickly moved throughout England and
Scotland, creeping northwards to parallel Francis’s journey. Portsmouth (Msly), B
(April), Birmingham (March), Sheffield (April), and Newcastle (Apefch housed their
own productions oRob Royidentifying the performances as "melo dramatic spectacle,"
"musical drama" or "musical play." The label of “national drama” wayeiot
consistently in use as a marketing strategy, although reviews ofteredetieit as such.
Each of these productions began within weeks of Covent Garden's opening and received
mixed reviews and inconsistent box office receipts. Rbb Ro3s that took place in
Birmingham and Newcastle did so in each city's own Theatre Royal. Thésernaarces
benefited from the system of “legitimate” theatre venues, following #ileofrother
successful productions launched in London and transferred to other royal stages.

As the productions neared the border between England and Scotland, they
implicitly created a dialogue with the border-crossing nature of the ¢bacddrob Roy,
viewed as a gentleman rogue, a Robin Hood of sorts, who traveled between the
Highlands and Glasgow as a cattle drover. The movement across boundaripskaso s
to the desire for a harmonious unification between England and Scotland, depicted in the
dramatic text through the developing friendship between Francis and Rob Roy, as wel
the quelling of a Jacobite threat to the Hanoverian reign. The playbill fdietveastle

production included an opening song that alluded to this northward movement. Sung by



the inn host and travelers, the song set the stage for mobilizing camaraderiesacal phy

activity:

Soon the sun will gae to rest

Let's awa' together;

Company is aye the best
Crossing o'er the heather...

Bold Rob Roy, the Souterns says,
Is now upon the Border; Should he meet wi' us the day,
‘T wad breed a sair disorder.

But take each man his stirrup cup,
His heart will feel the bolder,

Then set your lip,

The whisky sip,

And shoulder keep to should@r.

For a city like Newcastle that nearly straddled the border betweennflireytal Scotland,

this song emphasized the importance of proximity. This potential threat in the shape of

Rob Roy, who might lead to disruption and disorder, also became an active rallyihg-poi

for English unity. If these unidentified travelers, with their resolvengfthened by

whiskey, could physically come together to face the unknown challenges that lie beyond

the next field or glen, then perhaps they could help to stabilize socio-politetabmel

between England and Scotland or at least mitigate the possible damage of annetonta

threat in Scotland.



Performing (in) Glasgow
“The site ofGlasgowoccupies both sides of the river [Clyde]; and, though at the distance
of 45 miles from its influx into the sea, yet the tide, which flows a considerayle w
above the town, gives it a command of trade, and a means of ready conveyance for
commercial purposes, to every quarter of the gldbe.”

Glasgow is an important site to interrogate along the circuriodf Roy
performances because of its locality in terms of Scottish geograplgypiving industrial
significance for the British Empire, and its local “resident,” Bad\ieol Jarvie who
played a compelling role in terms of both the dramaturgy of the performance and in
thinking through the spatial and social configuration of Glasgow at this time. The
network that shaped the theatrical production here included the materialityodfibe
spatial reordering, which incorporated the construction of theatre venues afi{sar
modernizing scheme. Glasgow’s proximity to the Scottish Highlands resuliis
receiving many of the peoples displaced during the Highland Clearancedatethe
eighteenth and early nineteenth centuries, when (predominantly English) lanslowner
transformed the Scottish hillsides from a place for crofters to makeng twia lucrative
economic project primarily focused on raising cheviot sheep. Many of thesanisig
began working in the city’s growing shipbuilding and heavy engineering industribe
city, largely owned by English proprietors as wélDue to this mixing of Highlanders
and Glaswegians, the city maintained a closer relationship with the cupltacsices,
including the music and language, of the Highlands than did its more stately mgighbo
Edinburgh.

In order to survey the productioni®bb Royin another Theatre Royal, | need to

consider this burgeoning city. Unlike Covent Garden’s material agenda in jomgrtice



wealth and stature of the state (and its monarch), this new royal venue iovGlasg
symbolized and served a new industrial capital flowing into this Scottisthedygh the
river Clyde. In some ways, Glasgow, like the rest of Scotland, benefited!ie 1707

Act of Union, which freed up trade between Scotland and the American colonies,
increasing the industrial city’s wealth. As the developing transportatdusiries of
shipbuilding and steam locomotives opened up routes within Britain and the British
Empire at large, Glasgow, with its river and port, found itself squarely on the map of
imperial and industrial importance. Along with this nascent status and weakttlocam
desire on the part of city officials and entrepreneurs to organize the city irdoea pl
representative of the innovation and intelligence playing out behind the scenes of this
growing industrial dexterity. As Glasgow’s population and imperial role isedaso did
its geography. The city stretched beyond its boundaries, adding more stresets to i
growing urban grid. Developers planned new major thoroughfares, including Miller
Street, Buchanan Street, and Queen Sfrégte city grew wealthier. This influx of

capital moved through the handssoimeof its citizens, making way for new buildings
and institutions to be funded through public subscription, including the second Theatre
Royal, built at the top of Queen Street.

Undergoing a process of translation whereby public and private spaces and
buildings were organized around ideas of productivity and a modern sensibpity, cit
planners structured its municipal layout to reflect an ability to promotey@has
interests. As these changes took place outside of private residences,sinctgses

occurred within domestic settings. Economic and social historian Stana Nemadid ar



that following the rise of a Glaswegian middle class (derived from theléwgls of trade
and manufacturing) came a rethinking of the functionality of rooms and objelis wit
their homes. Nenadic proposed that this categorization was “the tangiblestadiaifeof
the emergence of rationality and order within the middle-rank home. Intpaces were
ordered and categorised just as exterior spaces within the townscape weé ande
categorized.” And, one could argue, this interior systematicity also indicated the larger
scale re-ordering of certain regions of Britain through practices ofy\sngvand
cartography? processes undertaken to catalogue and domesticate large land areas in
order to access them more efficiently. Although other cities were undergsinmjar
process, what was most interesting about Glasgow was how it maintained daeg cul
and artistic connections to its Highland neighbors, while simultaneously pushing, full
steam ahead as it were, into a modernity driven by its ability to produce prayem

itself and contribute to the larger functioning of Britain. | recognize dasitension
between a mobile mercantile sensibility and a rooted relationship to Hdtgnkathrough
the complexity of the character of Jarvie.

Before transitioning into thRob Royproductions to tease out how they produce a
categorization of spatial relationships in Glasgow, | turn to the thedarmddcape into
which this production situated itself in this modernizing urban arena. This Scdtigish ¢
like London, offered various modes of entertainment in the form of operas, burlesques,
pantomimes, and circus acts, alongside the stagings in patent theatresgthieSait
the great London house&’And like other Scottish cities, Glasgow’s theatre’s

“chequered history” included several attempts by religious figures taucbgte



building and programming of its playhousésThese conflicts perhaps indicated one
reason why theatre productions did not appear to play as active a role insha#d hvany
Glasgow residents as they did, for example, in London. Although public subscription
enabled the building of the Theatre Royals at Dunlop Street and then Queen Street,
Superintendant of Public Works James Cleland, in his 28ib@ls of Glasgowbelieved
that what he saw as Glaswegians’ gradual disinterest in “thedtacate from two main
trajectories: “oppos[ing] the theatre on moral and religious grounds, laaning] their
time so completely taken up with mercantile or other pursuits...that they do nobwish t
spend evenings at the theatf&This observation brought together two distinct sides of
Glaswegian culture in the late eighteenth/early nineteenth century, which invoked a
tension between a desire to ensure a community’s moral stability and @ nisselop
the city’s economic infrastructure to secure its financial future.
Some Glaswegians, though, read the theatre’s role in society as poteaisatky
the quality of urban Scottish life. In a letter to the editor ofGlesgow Theatrical
Observer a Glaswegian using the initials W. T. stated:
That a good Theatre is of the utmost advantage to a town, as a rational and
instructive place of amusement, is what few unbigotted persons will
dispute. Every effort then that is made, for the purpose of improving and
encouraging our boards, ought to be viewed as a public utility to the city....
Judicious criticisms on the representations, operate not only as a strong
incentive to exertions and improvement on the part of the performers, but

they are also calculated to inspire the public with a taste for the Bfama.



This opinion supported the idea that the theatre could act as a useful venture and not
simply as an antithetical practice to the city’s definition of itselé@a industrial leader.

With the ability to fashion a particular “taste” in its audiences, theatriel @dopt a

similar ethos to the performances of industrial manufacturing and comhirrsiaess

that brought in capital to, and circulated it through, the city. W.T. proposed here that the
labor needed to improve (a theatrical performance or urban planning) would el§imat
stimulate interest and inspire Glaswegians to work more diligently tolWwairdown self-
improvement. So, what particular instructions might a tasteful producti@nloRoy
Macgregorhave transmitted to audiences here?

A version advertized as coming from the Pocock genealogy arrived in Glasgow at
the Theatre Royal Queen Street on June 10, 1818. This production associatedhtself wi
the Covent Garden production by way of its playbill, which strengthened the & heatr
Royal circuit’s viability north of the English-Scottish border. The playiihounced that
this “new” production was still a popular event in London: "performing at thetiiéhea
Royal, Covent Garden, with the greatest applatfsBLit, undoubtedly, given the
specificity of this new location, an industrial engine for the Empire and its coome to
the Highlands, the production could not be simply replicated with the same responses as
the one in London. For not only did Glasgow occupy an intermediary position along
Francis’s travels within the world of the play, but the Scottish city occupp@cbéal
geographical location between pro-Jacobites (many of whom resided in tilartdig)
and pro-Hanoverians (who predominantly resided in the Scottish Lowlands and

England).



In the Glasgow of the performance, characters moved from the house of Bailie
Nicol Jarvie to the Old Bridge and College Gardens, traversing the city'sragiog
The most provocative location in Glasgow, however, came in the form of a palyicular
confining space: the Glasgow Tolbooth (prison or jail). At the end of act one,$-ranci
entered the tolbooth to find his compatriot Owen locked inside. Owen exclaimed,
“[H]ave they caught you too? [T]hen our last hope fails, and the account is closed....but
you that were your father’'s sum-total...that might have been the first man irsthe f
house in the first city, to be shut up in a nasty Scotch$aiiven, reading changing
events as financial indicators, marked Francis as the last hope for theldfasmess and
interpreted his perceived imprisonment as the final deficit in a comparof folises.
Here Francis was instantly categorized and ordered in a specificesmmomic
relationship based on a presumed relationship with his immediate surroundings, the
tolbooth. This place of incarceration symbolized the kinds of spatial and social gsderin
that occurred throughout Glasgow. Particular activities (such asatisattions of a
merchant, for example) took place in a specific area (such as the Saléhdueeto the
rigid spatial relationships being inscribed into the cityscape. A deviationdna’s
expected environment (such as Francis’s appearance in the tolbooth) resulted in an
inaccurate assessment.

The tolbooth in the performance not only presented a particular, rooted location
(one which presumably kept prisoners in place) but this specific apparatus of wamnfine
was also a meeting point between Glasgow and the Highlands with the entraote of R

Roy and the news he carried with him. This moment of confinement actualizedyére lar



more significant conflicts in the play, namely the state’s confrontation vathARy,
casually referenced in the aforementioned closing song. It also gestured toavkarger
issue of Scotland’s ostensibly defined relationship with its southern neigithbwis in

this tolbooth that spectators first saw Rob Roy without the disguise he had doniged earl
in the play when he first met Francis. Although he was not actually confined waihil

cell, in the prison Macgregor displayed his feelings of confinement in this urban
atmosphere when he asked Francis and Jarvie to join him in the Highlands to resolve the
current financial problems. “The air of Glasgow Tolbooth,” he confessed, “is not over
wholesome for a Highlander’s constitutioif.”Glasgow, for Macgregor, existed as a
transit point, not a permanent residence. This invitation marked a new path for Francis
and yet another trajectory for movement within the play’s dramaturgy, beyonitytke

grid and into the “wild” territory to the north. Francis could not return home to London
until he ventured into more alien landscapes. Fortunately for him, Jarvie agreedgo a
his guide.

In keeping with Scott’s characterizations, Pocock introduced Jarvie, a Glasweg
merchant and magistrate, occupied a role as a cultural translator bodiedthe
aforementioned middle-rank status. In the production, he first identified himself as a
merchant and then as a magistrate. Wearing two hats, his roles symbolicajoldidity
to deal with the financial woes of the Osbaldistone company through the applicfti
his sound, moral judgment. As a distant cousin to Rob Roy, Jarvie, at times, also behaved
in accordance with familial duty by demonstrating his respect for hisvesldespite

clear differences of opinion regarding the activities of the Highlanderthamtesent



and future state of Scotland. The relationship displayed by these two cousiresgddr

Rob Roy) stood in stark contrast to Rashleigh’s disloyal treatment of his cbrencis,

and his family. Jarvie was loyal to the Crown, however; he enjoyed the berféfies

British Empire, particularly in terms of the increased trading for Glasgerceived in

the play as connected to the Hanoverian monarchy.

Jarvie first appeared to audiences within the setting of his Glaswegian home.

After learning of the Osbaldistone problems, he declared:
Nicol Jarvie has a way o’ his ain to manage this matter... At ony rate, I'se
prove mysel’ a friend; and if the house regains its credit, | shall recover
my loss,--and if no, why | hae done as | would be done by, like my worthy
feyther the Deacon, gude man!—blessings on his memory, say I, that
taught me gude-will towards my fellow-creatufés!

Rhetoric concerning business transactions punctuated much of Jarvie’s dialogue in the

play. And his desire to balance friendship with his books became actualized when he

guided Francis into the Highlands and offered the opportunity for Rob Roy’s children to

receive his business and social guidance to ensure a successful futusebfoysth

Jarvie’s reference to his “worthy feyther the Deacon” connected him to hiwipies it

simultaneously bolstered his credit among the Highlanders to expedite action in the

present. His repeated allusion to his father throughout the play revealed tha he, li

Glasgow, could acknowledge his own history as he actively took steps toward sacuring

fiscally-sound future, in this case, by assisting with the recovery of thaldstone

business.



As Jarvie embodied Glasgow’s ability to take advantage of its local resande
relationships while acting as a hub for circulating goods, the actor wvahe tcabe most
closely associated with the character, Charles Matkaggan his creative and lucrative
transactions as Jarvie first in Perth and then in Dundee, Edinburgh, and Glasgoay Mack
was so popular with audiences that productions that included him on their cast list
boasted that their performance contained “the real Mackay” in the role of lree Bai
Mackay stood as Jarvie, and Jarvie embodied and responded to his environment in social
and political environment in significant ways. H. Philip Bolton suggested thatvie Jar
“the newly theatre-going member of the expanding urban middle class...could see
himself and his friends, rather thinly disguised as his own recent ancestotedepic
sympathetically and humorously upon the stde.”

The Bailie operated as a link between the present (as a member of Glasgow’s
growing middle class) and the past (the invocation of his father). His olidzatibn on
stage encouraged audience members to identify with him because althouigihthe m
prove a bit hot-headed at times, he ultimately displayed a rational mind and a
compassionate heart, proving to be a loyal friend. Lik&Steam Boat Compani@nd
the architecture of the Covent Garden theatre, he operated as a guide éos Vitiw/
alignment with a particular modern sensibility influenced his running comnyeartar
events and individuals. Perhaps theatre’s ability to “improve and encourage” intividua
citizens and their social interactions, as observed in the quotation from W.T., rdsonate
with these more socially mobile individuals who saw the parallels betwiasgd@y's

prospects and their own. Viewing Jarvie as one of their own, these middie-clas



spectators may have considered their own future business transactionsveatthey
the rise, fall, and rise of Jarvie’s fortunes, intricately tied to those &rngéshman
Osbaldistone.
TheGlasgow Theatrical Observeead Jarvie’s performance in 1824 as not only
appealing to spectators but as a blurring of performance media:
Of Mr. Mackay’s Bailie Jarviavhat can we say? It is not acting; it is
reality. It is the very Bailie Jarvie who lived in the Saltmarket some
hundred years ago, with his all eccentricities, and his warmth of heart. No
other person ought ever to attempt this character; no one but Mr. Mackay
can ever represent an ancient magistrate of this important urgh.
This review identified a fusion between the character and actor and, by entehsi
staged performance and historical events, another “perceived spaced bretite
network of materials (conditions of Glasgow, embodiment of Jarvie, collection of
reviews). This re-viewer inferred that a slippage between chaeaddeactor usually
existed, but here the two men were so closely aligned as to appear as one. Is tifie eye
Scottish spectators, Mackay did not simppresent particular Glaswegian character,
but hematerializedcertain characteristics viewed as intrinsic to the ideal Glaswegian.
And perhaps this Glaswegian marked the potential for the ideal Scot; without nieeding
eschew his past, Jarvie moved in an industrialized and Enlightened environment that
reimagined and gradually produced how Scotland functioned within the larger geo-
political territory of Britain. Interestingly, Jarvie’s characteceived more press time in

the reviews from Scottish playhouses than he did in the London productions. This



imbalance hinted at an unbridgeable distance between the image of Scotland as non-
threatening, loyal, and rural as constructed through the Covent Garden prodaistions
the “Scot” attended to by Glasgow audiences.
While Mackay clearly spoke to, and was embraced by, the spectators invlasg
his performance did not translate well to London audiences. The following account was
printed in theEuropean Magazinen 6 July 1821:
“Rob RoYywas repeated here to night, to introduce a Mr. Mackay, whose
performance oBailie Nicol Jarvieat Edinburgh, is said to have elicited a
letter of warm applause from the invisible author of the Scottish Novels;
and which letterif still in being we very anxiously hope Mr. Mackay
brought in his portmanteau to London, as a very requisite introduction: for
except in the circumstance of speaking pure Scotch, -- which is certainly
not very marvellous in a Scotsman, we really saw nothing beyond the
mediocre efforts of a low comedian; and the Baxlie, we think, could
never have been so vulgar as Mr. Mackay made®him.

Despite Glaswegians interpreting Mackay’s enactment of Jarvie@sete and

accurate rendition of Glasgow, Londoners, or at least this one, did not have the same

experience. The construction of Scotland manifested through the location, venue, and

performance materials at Covent Garden did not generate a space for rrakeplen

these characters. The ordering structure of the stage space and thgmgiwfd.ondon

(as the home of the protagonist) could not afford competing images of Scotland or its

peoples. Deviation from this rigid arrangement resulted in perceptions ofityulgar



Mackay’s performance. While Englisiharacters like Francis Osbaldistone, could enter
into a fictional Scotland to achieve their personal and professional goals, thehScot
actor experienced much more resistance when attempting to persuade his English
viewers that his efforts deserved respect and applause.

Glasgow functioned as geographical median in the theatrical production, existing
without the trappings of a capital city like London or Edinburgh. In Jarvie, the
productions oRob Roygenerated a model of and for Glasgow that offered a celebratory
middle-rank and middle-ground position between merchant and magistrate who
vacillated between familial and financial duties. In this way, the produatidmazed the
developing mercantile and manufacturing reality of the cityscape witleueaging
recognition of its own past, perhaps only in word, though. When Jarvie translated—
ordered, arranged—Glasgow’s relationship to the Highlands, he fleshed out the
aspirations of the city. Scottish spectators embraced the man as their own. But wha
became disarticulated in this process? The emphasis placed on Jarvie’'sgeréasn
middle-class Glasgow likely obscured the actual labor taking place tlooutie city
(the dangerous machinery at the dockyards, the pollution-spewing vents dfttiee$a
and the rampant diseases brought on by a population boom and inadequate sanitation in
the city). Jarvie could afford to be comedic and clever since his social position as a
merchant and magistrate indicated a degree of education, privilege, andystaisilit
inability to take into account those less socially mobile in the city would havedodarc
organized aesthetic on the city that might not have been visible on a laborer’'sagaily t

to and from her place of employment, unless she passed by the Theatre Ragyal Qu



Street. While this dichotomy became observable in these city streets,raruotipex
duality was in process within another Scottish city.
Edinburgh’s Capital Production

“The northern metropolis of Britain being an important point of attraction to stsanger
commonly the first object of a visit to Scotland. From it, the assistance of a guthet
parts of the kingdom becomes most essential; and here, most properly, it ought to
commence. The capital itself abounds in interesting featur®s...”

My third and final destination for surveying productiondkob Royis the
Scottish capital, positioned in the excerpt from3team Boat Companias aBritish
metropolis and as the entry point to explore Scotland. This urban environment opened up
different social, political, and cultural inflections witHRob Royparticularly interesting
given that Edinburgh’s Theatre Royal used the production to help identify gself a
Scotlands national theatre and that the capital city was conspicuously absent from its
texts (the novel and the play text). One of the dominant industries flourishing in this
“Athens of the North” was printing: Edinburgh’s numerous publishing houses produced a
variety of journals, magazines, pamphlets, and novels, which led to higher levels of
literacy in the city. The industries, practices, and discourses on law, education a
printing shaped in Edinburgh were woven into its urban fabric. While these
characteristics resonated with activities in London, Edinburgh also shetathc
qualities with its Midlothian neighbor, Glasgow. Its development of distinuitiSk
policies, programs, and institutions linked this white-collar capital with it riolore-
collar neighbor to the west. Through its connections to London and Glasgow, Edinburgh

produced its own hybrid identity that became staged, in part, through the expansion of its

urban topography.



While in Glasgow, Jarvie/Mackay performed as the city’s metonym for its
residents, Edinburgh’s relationship wlRob Roywas quite different since this Scottish
city was not a fictional site visited in the theatrical production’s narrafilre absence of
a staged Edinburgh meant that spectators here were more akin to strangéss sli&arh
boat travelers, on this journey through the visual depiction of their own country. The
images (backdrops) and character interactions on stage guided theospdataugh an
encounter with places that were geographically distanced from them. The production
made visible to these citizens a way of life that their city had deterngilegtibehind in
its spatial arrangementob Royoffered a version of the Highlands that appeared as a
place out of time, distinct from the socio-economic and political developments underway
elsewhere in Scotland and especially in Edinburgh. After viewing such a production, wi
its commentary on a rural part of Scotland, spectators left the theatre andrgee into
the capital cityscape. With its nascent eighteenth-century New Towrgdiasva
solution to what some urban planners, architects, and political philosophers saw as an
outdated mode of life, Edinburgh became a home for residents with more privilege who
sought to put space between themselves and their neighbors. The newly named,
performativeOld Town became an object of historical inquiry and antiquarian interest, a
place to be viewed from afar (not unlike the coastlines seen by steam shigpessen

Entrance—by sea—into the Scottish capital meant a visitor traveled from the
Firth of Forth estuary that connected the city to the North Sea and into the urlan cent
In 1752, some prominent Edinburgh residents (likely including Adam Smith, Adam

Fergusson, John and Robert Adam, and David Hume) expressed their concern with the



unsanitary conditions and overcrowding in Edinburgh in their publica®mposals for
Undertaking Certain Works in the City of Edinbur@ine municipal developments that
emerged from this text and several discussions with city planners efifiectigated a
suburb to the overpopulated streets of the city’'s medieval 1&}atie New Town that
emerged over several decades designated an urban environment in acut®distitiog
city’s medieval center. Its wide avenues, park squares and central gated gffered
residents—many of whom were, initially, aristocrats and gentry and, subsequently
lawyers, military men and merchants—an environment separated from thesommm
taking place in the Old Town. Here gestures and body movements denotednavcaytai
of inhabiting this city and reflecting the Enlightenment principles which tetbléhe
creation of this new section of Edinburgh. The wide streets offered residents anropen-a
performance venue to see and to be seen. According to Scottish architecturenhistoria
Charles McKean, as the New Town residents strolled down these promenades, they
enacted a "poised presentation of self...on an urban stage in which all doubledsas actor
and audience® The bodies enacting this “poised presentation” were keenly aware of the
process of constructing a social identity that would signify particuidpates to
viewers: social standing, wealth, style, self-control, and discipline. Thendestreated
between one another generated a precise ordering of civic and embodiee g i
allowed for the optimal perspective to judge the movements of others.

This burgeoning area’s topography added another layer to the “poised

presentation” of its inhabitants through its design. The new roomy grid arranged by



designers and architects infused a particul@rlgish character to this northern

metropolis:
the street names became Hanoverian—Queen Charlotte, Princes, George,
Frederick and Hanover—Ileaving a residual Scottishness only in St.
Andrew Square...The celebration of the Union was relegated to the
naming of the two artisanal streets--Rose and Thistle--in the 1780s. Their
narrowness, lower scale and poorer quality of masonry was evidence that
class distinction was now being horizontally rather than vertically
organized*

The performative act of street naming made legible to all of Edinburghdergsithe

intended longevity of the Hanoverian’s influence by displacing those “Scotpfisrs

and entering into what might have appeared to be a more unified, national chhedcter t

connected Scotland to Britain, not unlike the re-placing of “Scotch” with “natiamal”

the theatre playbills. As the streets indicated, Britishness dominatedstheteeof the

New Town, while those spaces expressly affiliated with symbols of Scotlared w

relegated to the corners of this area that most closely resembled thos®laf Troevn.

As part of this spatial management, narrow alleys and walkways hidden behind the

prominent facades of the grand three-storey buildings hid the commerce otidanéahr

streets," keeping these spaces out of view, unable to mar the coherence of Hotasppe

public pathways. The bodies that traversed these routes performed the ideals of the Ne

Town as clean, organized and well-manicured with their own aesthetic chottes

prescribed behaviors.



By saturating these new places of residence with a British identitgl|ahe for
the New Town aimed to create an alternative to the Old Town's disorder and
claustrophobia, giving those who had attained an elite social status a potiteyspa
environment in which to conduct themselves. This area performed itself as a self
enclosed community for select citizens at arm’s length from comrharda
entertainment pursuits. Initially, access into the New Town was limitedhé®uiLilding
of the North Bridge on the eastern end of Princes Street opened up a pathway betwe
Old and New Towns. After observing this overpass into the New Town, a Polish visitor
recalled, “A deep valley to the left, over which two bridges are thrown, divid&3ithe
Town from the New, the Scottish from the AnglicisédThe city was comprised of
these two distinct areas that collaborated to help Edinburgh become a popular touris
destination and generator of educated citizens who took part in imperial duties overseas.
Interestingly, the first building to lay its foundations after the completidgheoNorth
Bridge, essentially at the point that connected the Old and New Towns, wideetiee
Royal Edinburgh.

A theatre had stood in Edinburgh in the Canongate (eastern end of the High
Street) since the early eighteenth century; however, staging playegakin Scotland
until 1767 due to strict Calvinist principles. That year an English actor andetiogater,
David Ross, decided to build a new playhouse closer to the New Town under
constructiort> This new theatrical venue imported many of its productions from London,
including countless performances of Shakespeare’s plays. From 1809 until 1815, two

other English actors, Henry and Sarah Siddons, managed Edinburgh’s Thealre Roya



Following the death of Henry Siddons, Sarah and her brother William Murray undertook
the theatre’s management. Murray remained at the helm for the nexstkriywars; this
Englishman controlled the output of this Scottish venue, complete with its own “statue
Shakespeare supported by the muses of Tragedy and Cotfiedy.”
Rob Roy Macgregagntered the Scottish capital after appearing in theatres in
dozens of other cities. It allegedly arrived by way of Daniel Terry, stegeager of the
Covent Garden, who had sent a copy of Pocock’s text to Murray in EdinButgh.
Edinburgh run enabled Murray to turn a profit for the theatre. According to Donald
Mackenzie, writing in the 1960R0b Royan for forty-one consecutive nights and after
two months Murray had netted £3080The first mention of the Pocock production in
the Edinburgh Evening Courargppeared on February 11, 1819:
Shakespeare’s Tempest was on Saturday evening last again honoured by
the presence of a most brilliant and fashionable audience...It will be
repeated to-morrow evening, when it must be withdrawn, on account of
the preparations for the representation of Rob Roy, the scenery and
machinery for which have arrived from London, painted by Mr Grieve of
the Theatre Royal, Covent Garden... the Navigators... will be repeated,
for the 18" time, on Saturday evening next, when it must be withdrawn on
account of the preparation for the production of the celebrated Opera,
called, Rob Roy Macgregor, or Auld Langsytle.

The only information released about the “celebrated Opera” in this venue at tiis poi

was that it would utilize the “scenery and machinery” from London. The mention of the



transport of Grieve’s work served a similar function as including Walter Sadtte

Covent Garden playbill: it connected this particular production to an establishedssucces
that helped spectators imagine the state of Scottish relations to Brite&nndlusion

also put emphasis on the production’s scenographic elements, put on display for the
Scottish audience’s visual consumption. Created in London, these images would have
traveled hundreds of miles to reach Edinburgh in order to stand in for Highlands to these
Edinburgh spectators.

Although hundreds of designs for scene paintings by the Grieve family (John
Henderson Grieve and his sons, Thomas and William) exist today, the vast majority of
them are unlabeled, making it impossible to know for certain which images belonged to
which late-eighteenth and early-nineteenth-century theatre produttiafter looking at
hundreds of images from the Grieve’s collection of set designs and scene painting
however, it becomes clear that a large selection of their images depictedsgjaturural
villages or rural landscapes that emphasized a sublime aesthetic. Theseifioages
portray individuals cultivating the land to promote productive farmland. These
illustrations call attention to a territorial mastery and spatio-mahteorganization via
agricultural practices. The latter images stand in stark contrast, thougtrugdged cliffs
dwarf individuals painted into the scenes, and when transferred to a backdrop, the
hillsides and cliffs would have towered above actors on stage. In Figure 2.2, thte jagge

cliffs stacked up on one another appearing to reach inwards, creating a wilddynste



Figure2.2: Unidentified Stage Design by Grieve farty.
Courtesy of Senate House Library, University of Lodon.

frame to the scene. The pathways in the foreground and around the hills helpslearries t
viewer’s attention around the image and draws focus upwards toward a vanishing point
below the rickety bridge. This unstable, man-made structure tentativelgcs these

two sides (perhaps only slightly less securely than the North Bridge conneetisgod
Edinburgh), offering travelers a way to cross above the valley below, lajbait
unpredictable passage. In the foreground sits a thatched cottage, nestled inethe cor
beside the outcroppings of rocks, almost blurring into its surroundings. Here the ground
appears volatile; the cliffs nearly tremble. The absence of humans estdérat

dominance of an unpredictable nature with which the cottage inhabitant must eegotiat
on a daily basis. The feral space depicted here utilizes certain featuisslated

building, rugged cliffs, erratic pathways) to evoke particular emotions:deation,



hesitation, uncertainty. Perhaps this example of a scenic backdrop is not too faidremove
from those backdrops used to depict the Scottish HighlarfiRsbrRoythat intended to

invoke similar anxieties among the other characters as well as amoagéadsd in the
theatre. These images embrace a temporality akin to the perspedies ¢nethe re-
formation of Edinburgh’s Old Town: a clustered, disorganized past not yet mauiengffi

or fully legible through human intervention.

In the Pocock script, the first few scenes occurred in interior spaces (an inn,
library, jail) but in the end of Act I, as the protagonist Osbaldistone and hisiticavel
companion, Andrew Fairservice (a Scottish gardener working in England), journeyed
through locales in northern England and into Scotland (Glasgow and eventually the
Highlands) scenes took place “outdoors.” With “military music” signalinigifa lsetween
scenes, the spectators began to get a visual sense of the distanced landScaples df
from their seats within the playhouse. The scenes in the Highlands outnumbered those
taking place elsewhere in northern England or Glasgow. Scenes occurfée in “

Clachan of Aberfojl' “The Pass of Lochatand “Wild Scenery in the neighbourhood of
Aberfoil.”?° Each of these sites presented slightly different but connected perspectives of
the Highlands to viewers: its crags, pathways and foliage. Within thesméiceind

visualized spaces significant realizations occurred in the play. In Ahé&fana Vernon
recognized an important transaction that occurred between Rob Roy (ed telat

Scotland) and the Osbaldistone business. Believing that their paths must repaaates
Diana, in melodramatic fashion, bid farewell to Francis, “there is a gulplebetus—a

gulph of absolute perdition. Where we go, you must not foltf{Diana feared that her



actions in support of the Jacobites would lead to problems for Francis. She continued,
“Take from my hand these eventful papers;--poor Scotland has lost her freedgoyrbut
father's credit will at least be restoretf* This exchange of freedom for financial
recovery marked a future path for the Englishman, while “Scotland” must followilihe
of others. Scotland has become unified in this transaction into a single objeaiy lacki
autonomy and confined within a British commercial future.

The production’s final scene, “Rob Roy’s Cave and a View of Loch Lomand”
(Figure 2.3), brought to a close the production’s travel through the Highlands. This
painted backdrop, the only one which I have located that has been labeled as part of the

Pocock production, offered a split focus for the spectators: toward the confining, dark
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Figure2.3: Scenic Backdrop, "Rob Roy's Cave and Vig of Loch Lomand."
Courtesy of Theatre Museum Archives, Victoria and Abert Museum.



interior space of the cave or out into the expansive, bright horizon of the loch with its
surrounding rolling hills. This single backdrop coalesces the two predominans genre

the Grieve’s collection: the rural and the sublime. Here, one direction took the
spectator/stranger further into the unfamiliar, dangerous territory ofigiadds that
resembled a maze of darkened entrances; the other led her to the steam boat that would
travel back to the industrialized, modern urbanity of Glasgow by way of mdcemiag
natural surroundings, which she could observe along the side of the loch. Likefshe clif

in Figure 2.3, here the stones and intertwining vegetation of this cave struatnecthie
image, the performers moving in front of it, and the viewer looking upon it. In this scene,
Francis offered Rob Roy a solution to securing his children’s future: “Rely the it
proscription of your name and family is considered by the English as a most cruel and
arbitrary law. ...Might they [Macgregor’s children] not, with some asstgtaind an
honourable resource in foreign service? If such be your wish, depend on its being
gratified.”®? While in the play, Rob Roy connected himself to Scotland through his
words—“when you cast a look towards poor old Scotland, do not forget Rob Roy"—here
Francis stood in for England in his assertion that England categorized Rob Roy’s
punishment as “cruel and arbitrary.” His gesture of aid required the Hag"&o leave

home in order to achieve honor; life in the Highlands and being considered respectable
stood at odds. Francis believed, as did perhaps quite a few of the Edinburgh theatre
spectators, that a successful future for Scots depended on progress and imatustry t
contrasted the depiction of life in the Highlands as promoted by Grieve’s backdraps. Thi

foreign service might very well have been a civil post in a British colonygce fileing



exploited by the Empire for its natural resources or geographic locale passiely
visited by a steam boat not unlike the Rob Roy.

In viewing the convergence of materials (urban topography, reviews, box office
figures, theatre managers, and the production’s scenography) that conditioned add create
Rob Roy Macgregan Edinburgh, | am interested in how backdrops acted as guideposts,
building a pictorial pathway through the story unfolding in front of viewers. This route
contrasted the differences between the rural parts of Scotland envisionedeby thes
paintings and the civic practices that delineated a new spatial and samgeanent in
the Enlightened Scottish capital. The production also resonated with the conflaences
the city’'s New and Old Towns, which emphasized an interplay between Bntish a
Scottish topographic resonances. By being left out of the staged event, Edirduldgh ¢
applaud its material difference from the Highlands in order to emphasizeshbraiitd of
“national” proved compatible with that of Britain writ large.

“The triumphant success of Rob Roy, or Auld Lang Syne,” read the next
morning’s play-bill, “renders all comment unnecessary—it will be repeateg eve
evening till further notice?*® After three and a half years, and dozens of stagingsiof
Roy; first advertized as a “celebrated Opera” in 1819, the production had discursively
transformed into a “national Opera,” as noted byHtmburgh Dramatic Reviewmn
1822:

As often as this national Opera has been performed, it never fails to prove
attractive whenever it is presented to the public. As represented here, it has

many advantages that it cannot boast in London and elsewhere. The



locality is one great auxiliary, the Scottish dialect is another. Thisamas

the English stage, entirely laid aside, as it there has the peculiataglkya

of being least understood when best spaRén.
This reviewer implicitly praised the Scottishness of this production by stiggésat
Edinburgh’s physical proximity to the places depicted in the staging éactato its
success. The review might lead one to believe that all Scots, regardless pdliheal
leanings (Jacobite, Unionist) or geographical location (Glasgow, Edinbur§icptland,
should have been interested in this national performance as it spoke to and for them in the
wider circuit of British and, indeed, international performances, (productisas al
occurred in New York City, for example). The reviewer identified partrucottish
aspects of the performance (land and language) that, unlike the industrggdvnd
printing production of Edinburgh, did not line up with the Britain under construction.
What a London reviewer labeled as vulgar in Mackay’s Jarvie, this Scottisivre
classified as something to be embraced and praised. The Scottishness disptheed
London productions, became an ordering principle in the recepti@nlRoyby Scots.

“Why should we not be proud of our National genius, humour, music, kindness

and fidelity?—why not be nation&*°® This question, posed he Scotsmareviewer,
elided the stark contrasts existing within Scotland: the inability for a NewnTesident
in Edinburgh to identify with a clan system in the Highlands, for example. Thef lis
traits (humour, musicality, kindness, fidelity) might apply to a specifidegng of
Scotland, like the characterization of Jarvie, but they appear more as ahaxsfhiem as

a present practice. The review presented the matter as a simple choicecautsicot



simply “be” national if she decided. This use of “national” proposed differahaadins
than the one Bell identified as replacing “Scotch” in the playbills. While“tiadional”
suggested a collaboration with Britain (or at least a set of practicedidhait oppose
Scotland'’s relationship with Britain), this usage hinted at the inability fiois B
(especially in London) to embrace distinct aspects of a Scottish geaecultur

Unlike in London and Glasgow, spectators who viewed performandesioRoy
in Edinburgh did not encounter an environment that sought to present their immediate
surroundings in any way. And they did not observe characters who reflected back to them
their specific socio-economic status. Instead, this production revealedhgudpdosite:
exactly what Edinburgh sought to order and to discipline through its New Town and the
cultural practices it attempted to “preserve: in the formation of Highland t&sci¥® In
this production, the Highlands symbolized a “poor Scotland,” an object of historical
inquiry, a marker of all that had been overcome, passed by in order to achieve modernit
driven by industrialization. The staged Highlands were then stabilized, contaaded, a
commodified.

Moving Toward a Conclusion

By scrutinizing the materials relatedRob RoyMacgregorproductions in
London, Glasgow, and Edinburgh in the early nineteenth century, | find networks
produced by practices (printing, painting, touring, staging), objects (backdrogsl|iplay
playtexts, buildings), individuals (Scott, Macready, Mackay, Grieve, reviwsnd
institutions (Theatre Royals, Highland Societies) that comprised, cordigamd

constructed these performance events. While the novel’s author, Scott, wrote a



historically-infused adventure for readers to journey through particular caiers
Scotland in order to see the trajectory of certain potentially dangerous astwtiseir
eventual quelling, these performances dispersed various materials éaticell

audiences, making visible heterogeneous activities and associations. In London |
recognize a tasteful ordering of shaping of historical events to predestaiat and
digestible history to viewers. The production in Glasgow suggests somethinigeztse;
Jarvie was the city’s forward-thinking mobile character with Mackagrformance
bolstering its believability. When the production moved to the Scottish capital, however
the identification with its Scottishness seemed more muddied given Edinbdegir's to
celebrate the aesthetic and practices of a British New Town but to ackigevdescrete,
untranslatable idiosyncratic local resources. These cities, then, did nbt siake up a
continuous route, a touring circuit, inhabited by the same production at different times,
but they point to the inability of Britain to perform as a single unified entitlyea

beginning of the nineteenth century.

As the years passed and theatrical events produced further attemptsttartepic
to question a “national” character of Scotland, various tours continued through the cities
and countryside, islands and Highlands of Scotland. What emerged, nearly 200 years
following the debut oRob Roywas an institution sanctioned and financed by a (partially)
re-activated Scottish government that attempted to embrace the hetenagien
environments and practices that a productionRké Royperhaps) inadvertently
brought to the foregrounéiow would this institution take shape? Would the

displacement of Scotland evident in London and the objectification of the Highlands



materialized in Edinburgh, continue as a dominant theatrical convention? Would
productions and performers speak to Scotland in the way that Mackay, in the shape of
Jarvie, did to Glaswegians? And how would theatrical experiments transmiteootsi
Scotland to its English or Irish neighbors, associates on the European Contineheor fart

afield to the United States, for example?



Chapter Three

An Unsettling National Theatre: Mobilizing Scottish Stories and Sites
“...theatre and performance in all their manifestations always involve theciateonal
interdependence of ‘organisms-in-environments’. Or, to reformulate thghleste from
a more radical ecological perspective as proposed by ‘deep ecologistNAess, they
constitute a ‘relational total-field’ in which everything is interdependeicannot
always easily be assigned to clear distinctions, say as betweenisongand
‘environment’.”*’ (Baz Kershaw)

“Landscape is a nexus of inhabitation, place and value. It is a term as complex and
ideologically charged as culture. It should not be forgotten that the roots efrnettll

lie in the notion of an aesthetic cultivation of the view or aspect; a reflexiveaess of
the historical roots of the concept itself is important. Landscape paintingcniieture
improve upon nature according to particular aesthetic or cultural values. Thissigomi
of place to reason and imagination imbricates time and hist8fyMike Pearson and
Michael Shanks)

Ferries, planes, a rigid inflatable boat. Cars, buses, trains, vans. On foot. These are
the modes of transport that | have utilized as | have traveled through, arowsd, acd
over Scotland during the past nine years. The villages, beaches, towns, isidgds, br
woods, farms, cities, suburbs, airports, hills, lochs, coasts, and walls thatiuterastd
re-constitute the rural and urban topographies of Scotland exist in tendiooneit
another and with their inhabitants, creating different kinds of eco-systense Véying,
but crucially interconnected places and points of social and physical contatt, enac
particular temporalities: a deep geological history that promises ongalntjtgtthrough
rock formations; a cyclical time evident in the renewal of seasons and the eragem
within an environment such as tides or the departure and return of birds or ferries; a
fleeting sense of time evident in the erosion of Scotland’s eastern beadhedNwyth

Sea and the disappearing industrial cityscapes, transformed to moyeaeasinmodate

a new service economy. Like many nations in the twenty-first centuryaSdatiust



adapt to changing political landscapes, environmental crises, and socio-ecebbmi
and flows.
Following the wakes made by the Rob Roy steamship and the wagon tracks and
hoof marks left behind after touring theatrical productionRalf Roycrisscrossed the
UK in the nineteenth century, artists have designed new routes to creativellatat
Scottish history, social relationships, cultural practices, and the nationisctisti
geographies. In the past decade, Scotland has actively begun a new phase iatiegegot
its political sovereignty within the UK as its government has labored to renegis
cultural institutions. One of the most provocative developments to have emerged from
these debates has been the launch of the National Theatre of Scotland(ROTE. i
What?
It is Scotland's first ever National Theatre working with the bestiSkatttors,
directors and theatre companies, we will produce unmissable nights out.
Where?
Everywhere. With no building of its own, the National Theatre of Scotland will tour
to big theatres, small theatres and places where theatre has never fossrthaovhole
of Scotland and beyond.
Why?
Because Scotland has the talent and the audience to have a world-class
National Theatré®®

Welcoming interested viewers (artists, spectators, critics, teuaist politicians) to their
website, the NTS has created a cyber home full of information about their dozens of
shows. The website’s layout presents a bright pink background, a design far different
perhaps from anticipated color schemes: the purple and white of the thistlel #melre

yellow of the Rampant Lion flag, the blue and white of the Saltire Flag, or eveara tar

plaid. But then again, the NTS has aimed to defy, or at least to re-configure arpsct



On the eye-catching background of this mobile homepage sit outlined drawings pf a ma
of Scotland, an airplane, and a tractor trailer. These images symbolize ntitatrihis
theatre is intended for the whole of Scotland but that mobility has been woven into its
very fabric. This theatrical venture does not include a “built form” of theatiee shape

of a particular venue or complex, such as the ostentatious Theatre Royals #uat dott
Britain’s urban landscape in the beginning of the nineteenth century. And while some
performances will take place in Scotland’s cities, the NTS will stagendanore in the

rural and suburban areas, attempting to spread its resources and createsadress

the nation.

Organizers of this new cultural institution have resisted established models of
national theatres such as venues across European capital cities. Tineddare\darvin
Carlson, drawing from the work of Loren Kruger, argued that the “intab¢cbots of
nationalism” and the notion of a National Theatre in Europe (in, for example, France,
Austria, Germany, and Sweden) aligned with the development of Romantic theory as
articulated by French and German philosoph€r these instances, a National Theatre
functioned as a pedagogical tool to identify and to display a certain historharstter
of an ethnos. In doing so, it emphasized similarities and excluded differencesritoorde
strengthen the perceived connections between a group of people. The theatre and its
staged performances intimated a certain natural quality to the coimpolséhavior, and
abilities of this ethnic group, making deviations from these representations appea
unnatural and unwelcomed. They also suggested that natural environments were given,

stable, and divorced from socio-cultural life.



While we might reasonably situate the productionRad Roy Macgregawithin
this view of nature and culture (particularly with its characterizatdnise distanced
Highlands and unfamiliar clansmen), the National Theatre of Scotland thgathased
steam in the beginning of the twenty-first century can no longer propose natlisgres
from industrially-infused environments. By existing without a designated ¢heatiue
and taking a central building (a theatrical home) out of its equation, the jBBs that
its homeis andcan beanywhere in Scotland or be the entirety of Scotland. For the NTS,
home is performed through its practices and iterations, an inverse of the nineteenth-
century imaginary where home, like nature, was seen as a given. This @esineetout
a collective identity from the territory of Scotland resonates with the delotyof a
national theatre in the eighteenth and nineteenth centuries to help coalesegtdiffer
regions into one nation (in the case of Germany, for example), but in the case of
Scotland, it is not simply a process of concentrating resources and relasoigte NTS
hints at, especially in its first productiok$QME andBlack Watcha necessary
construction of theatrical nationhood by simultaneously emphasizing a series of
movements (physical, social, economic, cultural) that are shaped by tipéayter
natural and social relationships. The technologies (transportation, militdungtrial,
commercial) that contribute to and mediate one’s relationship with one’s surgsndi
have become harnessed in the NTS’s programming, which attempts to formulate ne
guestions (or perhaps revisit lingering ones) between the traditions and convehtions
Scottish theatre and the diverse topographies, communities, and histories fhragdeom

this small country. In this chapter | chart the ways in which the NTS has rethbaght



artistic architecture of Scotland by evolving to a flexibly designed natibeatre.
Designed for the twenty-first century, the institution moves away from dgfmi
singular national space or theatrical corps, represented by a fixed builgiegr@anent
Scottish acting troupe. Instead it collects, designs, locates, partnesstiamates multiple
spaces, stories, and relationships contained within Scotland and existing between
Scotland and other nations in the UK, the British Commonwealth, Europe, and elsewhere.
These complex multi-textured arrangements propose a nuanced awarenessets thea
ability to draw from and make visible the politics of labor (physical, astisttellectual,
military) and to create a sustainable artistic ecosystem to promotesSauterests at
home and abroad.

My analysis of the NTS also extends my concern with the materiabhetezity
of theatrical productions that | explored in the London, Glasgow, and Edinburgh
productions oRob Roy Macgregan the early nineteenth century. To do so, | include
ideas by theorists of theatre and performance that resonate with Atimrkidheory,
such as the concept of “stratigraphy,” as embraced by Mike Pearson and Nichaks
in their Theatre/Archaeolog{2001) and “performance ecologies,” as scrutinized by Baz
Kershaw in hisTheatre Ecology2007). These two texts argue that the ideological and
material components of theatre and performance extend far beyond the explsiibler vi
boundaries of any theatrical production (particularly those Rible Roythat employ a
proscenium arch) and into various socio-cultural and physical environments that
constitute the performance environment. Pearson and Shanks parse the dramaturgical

layers of devised theatrical productions through the lens of stratigraphgimgreé



layers of soil and rock unearthed during an archaeological dig that can disclose

particularly salient information about the site under consideration:
We might regard the dramatic structure of devised performance as
constituting a kind of stratigraphy of layers: of text, physical action,anusi
and/or soundtrack, scenography and/or architecture (and their subordinate
moments). Dramatic material can be conceived and manipulated in each of
these strata which may carry different themes or orders of material in
parallel**

The relationships between elements of performance (the audience placemsoriak

features, and kinds of materials that coalesce into the event) structureréttieenaf the

production for performers and spectators. Creating resonances within a production adds

possibly unintended textures, depths, and nuanced moments of dialogic interconnection. |

extend Pearson and Shanks argument, developed around the practices of site-specific,

devised theatre, to include other kinds of theatrical performances that seek tigateest

physical and socio-economic elements of a simultaneously local and national

environment. A process of stratigraphy highlights the material evidence dfcaulaa

community that has been embedded into the earth. By adopting a similar mode of

analysis, whereby | apply an ecological or physical environmental lensticujza

theatrical performances of elements of Scottish culture, | hope to teake out t

movements between local, grounded elements (in a given performance sitaniptegx

and a wider circuit (of national or international socio-economic marketsndnaappear

to have become stabilized through the work’s labeling as “national.”



The ecologies proposed and scrutinized by Kershaw take multiple forms. He
suggests that theatre should be a topic of interest to ecology and, likewise, tiegdte
consider the ecological principles at work or made visible by theatre. d¢esbints to
the properties of an “ecotone,” where two or more ecologies meet. In nasuneghi
take the form of a beach or a riverbank. Kershaw argues, “Ecotones often produce new
hybrid life-forms as a result of the ‘edge effects’ characteradtthe meeting of
ecosystems:*? At these always-in-motion sites of interaction exist the potential for
cross-pollination or re-organization. An ongoing process of comminglingctiteres
unsettles binary assumptions about two seemingly disparate and stabikzed s
changes that occur, thesegeeffects undoubtedly impact the constitution of each of the
ecologies involved. The potential strength of the NTS, as | see it, is ontiaual
deployment of different performance sites and events that re-work timsibstdamiliar
and known images, tropes, and geographical sites of Scotland. As Kershaw is also
interested in rupturing the perceived distinction between nature and cultunealyss
works well with the driving principles of Actor Network Theory, as well as the
archaeological conviction that a natural environment works in tandem with and reveals
the relationships, habits, and nature of its inhabitants evidenced from a process of
stratigraphy, a reading between the lines. As | consider the edges eififiel contradictory
elements within particular NTS productions, | locate the materials thaitatashe
specific performance and its relationship to the kind of nation-building andsbeotti

branding enabled through the cultural apparatus of the NTS.



This chapter focuses on two performanceslOME, the NTS’s inaugural
production in February 2006, and two productionBlatk Watchwhich premiered
during the Edinburgh Fringe Festival and later took place at the BarbicaneTimeatr
London.HOME consisted of ten site-specific productions that occurred across Scotland
(in cities, towns, woods, disused buildings, and on a ferry) during the same weekend. Ten
theatre directors devised the pieces, with a team of designers and performesgonse
to the question posed by the NTS: “What does Home mean to you?” From the diverse
performances that highlighted regional social, economic, and geographiearies, |
concentrate on two productionskdOME that occurred in the island communities of
Lerwick, Shetland and Stornoway, Lewis. Of the ten performances, these tweedadurr
the northern corners of Scotland, far from Scotland’s capital city and t8&sNT
administrative hub in Glasgow. Reading the environmental and dramaturgeral ¢dy
these performance events provides insight as to how the NTS designed and tsurated i
arrival through the construction of different local/national theatrical homes.

Next | read two productions &lack Watcha strikingly different scrutinizing of
what it means to be Scottish (at home and abroad) and the kinds of concerns voiced by
Scots who live and work in environments quite distinct from those who actively took part
in or were implied through the performancetH@ME. Based on interviews with Black
Watch soldiers who returned to Scotland after completing two tours of duggintie
production commented on Scotland’s ambiguous relationships with its own military
history, its purpose in Iraq, its position in the United Kingdom (and the British Empir

and the kinds of violence (emotional, physical, psychological) engendered by a tistory



military engagement, driven by a masculine ethos. Unlike the productiti@ME that

took place in one location during a short period of tiBlack Watchhas traveled
throughout Scotland and England and has ventured overseas to sites in Australia, New
Zealand, and the United States. The movements of this production, essentisfly a ca
study of a specific located Scottish regiment contending with a hostilecphgsaid

political environment, provides a constructive point of comparisontA@ME to

recognize the contradictions that produce a part of Scottish social idbraifgh its
circulation beyond Scottish borders.

The desire of the NTS to create an array of performances—from small-sita
specific pieces to grand technologically-sophisticated stagings, fiibdnen’s shows to
ensemble touring productions, from a reinvigoration of classics adapted by coragmpor
Scottish playwrights to new work emerging from home-grown and internatioisi$-art
signals a telling departure from a single creative trajectoryaihet to encapsulate or
define Scotland or its theatre. This kind of national theatre, whether the FinnegineThe
in Helsinki or Dublin’'s Abbey Theatre, consolidated itself through nationalig aim
conceived around a unifying language, vernacular history, and intellectuahatite t
sought to open its doors to populist audiences when needed. For the NTS, the
performances of ten distineflOMEstemporarily established a network of performance
sites that questioned individual and collective experiences of place, landscape, and
community. Several months lat&ack Watchwhose central group of characters is a
contingent of Scottish soldiers at home in a pub and abroad in Iraq, was composed

through verbatim dialogue, technological spectacle, poignant choreographedtsjome



song, and macho camaraderie. It localized a global conflict in an emotionally gomple
way that used Scotland’s military past to question its present position irfchely of

these productions, theHOME ShetlandHOME StornowayandBlack Watchook as its
starting point local accounts and nuanced relationships between a particteaardats
peoples. These engagements were then layered with various theatrieadtmors/and
performance technologies to produce a given performance venue (ferry, disused shoe
shop, Drill Hall) and to connect to spectators.

By resisting an overarching metanarrative to frame these performantes
devising them with fragments of dialogue, sensory experiences, quotidian masement
and/or references to a current crisis, each of these theatrical evaehisqat and
responded to a space “under constructidhThese complex performance spaces
coupled with the various types of labor that took place within them (scenic comstyucti
choreography, sound and lighting design, the installation of television monitors and
speakers, and the memorization of dialogue, narration, and songs) enacted particular
ecosystems that blurred distinctions between natural and cultural elemehtansgler
how twoHOMEs and two productions dlack Watchoperated in dialogue with the
physical landscapes of Scotland and socio-political issues of local, nationalpbad gl
import, | argue that the potency of the NTS’s fragmentary, pluralistic motie at¢-
making lies in its challenging of the imposition of stereotypical Scottmtsiand tropes
through its re-staging of multifaceted relationships with particulacgéural aspects of
contemporary Scotland. These theatrical ecosystems (with their combiraittunsan

and non-humaactorg collaborated with the NTS; while the cultural institution provided



the resources to generate the performances, the productions, in turn, redrgadize
redefined the NTS. Thaesire of NTS organizers toot performances in distinct
localities and to circulate productions across Scotland and beyond its boundags refl
its need to carve out culturally specific spaces for theatre poaetif in Scotland.

Just as | began to unpack the multiple human and non-human actors that
constituted the networks of relationships that produced the “national drafRabdRoy
Macgregor here | examine another seemingly monolithic concept, the national theatre, to
parse the multiple events, ideologies, and practices that have compresdest toggve
it its current shape in Scotland. | track how the NTS has redefined the notion of alnationa
theatre as a concrete edifice from which individuals and institutions makarpetions
about the state of a nation and turned it into a moveable, processural articulation of the
various elements (cultural, geographical, social, political, economiciahgbrise
Scotland. | take a cue from the NTS’s attempt to reshape this notion as hdead a
dismantle their own grappling with monumentalizing concepts such as home as nation,
tradition, heritage, and the military. By considering the ecotones of eachrparnice
event (a docked boat, a house’s threshold, a military’s frontlines), | point to thiedplur
of binaries (public/private, nature/culture, past/future) that reveal the aousig
qguestions (implicitly or explicitly) posed by these performances.el'geaces of
uncertainty produced by the NTS also gesture toward the political ambiguity of
Scotland’s current governance (i.e. devolution).

Before moving into my analysis of these performances, | present a brief

genealogy of the development of the NTS to identify how this model of a nationaéthea



has utilized Scottish theatre traditions in its design and programmimgn bsk how two
HOMEs andBlack Watchpresented a multi-directional route for future Scottish theatre
productions through an emphasis on process-based, partial narratives and collaborations
between individuals, environments, and objects. A theatre-making comprised of
fragmented creative methods and compelling local stories not only reveatspgex

terrain of Scottish theatre in the early twenty-first century, but this modésiica

production counters the unifying ideas that construct and disseminate a single,
harmonious nationhood. By focusing not on the similarities but on the differences
between residents of a particular physical territory and/or citizengivéa geopolitical

entity, | expose the ongoing performances (of relationships, ideologies, and
environments) that operate in concert to produce the nation, which offers creative ways
for a nation to adopt to the shifting socio-economic conditions of Europe. For my reading
of HOME, | turn to the Scottish islands, places that retain specific socio-cultatafibs
based on their more remote geographical locale. | then move to the urban sites of
Edinburgh and London with the productionBtéick Watchto compare how the socio-
cultural, political, economic, and architectural layers evident in each perfoenspace

and across a span of two years shaped the the material elements of thatstging in

two distinct cities. With each production, | ask what kinds of “hybrid-forms” apelrs

of meaning were produced? What kinds of conflicting stories did these perfoemance

embody in their individual environments?



The Road to the NTS

As | discussed in Chapter Two, many theatre productions adapted or reworked
from the texts of Walter Scott and Joanna Balillie, among others, became edeatifi
“national dramas” that toured throughout Scotland and across Britain in the nihetee
century. As the British Empire (and its industries) boomed, cities expanded) filih
various forms of entertainment. According to theatre historian Martin Bantaniotms
of theatrical enterprise blossomed in Scottish cities, predominantly Gladgang the
first half of the twentieth century. While organizations like the GlasgopeRery
Theatre (and then Glasgow Repertory Company) (1909-1914) and the Scottish National
Players (1922-1947) performed for a predominantly middle-class audiertwsyas t
promoted new work by Scottish writers, other companies such as Glasgow Workers
Theatre Group (1937-1940) and Glasgow Unity Theatre (1941-1951) sought out
working-class or popular audience$ The constitution of these companies indicated a
shift away from the theatre hegemony of middle and upper-class audieneedifatt
performances in Theatre Royals) used to shore up a nation’s cultural cagisatian
toward addressing the socio-economic problems developed from rapid indusibializa
Although these two sets of companies developed and performed for different audiences,
they each incorporated a great deal of touring into their programmingeantord
introduce their particular brands of Scottish drama to areas acrossn8a@otth in the
case of the Scottish National Players, to London.

Amid this fervent period of Scottish theatre-making, in the 1930s the Saltire

Society (which continues to exist todafjempted to re-infuse a sense of Scottish culture



in the arts, literature, music, history, and environment of the n#fidtearly two

decades later, in 1949, its Honorary Secretary, Robert Hurd, published a latigrfoall

a Scottish national theatre, suggesting that public subscription, the nationalytraadur
local authorities pay for such an establishntéh#hile a National Theatre for Scotland

did not emerge during this campaign, the following decade in London, Queen Elizabeth
Il laid a foundation stone at a South Bank site, beside Festival Hall, for the cbastruc

of a National Theatre for Britain, ultimately completed in 187&Vhile some saw the
establishment of this national theatre as a landmark event, others wonderdiewhat t
specific site and building of this theatre meant. Which citizens of the EnglarainBoit

the United Kingdom even had access to a theatre on the South Bank of London? Would it
present the “English national drama” of Shakespeare, modern play texts by Anton
Chekhov and Henrik Ibsen, or contemporary work by Brits?

While this National Theatre was under construction in the early 1970s, a very
different kind of theatrical body was taking shape up north. In 1971, John McGrath,
Elizabeth McLennan, and David McLennan formed the self-proclaimed sboGi&is
Theatre Company based on a statistic that 7% of Britain’s population owned 84% of it
wealth. After touring throughout England, Scotland, and Wales for two years, the
company split into 7:84 (Scotland) and 7:84 (England) in 1973. The theatre contingent
sought to “relate to the distinct historical, cultural and political traditiortsettiated” in
Scotland'!® The company aimed to use theatre “for political intervention in the socio-
political process...to play in non-theatre spaces...[and to] take theatre to people who

typically did not have access to it:® This model highlighted mobility and access,



presented an impassioned political agenda, and endeavored to create intiageenend
between performers and spectators. It challenged the distanced posiicamgudience
within a proscenium theatre (such as in the Theatre Royals) and made hsikileds of
exploitations of labor sustained by Scots. Its agenda and repertoiren(writte
predominantly by McGrath) nodded to the Workers and Unity Theatres of the 1930s and
1940s. 7:84 Scotland worked for several years as a collective, sharing tre(prefe
there any) and the labor of theatre productions and touring.

7:84 (Scotland)’s famous Highlands and Islands tour of McGratiésCheviot,
the Stag, and the Black Black i play thate-playedmoments of Scottish history,
from the Highland Clearances to the 1970s discovery of oil off Scotland’s northestst coa
through music, dance, song, and storytelling—combined all three company objegtives b
operating primarily in community halls spread across remote areas tdrfslcdthe
localities highlighted in this production spoke to the specific areas in which 7:84
performed, including Aberdeen, the Isle of Skye, Stornoway, Ullapool, and theyOrkne
Islands. Theatre scholar Linda Mackenney observed that 7:84’s “subject was tbea
true tradition of popular drama, but its appeal was national, and even univét3#is
Brechtian-influenced company spoke to the increasing economic and claszndivi
present in Scottish society and tried to address both local and global concemhiagega
the exploitation of natural resources and peofffeShese 7:84 touring productions
fashioned a collective network of Scottish communities who were encouragedstrtreas
a voice in local and national policy-making since they already contributed to the

economic welfare of the nation through their labor. By circulating the storibe &



different parts of the country, 7:84 called attention to common problems expdrience
Scotland due to the ongoing control of Scottish lands and businesses by English
proprietors.

Nearly fifteen years after the succes3bé Cheviotthe Advisory Council for the
Arts in Scotland held a forum in 1987 to discuss the development of a national theatre.
Participants included Scottish theatre practitioners and representatsivesational
theatre organizations in Scandinavia, also interested in finding creativeonfaywsard
their changing national agendas through cultural venues and offering suggtestions
European neighbor. Following this event, and throughout the 1990s, advocates for a
national theatre campaigned in various socio-political and cultural arfénast,
arguably, the real impetus for the actual formation of the national theateetbeough
the devolutionary process that resulted from the 1998 Scotland Act as | discussed in my
introduction. Concerns about the nature and status of any national theatre in Scotland
persisted, though. Would such a theatre replicate nineteenth-and twentietlg-centur
models that saw the legitimation of a particular group of playwrights, cannamftic
literature, or performance venue in one city? Would it displace funding fromtexta
companies? Would it be located in Edinburgh or Glasgow, arguably the political and
artistic centers of the country?

Developing a New Model

On December 1, 1999 representatives from the Scottish theatre community and

Members of Scottish Parliament (MSPs) on the committee for Education, Cultlire a

Sport met to discuss the national arts campaigns. Hamish Glen, chair of ¢hatiéed



for Scottish Theatres (which, at that time, consisted of thirty of Scotlarmtisiging
theatre companies) forwarded a NTS model that would “enhance the existing
infrastructure, exploit more fully the existing financial investment iott&h theatre and
provide a national and international platform for Scotland’s most popular perfoaming
form.”*?® So this configuration, which has changed somewhat in the past nine years from
its conception, was launched in 2004 with the appointment of a young Englishwoman,
Vicky Featherstone, as the Artistic Director. The NTS received million of Scottish
Executive funds to establish its board and first two sea$dAster those two years, it
would receive 4 million annually to support its work. The artistic team chosen by the
NTS’s board of directors represented, for critic Joyce McMillan, “a dagesdll-call of
some of the brightest talent in contemporariish theatre, most of them still under 40
and all of them bringing to the table a rich mix of Scottish and international experi
[emphasis mine]*®® The constitution of the board became an early indication of the
direction of this endeavor. Alongside Featherstone, who had successfully run Paines
Plough Theatre in England would sit Executive Producer Neil Murray, a tweaty-ye
veteran of Scottish theatre and recent director of Glasgow’s Tron Thexadréssociate
Director of New Work, John Tiffany, a director and former Traverse Thetdrarly
manager. Scottish playwrights David Greig and Liz Lochhead came on board as the
NTS’s Dramaturg and Associate Artist, respectively. With a rangeeatice and
administrative experiences, these individuals have all been involved in the creation of
new work that addressed local and global issues, as well as dynamitesand re-

stagings of theatre classics. Not only were their experiences dibatsbeir



backgrounds—from south Wales, England (Manchester and Surrey), and Scotland
(Edinburgh and Motherwell)—represented a wide geographical spread in Britain,
suggesting a commitment to seeking out creative and engaging ways of prateaaing
that would appeal to audiences across the British Isles.

The NTS was designed as a producing body, not a funding organization like the
Scottish Arts Council. While it may commission artists and co-produce withreéheat
companies, it provides more support than a signed check. Being directly involved with
the creative process of any project means that it can produce performant&mdtal
across Scotland. In the NTS Manifesto, Featherstone explained the comptamntism
to:

create theatre on a national and international scale that is contemporary,
confident and forward-thinking...we are taking theatre all over Scotland,
working with the existing venues, touring and creating work within the
theatre community. We have no bricks-and-mortar institutionalism to
counter, nor the security of a permanent home in which to det/lop.
Flexibility, mobility and ephemerality characterize this travelmggitution. Featherstone
marked this national theatre as an extension of the “theatre community, nidn@idy
ecosystem from which it has emerged. Concerns about the NTS swiping all of the most
talented playwrights, directors, and performers (and taking a deep chunk of tiogafina
resources for the entirety of Scottish theatre) have certainly playée omnds of
practitioners, though. While | do not presume that everyone in Scotland’s &eistiics

were (or are) thrilled with the development and programming of the NTS, this



organization’s lack of a concrete and steel home, a physical building, meaihsdhat
invest in and build upon the artistic foundations already present in Scotland to engineer
its future. It is this kind of flexibility and innovation, | argue, that the Sdofiarliament,
in approving and funding the NTS, wishes to broadcast to other European countries. The
NTS not only serves as a cultural apparatus which supports artistic gganticotland,
but it also serves as an indicator to those outside of Scotland that this small aation c
mobilize and promote itself effectively. To examine how the NTS began to disntentle t
notion of a national theatre by creating multiple small-scale events to aentseitto
Scots, | turn to a localized set of performances that occurred in diversessattiogs the
country during a cold February weekend in 2006.
Natural Homes/Theatrical Houses

Considering its remit to tour, to partner, to create, and to engage, how did the
NTS, the self-proclaimed, “theatre without walls,” launch its inaug@aden? Mostly by
defying expectations. The individuality with which thé#®@MEsemerged reflected an
exciting heterogeneity among artists and within the NTS. No individual ingcbotl
would experience all of the productions, nor would a single production team create the
overall design or tone for the projects. These decisions challenged a notion of conceptual
cohesion (materialized in a designated National Theatre building, for exXaamol
offered in its place a collection of singular experiences that took place on tte, cval
in the cities and towns of Scotland. These individual performance ecologies, @mplet
with specific modes of transportation, production materials, community involvement, a

the transformation of buildings, woods, and a boat into performance venues, aimed to



ISLOFY" Scotland on Sunday

A hreathtakingly ambitious event to launch the

NATIONAL THEATRE OF SCOTLAND
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Figure 3.1: HOME Program. Author's Collection.

connect these ten locations while dispelling the idea that a performancebyreal
company could definthe space, community, or ambitions of a nation. These
“simultaneous stories-so-far” were produced by creating experien¢dmthassed the
cultural, geographical, and social diversity of Scotland, while simultaneously
emphasizing the importance of differentiation. Not only was the theatricaldf@pe
unified event interrupted, but by making each produdtieato spectators, the shows
also resisted a traditional hierarchy of access, physically markedwenie of a Theatre
Royal, for example. In fact, organizers hoped that 10,000 spectators would witisess the
inaugural performances. Sounding more like attendance figures at a roekt arrec
sporting event than a night at the “theatre,” this ambitious plan re-thought what
spectatorship might mean for NTS audiences. During the five-day run, in Aberdee

Edinburgh, Glasgow, Shetland, Stornoway, Caithness, Inverness, Dundee, East Lothian,



and Dumfries, performance venues emerged from an abandoned factory, high-rise
building, forest, community halls, and an art gallery.

Adrienne Scullion, co-organizer of an archival project of the events entitled
Homing In**’ interpreted the NTS’s intention to create an alternate perspective on
Scottish theatre: “Responses and retorts to the myths of Scottish theatreevyerlear
in the thinking behind and implementationtdme Scottish theatre is one marked by
playwrights not directors; [so, instead] employ ten directors to ‘author’ new Wdtin”
this dramaturgical process, then, the sites of performance became theaiexts and
readings of particular places translated into the sensorial, individual, andigellec
experiences of the productions. Reworking the process of building a theatrical
production—from the environment instead of a playwright’s pages—invited a
reinterpretation of past theatrical practices. Investigating tlys Wt nations within the
UK and its theatres dialectically engage with one another, Jen Heguiedethat site-
specific performances “can enact a spatial history, mediating bethegadt and the
present... but also between the identities of the past and those of the present and future,
as well as between a sense of nostalgia for the past and a sense of otheridg$aftoss
in the present and anticipated in the futuf@Marvie’s argument identified a mediating
process whereby the resonances of the past inform present and future creative
articulations, anxieties, and questions. A similar process was at workHOt&
productions, which sought to put distinctive local stamps on the shows as they
collaboratively enacted this national organization, created and designed h&fcause

changing dynamics on global political stages.



The spatial histories of two particuldOMEs, Shetland and Stornowaygcupy
the next section of this chapter. | intentionally situate these two island panfcesiside
by side in an attempt to articulate how they might be seen as metonymidarfjire
process at work in the NTS in its breaking down and reconstitution of ideas related to the
Scottish nation. These two performances—one on a docked ferry and the other in a
disused shoe shop—provide alternative perspectives to witnessing and taking part in a
theatrical encounter of home. While the Shetland production highlighted the mgcessa
physical and emotional journeys that accompany life on its island commuihées, t
Stornoway performance pointed to an aspect of the city’s industrial past and dual
linguistic identity. Both productions, through different means, called attention tdbtbre la
involved in constructing and maintaining one’s home. The peripheral locations of these
two performances also demonstrated the NTS’s attempt to link the urban centers of
Scotland with its islands, which act as intriguing geographical borders todtesisc
“mainland.” As dynamic ecotones, these sites and the performances that tmok pla
within them amplified the complexity of the specificities of HH®@ME projects and the
NTS at large. Since | was unable to attend these performances, my reddiese
HOMEsare mediated through several different perspectives garnered by insewiikw
designers and spectatorsfHtODME and culled from reviews of the pieces.

A Tethered Crossing

HOME Shetlandccurred on a docked Northlink Ferry at the Holmsgarth Ferry

Terminal in Lerwick, Shetland, off Scotland’s northeast coast (the boxed area in the

upper right-hand corner of the map on page 115). With “6,000 years of history,” evident



in the rock formations that comprise Shetland, these islands boast a wealth of, cultura
archaeological, and zoological resourt@fficially becoming part of Scotland in 1469,
Shetland maintains a mixture of Scottish and Scandinavian heritage, which filte
through, amongst other elements, the language and music that emanatesfiroor ieirn
locale. These islands contain a much-lauded musical history with countéegedal
musicians (primarily fiddlers) temporarily emigrating from Shedléo perform on stages
across Scotland, Britain, and Europe. These musicians and their “ShetlantSdssie
become a staple of Edinburgh’s summer festival sed$@ollectives of musicians
spring up around the island, and, through the easily transported instrument of the fiddle,
these musicians merge traditional tunes—reels and jigs—with contemporary sounds
blend a unique sound for Shetlanders at home and away. This fiddle music played a
poignant role irHOME Shetland

Setting one of thelOMEs in Lerwick, Shetland extended the network of NTS
inaugural sites to include a locale likely viewed as being on the far edgestiaih8cOn
these islands that lie nearly equidistant between Scotland and Norway, islavbers a
visitors rely on ferries for the transport of people, goods, and news to and from the
Scottish mainland and elsewhere. Lerwick, Shetland’s main port, is ideallgddoa
transport as a node between the North Sea and the northeast Atlantic OceanthBuring
past forty years, more than £60 million has been invested in the redevelopment of the
port, ensuring that it keeps up with the changing tides of industrial and transport needs

due to, for example, increased tourism in the form of cruise $Hipsaddition to its



more remote location, this production explored the labor of generating the concept and
lived reality of home through several theatrical elements on board thie ferr
“Everyone on this ferry route is on a journey either to or from their home—a
place where lives and stories cross and connect,” observed director Wis Wihe
vacillating motion of travel connected the performance, and ultimately a gad bITS,
with a particular part of life in these Shetland communities and with other modes of
transport (buses, trains, planes) that usher people to and from their homes elsewhere
Scotland. Ferry travel, a potentially mundane practice, involves a physibditynas
well as imaginative and emotional motility; this production, experienced on theddocke
boat, attempted to capture these different elements of motion. Designed @iraédcha
experience,” the production utilized recorded music, visual projections, live peréorme
recorded narrations, and individual interactions with those onboard to compose its
performance. Entrance onto the ferry was mediated through an introduction inside the
ferry terminal. Shetland Arts Drama Development Officer John Habseallled:
Chintzy table settings in the ferry terminal with servings of home made
soup and opaque artwork preceded the journey onto the boat. Personal
headsets guided the visitors (a more appropriate word than audience)
around the boat, the public areas, private cabins and a spectacular ending
on the cavernous car deck. As written by Jackie Kay and Jacqueline Clark
there was a narrative thread, especially in the glorious dialect monologues

by the latter. However more rewarding was the collage of intertwining



lives thrown together for a moment in time animated through words,
music and a huge cast of both professional and community attors.
The headsets provided visitors with an individualized route through the encounter; the
narratives, through poetry and prose, wove together sights and sounds. The particula
ecosystem created by the event included objects (the tables, artwork, heestsatigd
narratives, and movement of bodies around the boat. The cast included professional and
local (amateur?) performers, revealing another convergence of bodigsragl\githin
the space of the ferry. While some performers may have taken the twelveitngur f
crossing (as opposed to a short flight) to get a better sense of the worldhrthéyic
would imaginatively inhabit, other actors might have walked or driven to the fermy f
their homes in Lerwick or elsewhere in Shetland. The performance did not goesent
spectators one single narrative about Shetland’s economy, its location in thetlsea, or
lives of those who work or travel aboard the boat. Instead, it destabilized this hdme an
indicated the necessary participation of these performance visitors.

HOME Shetlandrisitor, Scottish theatre critic Mark Fisher, offered another
pathway through the performance while he, too, acknowledged the spatial and temporal
commingling onboard the ship:

Everywhere was a sense of life — past, present, maybe even future — as we
walked past whisky drinkers at the tables, a lonely woman gazing out to
sea, wartime lovers strolling in the breeze, children nestling down to sleep
on the reclining seats, mechanics and sailors walking purposefully by...It

was hard to know if we were watching ghosts or if we ourselves were



ghosts. In one sequence of unsettling intimacy, each spectator was given a
key-card and sent into a cabin where an actor — in my case a teenage girl —
unpacked her things, visited the bathroom and leafed through old
photographs®*
The production broke down distinctions between public and private areas as audiences
wandered from the main deck into individual cabins, from a space of collectivity to one
of intimacy. Bodies and objects blended together with the environment of theoferry t
unsettle temporal borders as participants encountered, moved around, or observed current
and former inhabitants (the ghosts?) of the island. Fisher also noted an overlapping of
realities that occurred: did the visitors silently observe embodied tales pash being
re-staged or did they become ethereal witnesses to the movements of pres2@rive
board the bodies, objects, sounds, and physical routines presented pieces of multiple
narratives that the histories of this island and its people into its storytelling.

The performance’s dramaturgy incorporated the rhythm of the sea—a gentle
swaying back and forth—into its embodied and discursive narratives. The stasate
natural choreographer whose ebb and flow might cause a passenger to misistep w
crossing the ferry’s deck or whose sudden lurch might make a visitor feel tealidea
this way, the structure of the performance resisted delineating aatsibace (the
collection of Shetland residents and visitors) from a natural environment (thensaahbe
the boat’s hull). Anthropologists Pamela Stewart and Andrew Strathert, dssmory
and place, via landscape (including seascape), can be seen as crudaté&r@nsghereby

the local, national and global are brought into mutual alignment; or as providag sit



where conflicts between these influences are played"S5UiOME Shetlandinstead of
forwarding a unified narrative, a single presentation of what it meant to cl&hetiand
or Scottish identity, used the land- and seascapes to create a phenomenologicarencount
At this particular ecotone, the dock (where the land of Lerwick meets the harbor
sandwiched between the North Sea and Atlantic Ocean), the potentially streergs
can make for treacherous travel. This dock is also a busy place: from here amavelay
elsewhere in the Shetland Islands, south to the Orkney Islands or Aberdeen, or east
towards Norway. This site, then, acted simultaneous as a destimatian a starting
point, a fitting description for the NTS, which acts as both the culmination of dexfades
dialogue regarding the artistic infrastructure of Scotland and as an inhagdr
innovative launching of a cultural endeavor. Additionally, like the Rob Roy steamship
that accumulated stories, goods, aetvs along its routes, this ferry, through its dozens
and dozens of voyages, has become a palimpsest of activity; during this perfotmance
was revealed as a “vortex of behavibt®where actual and imagined activities were re-
staged on the different levels of the ship. The layering of the performance—evoking
curiosity, nostalgia, confusion, apprehension, or voyeurism from its visitors—edvea
the myriad affiliations and relationships that a Scot could have with her own hationa
home as she actively participated in its construction and maintenance.

One of the most frequently cited partsHDME Shetlandook place through the
convergence of audio-visual technology, harnessed to evoke a strong emotmmaaees

According to arts journalist Andrew Burnet:



We end up on the car deck, where 40 pristine white overalls dangle: the

discarded skins, perhaps, of departed ferrymen, suspended in a swirl of

fiddle music and projected vintage photographs. Here, where the new

Shetland mingles with the old, the voyage ends on a whimsical,

melancholic note that gently reinforces the sense that home, for

Shetlanders at least, is an idea marked by impermanence and parting.
Curiously, performance reviews BOME Shetlandisted anywhere from forty to one
hundred boiler suits suspended in this moment. Spectators disagreed on the number of
evacuated “bodies” hanging, possibly due to the video projections displaying scemes fr
across Shetland that were projected on and behind the suits or because of thaglistract
quality of the music emanating from within them. Hidden speakers allowed fiddie mus
to bleed out from within the overalls, operating as surrogate beating heanssier t
absented persons. These overalls, indicative of the labor required onboard these ships
(steering, charting, mopping, dusting, tying, guiding) hinted at the effortviedaoh
theatrical production (building, painting, cleaning, moving, choreographing,
memorizing). And these kinds of labor also gestured toward the necessamgnaaoet
of a local community such as Lerwick or a geopolitical entity like Scotlandmimeand
women for whom these overalls stood in may, in fact, view this ferry as a home away
from home, a site where friendships are forged through the daily duties involved with
helping the inhabitants of and visitors to Shetland back and forth across the sea.

For audiences of this performance, the fiddle music acted as an additional mode

of transport between the present and the past as it alluded to the rich musicehtetr



strong community ties carved out by music over time in these islands. The symiiolism
the iconic fiddle was revisited and revised through this performance. As the musi
produced by the strings resonating within the body of the fiddle, figuratinelgzed

this performance space, the sound connected the labor involved in ferry travel to the
aesthetics of the art installation or performance event onboard. These matasal

chimed in with the fragments of narratives, the sounds of footsteps, and the recorded
instructions that contributed to the sonic-scape of the performance. The pfojeages
shown on and behind the hanging boiler suits replaced the three-dimensional bodies of
Shetlanders (who would actually flesh out these suits) with two-dimensional moving
pictures of life in Shetland. For theatre scholar Trish Reid, this production “produced a
tangible sense of how far, for Shetlanders at least, ‘home’ is an ephemenalafien
characterised by separatiofi>"This sense of separation is a necessary condition of
thinking through the concept of Scottish nationhood, historically positioned as distinct
from England but connected through various socio-cultural, political, and economic
institutions and practices. Scotland is continually produced, practiced, and pérforme
through a networks of relationships between objects, relationships, and practices, not
unlike the kinds of labor enacted daily onboard the ferry. Within the ecosystem of
Lerwick (with its commercial history, collection of docks and boats withihatbor, and

its placement at the meeting point of two tremendous bodies of water), thesfarry i
shifting organism connected to those who work and travel upon it as well as to the sea

life forced to chart a new route at the ferry’s approach. This dynamic sité\ofyeputs



into motion ideas of travel, home-coming, departure, and loss that resonated with other
HOME productions exploring other aspects of dwelling in Scotland.
Am Broin/An Toibh (“Inside/Outside”)

On the isle of Lewis (top left corner of the map on page 115), in the Outer
Hebrides off Scotland’s northwest codsQOME Stornowayresented quite a different
perspective, experience, and scale of home for its creators and obdakecBhetland,

The Isle of Lewis oEilean Leodhaigits Gaelic name, meaning “marshy island”), boasts
a particular cultural identity embedded in its socio-geological roots and egdlbgdts
standing stones, brochs (circular drystone structures), and Iron AgeStedsnabhagh
(derived from “Sjornavagr” or “steering bay” in Old Norse) is the only cityewis, and

its economy includes, according to the Explore Scotland tourism agency, tinaditi
businesses like fishing, Harris Tweed and farming, with more recent inéisiéike

Tourism, the oil industry and commerce brought about by the digital revolution and
communications*° This city of around 7,000 inhabitants, like many other Scottish cities
and towns, sustains its fiscal health by promoting its local heritage anttradcrafting
alongside its ability to utilize developing communication and transportation techemlogi
So Explore Scotland fashions Stornoway as not drastically different (or renoote) f

other parts of the country; it has found a way to usefully combine traditional pgactic
with modern and contemporary modes of business. Continuing to filter through much of
socio-cultural life on Lewis (and its southern neighloar Hearadhor “Harris”) is the
language and music &aidhlig (“Gaelic”). Scotland’s highest concentration of native

Gaidhlig speakers resides in Lewis; they sp&akdhlig at home, in school, and during



Sunday church services. Even supermarket aisles inclu@attblig words for
household items likglasraich(“vegetables”) aran (“bread”), andbiadh na peatd“pet
food”).

In response to the NTS call to interrogdéehaigh(*home”), a team of
designers, led by Stewart Laing, worked with the An Lanntair Arts Cen8®rnoway
to put Stornoway on the NTStealbh-duthchg“map”).*° Together, the team crafted a
structure that echoed the Shetland ferry performance in its diverse caoarpasd
multiple narratives, but thdachaighalso afforded spectators an opportunity to watch a
process of assembly, the construction of a house. Informed by interviews \aith loc
residentsHOME Stornowaerected d@aighe na luidhad“doll house”) in the storefront
of the former Nazir Bros. shoe shop ®raid na Eaglaig“Church Street”) that spoke to
the history of doll house manufacturing in this Scottish city. The doll house created f
viewers simultaneous inside/outside perspectives on the ambiguous happenings within,
which suggested a necessary dual focus to consider the place of the Scottish rfaion in t
lives of its inhabitants. As spectators encountered the rooms of the doll house, two
narratives—one iGaidhlig and one irBeurla(“English”)—described the settings to
them. The narrators alternated between their stories, complementing one another’
accounts of the rooms but not directly translating the same text into two different
linguistic registers. The dramaturgical choice to create a bilirggatahg embraced the
linguistic identifiers in this Scottish locale and offered at least thredyddss for
cultural affiliation during the performance: those who spoke Gaelic, those who spoke

English, and those who were bilingual.



The scale of this project was necessarily altered to mesh with the desgpt,
resulting in a single site of performance, the former shoe shop, but with the various
rooms-in-miniature set up on tables around the space. Here spectators eadounte
different kinds of ecotones in the form of thresholds between public and private spaces.
First, visitors crossed the threshold of the shoe shop, which signaled the changing
economy of Stornoway: from an industrial workplace to a service economy that
facilitated tourists. Next, they walked by the threshold of the doll house, which began as
fragmented collection of miniature rooms scattered around the store fnentodr
through the rooms of the doll house was both physical (spectators walked by each table
and peered inside the rooms) and imaginative (visitors imagined scenarios bdsed on t
commentary overheard). In addition to a foyer, sitting room, kitchen, basement,
bathroom, and a teenager’s bedroom that spectators looked at and heard about, they also
encountered the doll house’s attic. From a platform that stood higher in the room than the
other tables, audience members climbed a ladder and put their head through a hole in the
floor of the attic in order to see inside the space. Spectator and theatre Keltiakzen
Gough noted the unsettling experience of poking her head through the attic flooed”l spi
a closet door opening out of the corner of my left eye—perhaps no more than six inches
from my face. Within seconds a small doll-child popped out of the closet with what |
remember as a sinister expression on her face....Before | could take itladl duollt
child appeared to slam the closet door shtit.”

Playwright and Isle of Lewis resident lan Stephen was struck by arpatrief

the home tour:



When it came to the performance we were indeed led back and forth in
time, in intimate groups. Lighting and music was expertly arranged to be
unobtrusive as the model-makers led you through, referring to their
clipboard notes... Okay, Stornoway houses don’t have cellars but you
realised pretty quickly that the scenes within the walls were not contained
by the laws of physics or any other known conventions. So exquisite
details in the various rooms represented peat-preserved axeheads or the
contemporary debris of a possible murder scene. The single beam of a
pencil torch could take you through the miraculous harmony of decaying
arrangements within an abandoned hd{&e.

The performance became a multi-layered site of exploration and excavatiqrietmom

with curious, yet purposely positioned, objects in a constructed environment that began as

a series of scattered locales. The arrangement of these objects coupled pritiseéhee

and participation of the designers in outlining their individual contributions revealed the

labor of constructing taigh or dachaighand the elements that signify particular

relationships, circumstances, or traumas. It is this physical creatpartafular locales

and the interweaving of narratives that work to reinforce ideas of belonging,

homecoming, or collectivity and that speak to, in the case of this location in Storrmoway,

shifting economic imperative from industry (the shoe shop, the doll house manufacturing)

to the embracing of tourism. This awareness enters into a dialogue with ddgsyil

towns, and cities across Scotland undergoing similar changes.



Upon seeing the “decaying arrangements” of potentially menacing oajetts
hearing the ambiguous and possibly conflicting narratives, a viewer nmdéaeor to
piece together these layers for herself. But she would need certain tools thethel
efforts. Writing about the tools needed to dig at an archaeological site, Miitaeks
observed that one can
pick up the slightest of distinctions between archaeological deposits, even
those invisible to the eye...To be understood, what is found by the
archaeologist must be connected with its context, whether fine layers of
ash deposited over the years of use of a hearth, building rubble left by
masons or accumulated deposits of a town garbage heap. Stratigraphy is a
foundation of archaeological analysis and interpretdfion.
In the Stornoway performance, the tools utilized by visitors to unearth the stotines
site derived from the physical and audible layout: size of the shoe shop, sma#l object
within rooms, arrangement of rooms, direction of a light beam, and pieces ofamarrati
With each room, different objects took focus, appearing either to support or to refute
ideas produced by the previously viewed room. Left with the remains of a household, a
spectator may have attempted to order the imagined events to gain a greatef sens
familiarity with this unknown and disassembled home. The frame of abandonment
perhaps connected certain elements but kept the spectators distanced from ewgr know
for certain what had taken place. The conventions disregarded or abandoned in this piece
did not only include the tropes of theatre staging—seated and separated audiences, a

central plot, hidden theatre-makers—but also empirical principles of evdrgahow



we understand our own daily engagements with time and space. The “miraculous
harmony” understood by Stephens did not occur through the creation of a sonic terrain, as
noted in the use of fiddle music in the Shetland project, but through a strategically
assembled visual field. The size and arrangement of the walls and floor$ ebesarc
provided a limited space in which certain narratives were, at least temhponaagined
and produced.

Project co-designer Minty Donald admitted that the project was “verydaote
Stornoway...It wasn't theatrical performance at all in a [traditissense.*** This
HOME removed theatrical conventions in a way that resonated with the NTS’s entire
inaugural undertaking in order to foreground this specific environment with it$,socia
linguistic, and industrial meanings. For her contribution, Donald designed the tégnager
bedroom after interviewing Lewis teens. Trying to capture some aspéhtsteEnagers’
dreams in her design, Donald devised “animation [that] projected over [the roaed] bas
on some of their dreams in a soundscaffé This soundscape added to the interspersed
English andsaidhlig language and provided an audible texture to contend with the visual
features of the objects and images. While the fiddle music and images @rojedte
hanging boiler suits in Shetland called attention to the musical traditions efehds
and the physical efforts invested in boat travel, this blending of sounds and objects
attempted to evoke an ambitious and hopeful future. Other rooms in the doll house

produced vastly different responses from visitors, however.



Visitor Kathleen Gough felt most drawn to the abandoned sitting room designed
by Moira Maclean, &ar-ealaine(“artist”) from Lewis. In her design, Maclean included
scraps of wallpaper she found itréigte (“abandoned”) Lewis house. Gough suggested:

Maclean’s narrative of who may have lived in this house and who
occupied this room also serveddoatethe production of ‘Home
Stornoway’ in the domestic, regional and national sense. The sewing table,
spools of thread and other everyday domestic objects that litter the space
suggest that the home’s sole occupant was probably a woman who had
outlived her husband. Facing the fireplace is one, lone, red, dusty chair
with an empty wine glass on the armrest. Domestic bliss it i$*fiot.
The intimate scale of the event perhaps magnified the gleamed meaiiihgs
individual rooms. Like the attic and foyer scenes, something disharmonious, even
sinister, permeated some of the stories and relationships, as well as shenelpécts
that stood in as the accumulated deposits of the house’s former occupants. Continually
spectators encountered the opposite sird"“ideal”) setting, situation, or home. The
dimensions of discontentment, distrust, or disuse evident in many rooms complicated the
storylines spectators pieced together as they move from one room to the next.i@pmpet
stories—a possible murder, a sinister doll-child, the dreams of a teenagezlyeolr
abandoned woman—occupied this space at different ameat the same time; their
stories echoed within the performance space, and the surviving objectsgesitlyed
toward compelling moments in forgotten or re-animated lives. The mapping out of

different functions indicated by the rooms (bathroom, kitchen, sitting room) alsegboint



to the kinds of processes undertaken by different spaces of the nation (mamgacturi
commerce, agriculture, tourism) that contribute to the functioning of local aiothalat
economies. By moving between these rooms, the viewers and designers pghysicall
connected these productive spaces that spoke to the processural nature of anlindividua
home or a collectively performed nation. Upon seeing the final “product,” the re-
assembled house, which appeared as a single entity, the spectatorsctrtieein their
knowledge of the processes underway inside.

After the tour alongside the different rooms was completed, the desigotées sl
the rooms into the frame of the entire doll house structure, which stood at about four feet
high and sat on its own table in the performance space. The doll house was then closed
shut; the individual room interiors disappeared from view. As smoke started to rise out of
the chimney, video projections played in the windows of the house. These images
revealed fairly mundane activities—people brushing their teeth or having dirtmer—t
corresponded with the rooms just sé&iThe spoken narratives came to an end. The
house appeared as a solid entity, and the spectators were then left outsidalts,its w
across its exterior threshold. In talking about the impetus for the projectpdidesigner
Stewart Laing explained, "We're trying to subvert the traditional notiodslbtd houses
which tend to be very backward looking, Victorian or Edwardian, and aspirational.
They're to do with idealised living. We're taking more interesting ideas o laooh
putting them into miniature**® The production compressed and challenged assumptions
of life in Stornoway by presenting competing and contradictory stories aact®lkjithin

the individual rooms that began as separate entities and then were ordered in® a singl



home. In the creative team’s re-direction of the ideal and traditional, siedbaind
made material by a doll house in the eighteenth and nineteenth centuries, thepedest
the separation of public and private spaces and the engendering of the Scottish nation as a
domestic and/or feminized sphere. By beginning the performance with thetioepata
rooms, they suggested a fragmented and incomplete process that moved away from a
sense of Victorian decorum. Also, by constructing this home within a disused shoe shop,
the production called attention to the type of manual labor necessary to fashice afse
comportment and social interaction. The shoe shop, now standing as its own kind of
debris (like the left objects in the rooms), contrasted the bourgeois qualitiescamad
promoted by the doll house. By reducing the scale ofAiannach(*Scottish”) home,
this event provided simultaneously optic and haptic perspectives for its viewess whil
like the otheHOMEsS it resisted a metanarrative, a completed or unified articulation of
home.

In the days leading up to the run®OME Stornowayresidents of and visitors
to the city could view the construction of the doll house through the shop windows.
“People could come in and chat to us while we were designing and making the rooms,”
recalled Donald, “but when it came to the performance we had blinds which we pulled
down - at the beginning, but as part of, the performati¢dhese pre-show viewings
added another layer to the processural nature of this productilacizdighby making
the duration of the building process a visible component to the “final” showings. The
active civic participation of these individuals, through their questions and suggestions

shaped the production and resonated in the physical movements of those who attended



the performance. As the designers imagined, planned, constructed, and rehearsed t
individual rooms and narratives, they decided what to include in their small-scale
performance sites and how to arrange these materials.

Each of these dramaturgical decisions that carefully constructed ateddine
look and feel of the production called attention to the overt labor as well as the work
happening “offstage” that craft a national narrative or construct a naspae¢ of
assembly (like the Scottish Parliament, which | discuss in Chapter Fad).dE the
processes (embodied and discursive) undertaken becomes seemingly compressed or
ordered into a unified structure (the rooms within the dollhouse), but teasing out these
contradictions shows the instabilities hidden by the ordering and the tdyaesaning
embedded in the structure. “The stratigraphy,” argue Pearson and Shanks, “may be
susceptible to processes of folding, faulting and erosion, which may lead to
discontinuities, inversion and disappearances and the reassignation of'tfetail.”
ThroughoutHOME Stornowayhe spectators/visitors/houseguests played an active role.
Depending on their route through the doll house rooms, their experience of the audio-
visual technology and live-action narration, and their decision whether or not othiem
ladder, spectators collaborated to produce a particular genealogy of the paderm
event. The viewers, positioned as “outsiders,” on the threshold of the disassembled and
then reassembled Victorian home, carried with them their own “discontinuities,
inversion[s] and disappearances” as their physical and audible reactions adged to t

soundtrack of the bilingual event.



Final Housekeeping?

In her final assessment HOME Stornowayathleen Gough proposed, “Perhaps
this is the story the dollhouse was trying to tell: things that do not fit neatlypine
narrative still find a way to be organized under one r&Uflh the performance, the
multiple stories and seemingly disconnected arrangement of objectstgdribia
particulardachaigh This method of organization and assembly extended beyond this
particular performance site and into the otH&MEs crafted and performed
simultaneously across Scotland’s cities, towns, and villages. This draroalurg
arrangement also alluded to the larger cultural and political matripésyan the
formation and programming of the NTS. The performances at Stornoway and Shetland,
taken as case studies of the NTS, suggest a need to produce multiple stories that combine
the efforts of individual artistic practitioners, the specificity of eachoperdnce site, and
the verbal and physical participation of local community members gatlogyetthér.
Each of these elements works in tandem to make visible temporary moments of
storytelling through both carefully planned and unexpected arrangemenéseniats,
sounds, objects, and bodies.

The crafting of individual spaces (the doll house rooms and the ferry cabins)
within the larger housing structures forwarded a collaborative, fragmentadg of
inquiry into complex and shifting understandings of home, place, territory, locale, and
dwelling. Reflecting on the dispersion of tHOME projects across the country, Minty
Donald said that it was “interesting to know that these things were all happening but not

actually have any sense of what the other ones are'fikenvolvement in one project



often precluded, as in Donald’s case, experience of others. An individual experienc
NTSHOME (as a designer, performer, spectator, or some combination of the three)
perhaps allows for a closer engagement with and excavation of a perfositance
enabled a richer understanding of the composite that is contemporary Scotlared, 2t lea
it was arranged in February 2006. This inability to know what else was happening during
the unfolding of theHOMEs also suggested that within a seemingly small country like
Scotland exists an incredibly diverse, vibrant, and multi-layered terrain, a kiayef |
scale event, that becomes impossible to understand, experience, or fully gaasp by
individual. The ecotones of these sites alluded to and generated a blurring ofaredural
cultural elements representing the overlapping impact of physical enviramiémt
those who reside within them. A Romantic understanding of nature as an escape from the
industrial, modernizing world cannot be applied to the models of performance forwarded
here because they interweave stories of physical environments and soialsieilas.
Instead HOME offered an exploratory time and space to question one’s relationship with
the physical structure of a boat or building, the surrounding physical environs, and the
geopolity of Scotland by existing in multiple places across the nation anduoing
open-ended narratives.

If the doll house can be taken to symbolize Scotland-in-miniature, then in some
small way this new perspective allowed for different angles with whicltanee-view
or reconsider the internal workings of a home, a homeland, a national home. And if the
ferry enabled physical mobility within a contained and anchored site, perhapsled

the necessity of imaginative journeys through the songs, music, and storiesrexquer



onboard. While safely docked, the performance offered the possibility forsBcotti
citizens to feel both nostalgic in their connections to their roots and adventurous in
imagining life beyond Scottish shores. These two (of theHEWIEs questioned the
relationships between objects, individuals, and the construction of narratives and
indicated the need for flexibility and adaptation. These two performance&alsated
theatrical conventions by opting for more devised, site-specific, multi-reeatia
process-oriented modes to localize a national event and to involve spectatans, visi
occupants, and ghosts.

These inaugural projects also gestured toward the need to rethink Scotland and
Scottishness by reworking those instruments used to transmit Scottistyidehbme
and abroad. Theatrical events like the Shetland and Storte@BIESs deployed
familiar tropes of Scottish culture—the fiddle and Gaelic language—Iloingléhem
within a contemporary discourse of what it might mean to be at home in one’s country
and all the problems that might come with that (a possible murder, a voyeuristic
experience). The connections between the musical history of Shetland, thalpdydic
figurative body of the fiddle, and the daily workings of a ferry’s crew ssiggedifferent
kinds of labor. Like the re-animation of the fiddle in Shetland, the Gaelic language,
viewed by many as a symptom of a dying or at least irrelevant or outeotualéure,
became reinvigorated and connected to immediate processes: the construction of a
particular performance site (the doll's house in Stornoway) and the inaoguéti
Scotland’s nascent National Theatre. The excavation and experimentationeebinibit

each of these sites introduced seemingly familiar stories and spaceisetacas through



a complex dramaturgy that layered sounds (languages, narratives, footstep$ings,
music), objects (doll furniture, miniature rooms, boiler suits, tablecloths, badliages
(video projections, an assembled house, a ferry passenger), and participatdrspecta
(designers, musicians, narrators, visitors, guests) within a complicatadhdulating
field of ideas.
Black Watch: Blurring Boundaries and Battling Histories

Fast-paced dialogue, audio-visual technology, choreographed bodies, haunting
music, and a questioning of duty in national and imperial terms allBleett Watch: An
Unauthorised Biographto flesh out a compelling socio-political and theatrical landscape
for the eponymous military regiment. The production proposed a very different kind of
local experience of Scottishness than offered byHD®IEs, rooting itself in a masculine
embodiment of nationhood. Developed by playwright Gregory Burke, director John
Tiffany, and a creative team of actors, designers, and technilacls Watchdramatized
personal tales of fighting and fatigue; soldiers battled with enemy comgaizeir own
politicians and military leaders, themselves, and Scotland’s past. The j@gact with
Burke interviewing Black Watch soldiers who had served in Irag in 2003-2004 and had
recently left the regiment. With these stories he created a workinthéxncorporated
moments from interviews alongside fictionalized scenes at the regsaattial base,
Camp Dogwood, in Irag. As Burke shaped the script, Anderson created new
arrangements of decades-old military songs used to recruit soldiers, and IStegett
choreographed moments of hostility and poignant intimacy to help this band of brothers

to personify separation, loss, frustration, and fear. In its tying togethenafily



elements of technology, movement, song, and script, the production resonated throughout
Edinburgh and Scotland and has received thunderous applause during its nearly two years
of touring throughout the UK and abroad. In this section | concentrate on two productions
that | attended in August 2006 (at the Edinburgh University Drill Hall) and July 2008 (

the Barbican Centre in London). | compare elements of these two productions as | dig
through the layers of history and theatricality embedded in the production, which have
prompted some theatre scholars and practitioners to compare it to John McGrath’s
Cheviotin terms of its powerful re-telling of the complexities of Scotland’s socio-

economic and political past and present.

Originating around 1725, the Black Watdm{ Freiceadan Dubhor 42 Royal
Highland, Regiment of the Foot, played a significant role in dozens of domestic and
foreign military conflicts*>® The battalion, primarily comprised of men from Dundee,
Perthshire, Angus, and Fife, began their work in the Highlands, keepiichto prevent
smuggling and thieving. Soon after, and throughout the eighteenth and nineteenth
centuries, they were deployed to bolster imperial military campaigiheiWest Indies,

Fort Ticonderoga, Crimea, India, and Cypress to grow and sustain the Britiste Empi
They built up a well-respected reputation through their determination, miptawess,

and fierce loyalty. “During the First World War,” wrote military hiséor Diana

Henderson, “the regiment gained honours in every theatre of the Western Froliags we
in Macedonia, Egypt, Gaza, Palestine, Crete and Buttidliey were dispatched
throughout Europe and Northern Africa during World War Il and subsequently saw

action in Korea and Kenya. Their global reach has clearly been consedé&abling as



peacekeepers in Northern Ireland from 1970, the Scottish soldiers of Black Watch
became a more permanent fixture in areas across this other Buitssate. And in 2003,
the contingent was sent to assist the American-led invasion of Irag. The follpedng
soldiers were redeployed to Irag where they moved from the fairly-sBdtish base in
Basra to a camp nearer to Fallujah. Here they ostensibly supported American troops
leading missions to clear insurgent-entrenched areas close by. AottiehSunen moved
into more dangerous territory, an area dubbed the “triangle of death,” mediageovtra
their actions intensified, in part, because the move was seen as part of Ge8ugghW&/
re-election campaign in the United States. At the same time, governmeiai®fh
Britain began discussing the possibility of disbanding the Black Watch ormngetgvith
another regiment due to dwindling funds to support the military. Addressing the intense
media coverage in 2004, Lieutenant-Colonel James Cowan, commanding officer of the
men at Camp Dogwood, told reporters during his return to the UK, “As a battalion we
have never actively sought the limelight. We have had it thrust updni’us.”

On March 28, 2006, to the dismay of many soldiers and civilians across Scotland,
Black Watch was merged with other Scottish military regiments to becons® the
battalion of the Royal Regiment of Scotland. As this new configuration took shape,
interest in this particular military contingent increased acrossoilngry. By the summer
of that year, several texts about the history and genealogy of the Blachk iéakt been
published and displayed in bookshops through Scotland and were featured prominently at
that year's International Book Festival in EdinbufghThe long, respected history of the

military regiment and possibly the view that it had played such a prominentrole i



securing the ever-expanding borders of Britain’s Empire through its conyirshéting
and relocating frontlines led to these textual examinations. The image trficot
produced by the continual deployments of the Black Watch was one of strength,
solidarity, commitment, and loyalty.

In the “Director’s Note” to the published textBlack WatchJohn Tiffany wrote
that Vicky Featherstone had asked playwright Gregory Burke to follow devetuprof
the Black Watch after the troops had returned from their 2004 tour in Irag. Tiffany,
Featherstone, and Burke then decided that they would develop a “highly physieabipie
political theatre,” that centered on this story as part of their firsoséasDiscussing the
dynamic nature of the production’s genesis, Featherstone explained, “There was no
thesis; there was no play that we discus$&tiSimilar to theHOME projects, this
production emerged from the material circumstances of and personal engagement wit
localized sites: the interviews conducted by Burke, stories told by the memeadIt
Hall in which the show initially took place. In addition to the present circumassaoic
British and Scottish military affairs, Tiffany admitted that past 8&dotheatre
productions inspired and shaped the developmeBlaak Watchwith their use of
“cabaret, spectacle, passion and honesty to communicate with their audféhces.”

Black Watclutilized a documentary-style format that spliced together scenes
where the Writer, ostensibly Burke, interviewed the returned soldiers in a gub wit
moments (both mundane and extraordinary) of the troops at Camp Dogwood and
elsewhere in Iraq. In the pub scenes, the young veterans played pool to amudgd¢kemse

and swapped stories of their war experiences; in the barracks they playedaus va



forms of male relationships: they were brothers, rivals, colleagues, gakosrbatants,
and friends. These public spaces became performance venues for the men to act out the
courage, fears, and desires; women existed as reminders of home orraedflatie
fantasies, as | discuss later in the chapter. The production staged andliat@areness
of the military’s history as it revealed anxieties about the future oktjienent through
its unstable and, at times, insecure position in Iraq. The shifting back and forédebetw
Scottish pub and Iraqgi barracks produced an unsettling effect in the soldiers as they
transmitted the threat and execution of violence from foreign soil to their domesti
homeland as the regiment formulatedvatchbecame the object of the spectator’'s gaze.
One soldier, Cammy, acted as the production’s narrator as he directly address
audience during the scenes at home and abroad and operated as the Writer's mai
interlocutor.

Arguing for a cultural materialist analysis of theatrical productipoig
Knowles forwarded that “cultural and ideological work done by a particular pioduct
may...have been mediated by the cultural and... theatrical conditions through which it
has been produced® The cultural and theatrical conditions that likely influenced this
production oBlack Watchncluded the tense atmosphere generated from the deployment
of Black Watch soldiers to Fallujah coupled with plans to merge the battalion into a kind
of mega-Highlander outfit. The performance’s placement within the EdinbungefFri
Festival also impacted the look and feeBtdck Watch The Fringe Festival, a frenetic
and diverse performance environment, operates as an interconnected artigircsent

that grows larger each year. Before analyzing specific moments Biatbie Watch



production, I first consider the artistic environment of the “fringe” ascaioee, a site
where different performance ecologies (local and international productiongafopke)
connect and impact one another and the artists, spectators, critics, and tourists who
comprise them.

A Festive Ecosystem

In the ever-expanding Fringe (the 2008 Fringe featured over 31,300 performances
of more than 2,000 shows) that stretches the seams of Edinburgh’s cityscape and
population, artists find a forum for creative expression, communal celebratiomgashi
on new audiences, and exporting their own brand of theatre-making and cultural
performances to spectators in the Scottish capitdlhe 2006 Fringe season, in which
Black Watchbecame a sold-out success offered dozens of shows dealing with the wars in
Irag and Afghanistan, the politics of terrorism, broader foreign and econonug poli
concerns, and the increasing distrust of the UK and USA alli&hBéack Watctjoined
the ranks of these critical productions, while maintaining a certain respdicéfeoldiers
who answer this particular call of duty.

Jen Harvie considered the Fringe as a site that simultaneously etzensya
capitalism, offering a welter of choice” (the most recent figures histich a view) and a
“hypermarket’, where production values and audience choice are undemolyratical
determined and standardised by neo-liberal market foré&hese market forces
impact, among other elements, who is able (financially and physicallygviel to
Edinburgh, who can take a financial risk by entering a show into the festival, and the

labor employed (or volunteered) at venues across the city. The Festival®attheir



own capitalist space as well, generating around £75 million for the Edinburgh and
Scottish economy. In Edinburgh Harvie also observes a worrying process of
“Disneyfication” taking place, whereby the city can be reduced topparantly cultural
homogeneous entity that is seemingly fully understandable through a handful of
simplistic categories, images and [festival] maps that leave out \aggkes of the
city.”*®* Interestingly, although the Fringe was created in 1947 by artistingaat
display alternative theatrical prospects to the more bourgeois Edinburgh iotehat
Festival, work produced by Scots in the Edinburgh Festivals has never cons(gtantly
all) been at the forefront of programmitfgBlack Watchhowever, through its local and
transnational historical narratives, its language, and its questionsipgrta the role of
the military in colonialism practices and the economic viability of saltfieinjected a
complexScottishstory into the matrix of the Fringe.

Describing the significance &lack Watchn Edinburgh, Scottish theatre scholar
Jane Sillars noted that the production tackled “one of the most live global padicas”
via a “located set of storie$® If aspects of Edinburgh life that are packaged and sold to
tourists on holiday suggests a homogenizing process of Scottishness, then a production
like Black Watchmay, in its own idiosyncratic way, be attempting to resist this peactic
at least, perhaps, in its initial incarnation. Instead of generalizing abogglss in a
climate of war and terroBlack Watchstaged the impact of a history of soldiering on a
specific community in Scotland; it foregrounded a small group of Scottish men who

discussed, argued, embodied, and fought over their reasons to be in Iraq and their



complicated interactions with their fellow comrades as well as outsigerg to
understand them.

Why did this located set of stories take place at the Edinburgh Univerdity Dr
Hall? Tiffany admitted, “I knew | wanted to perform the piece in a spacéiichvwve
could create our own version of the [Military] Tattoo, with seating banks down either
side of an esplanade. This we found in Edinburgh, in an old drill hall near the Castle that
was being used as a car park by the univer$iyThe environment of the production
was of paramount importance to its director; the Drill Hall's somewhatmwave space
and high ceiling allowed for a great deal of flexibility for the margnscchanges and
room for the towers of scaffolding erected on either side of the stage. Desighaiuhby
Cooper and William Taylor and built in 1904-1905, the Drill Hall, this “pop-up theatre
space,®sits up a short, nondescript driveway (Forrest Hill) from Forrest Road, which
curves into George IV Bridge. The Drill Hall's design includes Sdofiaronial
features, a Gothic revival style of architecture popular in the early amtateentury.
The building makes up part of a complex designated as a Category B sitsettwicHi
Scotland. According to the Historic Scotland website, a “B” listing is giedautldings
“of regional or more than local importance, or major examples of some parpeuviad,
style or building type which may have been alterédThe site acted as the University
of Edinburgh Territorial Army Centre and School of Artificial Intelligendaen it
received its Historic Scotland listing in 19%8.1n 2006, spectators queued for the
nightly production oBlack Watchalongside Sandy Bell's, a cozy pub that serves up

traditional music with its whiskeys every night of the week. Lit torches onxtee @



wall of the Drill Hall added to its Gothic appearance as they welcometbspes into the
three-storey space.

As | made my way inside the newly-fashioned theatre | walked through a large
clear plastic tarp that created a permeable boundary to the performangighsit the
hall, a kind of threshold that | physically pushed aside. Loud, recorded music filled the

space as | entered and chose a seat among the two flanks of raised pé&sform s

Figure 3.2:Black Watchposter. Photographed Figure 3.3: Edinburgh University Drill Hall.
by author. Photographed by author.

Flutes, drums and bagpipes echoed throughout the hall, amplified to reach evary corne
of the hall and familiar to the arriving spectators since similar sounds wadt many

tourist shops in the capital and cascade down from Edinburgh Castle during the Tattoo.
These dynamic, sensory-filled moments of the pre-show entertainmentieal e feel

of a mini-Military Tattoo. The Tattoo, whose actual nightly performancesgltinree



weeks in August take place just a few hundred yards from the Drill Hall, has bacome
world-renowned event with tourists flocking from dozens of countries and ticliatg se
out for the shows months in advance each year. Begun in 1950, the ninety-minute
performance features bagpipes, flutes, drums, and company marching with cancludi
fireworks. Forty countries have been represented over the years, and duhregits t
week run, audiences of approximately 217,000 fill its bleachers. Revenues in 2007
reached a staggering £4.8 million. Between the sales of tickets, as wels aAB\IDs,
and other kinds of memorabilia, the Tattoo is big busilédan Jack, a writer fofhe
Guardian observed, “People sometimes forget that Scotland has a strong tradition of
militarism—three centuries of blood and death in the British cause that has been made
folksy and cuddly by the kilts, pipes and drums of the Edinburgh Tattdarhe Tattoo
celebrates the apparent triumph of nationalist and imperialist endeavorslan&eotd
the UK, particularly given its inclusion of performing regiments from aroundltieg
(including Canada, South Africa, Australia, and Trinidad & Tobago). The use of the
Tattoo to frameaBlack Watchcombined with its physical proximity to that performance,
added aesthetic, historical, and violent resonances to the NTS production, coatescing i
an ambiguous relationship between the spectacle of violence applauded duringoihe Tatt
and the documentary-style piece that occurred within the Drill Hall.

These introductory moments within the Drill Hall foreshadowed a celebration of
military prowess, precision in performance, liveliness, and spectacldtdrapsed to
conceal the physical, emotional, and mental violence enacted by such militgrgigas.

On the walls, projections of the Saltire Cross bounced across the floor and ceiling,



landing briefly on spectators before continuing to dance around the space. The eentral s
piece used throughout the production was a pool table. Acting as a focal point or
activated hub-on-wheels, the table functioned as a site of leisure in thperserspub
scenes, as a womb from which soldiers were symbolically birthed as thelyrtargh
the lining from within, and as a military tank en-route in Iraq whose unexpected
breakdown led to a horrific expression of death. The table perhaps also suggested an
element of playing or gaming that pervaded the men’s responses to one another, even
during dire situations. Apart from a few chairs and a stool—used by the Writeg ¢hisi
interviews—two sets of large metal scaffolding provided the infrastruofute set.
Large video screens were attached to the scaffolding, alternately ainincppepeeches
regarding the status of the Black Watch regiment, football matches, aiadlfactage of
moving tanks and air strikes in Irag. The skeletal nature and height of tr@dingff
created depth to the production and offered the men another level of playing space, high
above spectators.

Although considering the performative elements of gender does not comprise a
substantial part of my project, the all-male cadlack Watchand the masculine
behaviors demonstrated, ostensibly in service to protect the Scottish nation and the
British state, deserve at least a moment of attention here. In the production, the
framework of military activity, and fighting in Iraq in particular, ceht hyper-
masculine environment where men acted and reacted aggressively and, eftentim
emotionlessly. The public spaces represented in the production (the pub, barracks, and

football match on television) lent themselves to a sense of competition and one-



upmanship while at the same time also asking of participants (patrons, soldigess )l

to incorporate principles of solidarity and teamwork in their daily labors. Wamnky
obliquely appeared in this male-dominated configuration via silent letters and emai
received from home and posters of naked women that adorned the men’s lockers and
wagon. The women, symbols of home and desire here, did not have a voice and could not
provide an alternate perspective to the functioning of these soldiers abroad owtheir
feelings of separation or isolation garnered by this arrangement.Hgonfasculine

spaces were those that were public, dangerous, and active, then the presumed feminine
spaces correlated as interior, domestic, and passive, a perspective of natioméi@od w
men secure the borders in order for women to reproduce and stabilize their individual
homes. By including such spectacular elements of choreography and audio-visual
technology, however, the production implied a performative gender where, as Judith
Butler observed, “the artifice of the performance can be read as dtffide Black

Watchthe conditions of war generated an excessively virile context in whighehe

must exist and work together. This stepping into a gendered role was madallgspeci
visible in the production when a male television news crew (a journalist and a
cameraman) entered the barracks to interview the soldiers about theieespeCammy
reluctantly began to answer the crew’s questions and then, after a serieosioaspl
another soldier, Fraz, ran into the barracks wearing only a towel. As the merthell

ground and covered their heads, Fraz jumped on the reporter while another soldier turned
the camera to face Fraz and the reporter. Adopting a heroic stance, down on one knee

beside the reporter, Fraz smiled broadly as his muscled chest demoribajedd



health and self-discipline needed to soldier effectively and to protect thotierpasbi
(literally or figuratively) as weaker than this band of brothers.

Throughout the play unexpected moments moved spectators into different
affective relationships with the unfolding events and interactions betweentehsr&mne
such moment occurred after the men swapped foul-mouthed insults and engaged in
combative “macho” behavior. This aggressive mood abruptly shifted to a softer, somber
choreographed ritual where the men received letters from home. One by one #rs soldi
entered the performance space and passed a bundle of letters to another dodaignge
his own correspondence from the pile. Each man opened his letter, read it @lently
himself, dropped it on the floor and then, using sign language-like gestures tadte-re
the letter, he embodied the story that had traveled thousands of miles to reach him. The
choral letter-opening depicted a collective of bodies, each enacting his owiduadli
needs, losses, and desires circulated by these hand-written texts. As sons, brothe
husbands, partners, fathers, and friends, they received the words of their loved ones
through their bodies: tales of new babies, broken hearts, deaths, longing. These lette
discursive bridges that momentarily connected the soldiers to their roots lem8cot
produced a deeply personal, intimate, and emotional element into the masculine context
that pointed to a complex relationship between the performance of selfebesgand
vulnerability, breaking down the seemingly monolithic entity of a soldiess $&guence
also imaginatively mapped an intricate set of places and identities thadodurr

distinction between domestic and foreign, home and abroad, as the men each temporarily



relived their lives in Scotland, despite being thousands of miles away fronfetindies
and homes.

In exploring the layers of family tradition, military history, personal dutg a
collective honor that have compressed into this moment of army service in Iraq, two
concurrent sequences in the production, Lord Elgin’s recruitment of soldiers and
Cammy’s parade of historical regimental uniforms, exemplified an st@msyof objects,
personal and national narratives, and bodies that shaped this production. In the first
sequence, Lord Elgin (the infamous late-eighteenth/early-nineteentincanty
recruiter and ambassador to the Ottoman Empire, responsible for taking thadtasthe
“Elgin Marbles” and selling them to the British Museum) charged into the space
threateningly wielding a large sword. “Now as you know,” he told the men (arzs g
placed the sword on the pool table, “my ancestor led his men at Bannockburn [site of
Robert the Bruce’s heroic victory against English troops] and is buriedyrearb
Dunfermline Abbey. He led his men in a fight for freedom from the tyranny of aforei
power and the need then, as now, for Scotsmen to serve their country in its hour of need
is as great*“ Lord Elgin’s theatrical use of the sword created a historical loop in which
ancestors and descendents existed in the same time and place through hisaliscursi
construction. Elgin simultaneously linked past and present causes—freedom from
tyranny—and obscured the explicit differences between these historicantsom
fighting on Scottish soil against invading troops as opposed to fighting in the desert of
Iraq as, arguably, invaders in service of another nation and Empire. As Elgin continued t

sell the idea of army recruitment to the men, he again pointed to the significahce of,



discover, Robert the Bruce’s sword. When the potential recruits expressed abuérn
getting paid for the patriotic duty of soldiering, Elgin responded with temptidg
distracting images of travel, guns, football, drink, and exotic women. The issue of
compensation for services rendered did not receive much explicit traction in the
production, except for the final moment (which | discuss later in the chapter)dimt it
link to the socio-economic class of the majority of these foot soldiers, estftmim
predominantly working-class areas where a young man’s primary options fo
employment exist in the form of manual labor (working in mines, quarries, ogilfar
example). It is this kind of rugged, self-disciplined, and courageous masculingiytsou
and shaped by the military recruiters. Elgin sealed the deal with a sorgF-Oftar
Sodger,” that told the story of a young man enlisting in the army, a “nobler thocht
[thought” than the pursuit of an education. Elgin was flanked by two dancing soldiers
who displayed a grace in their light-footed Highland dancing moves, anotheragjes
contradiction to the brutish, masculine demeanor required of the troops. Eventually
Cammy, the target of this final pitch, learned the dance and joined these “force
multipliers,” used to increase rank numbers. The next sequence where al sat@dant
staged key moments in Black Watch’s history amplified this blending of chagog
music, and soldiering.

What one London review labeled as “little more than an animatronic museum
exhibit,” "> offered a wide swath of Scottish history within a tightly-structure

performance during the middle of the production. Stage directions set the scene:



Music. A red carpet rolls out, and as Cammy narrates the following history
of the Black Watch the other soldiers manoeuvre him around the stage
dressing him into and out of significant and distinct uniforms from the
regiment’s history. They resemble a squad assembling and disassembling
a military cannort’®

The following parade enacted a miniature history play, showcasing difterees and

places through the manipulation of Cammy’s body. | quote at length from Cammy’

monologue to give a sense of the storytelling at work in the scene. "We stdoied be

Culloden,” he told us, “We dinnay really keknpw when. 1715, or maybe 1725. When

Scotland was an independent nation we were fucking mercenaries tay helkiay f

Europe. But it was 1739 when we really threw our lot in way the BritiShith

military precision, Cammy was turned, flipped, lifted, suspended, rolled over, and

adjusted as the other soldiers dressed him in different uniforms across thenmtife

span of nearly three hundred years. His narration continued throughout:
We're warriors. We're Celts. The thing about the Celts, apart fay being an
oral culture and disappearing fay history, was that they looked upon
warfare as sport. It was their fun. It was what they did to relax. Since 1745
the Black Watch has fought all over the world. A lot ay the time we’'ve
been used in tribal conflicts. We're good at them. We're a fucking tribe
ourselves.”

His comrades lifted and re-dressed him. Throughout the sequence, after éanlo$ec

text and correct application of a new uniform, Cammy walked on the red carpet to one



side of the audience seating, turned, posed, and smiled. A large flash bulb went off with

accompanying sound. The picture-taking temporarily froze the action bleéonesn

rushed out and continued with the parade. “We’ve got a lot ay links tay North

America....They fucking love us over there. Cannay get enough ay the history the All

shite they dinnay have.” Turn, pose, smile, picture.
In the Second World War we were at Dunkirk but we got left behind way
the rest ay the Highland Division. We reformed and fought through Sicily
and Italy to Monte Cassino...We got sent tay Africa tay crush the Mau
Mau rebels. We'd been in Africa before of course...In Egypt, where we’d
been in 1917 too. Before we went tay Palestine tay take Jerusalem. Then
Syria tay drive out the Ottoman Turks. Which we did in 1919, in
Mesopotamia.Beat) Mesopotamia?Beat) Where the fuck have | heard
that before?Beat) Oh...aye. Beat) Here we are.Reat) Again"

This military paradesumfashion show catalogued historical events and military

engagements with very little, if any, commentary or context. The onslaughtes@ad

times overwhelmed me as | attempted to map the complex terrains of ahégzscin

the seconds that rushed by. The language and storytelling implied a widat@rcof

these Black Watch soldiers across continents, far from their homes innficédso, the

narrative hinted at Scotland’s complicity with atrocities that have octorer nearly

three centuries for the safeguarding of imperial power. Throughout this pageatitr

each camera’s flash, Cammy smiled, silently acquiescing to history'sliguoaccount

of his military lineage.



“To historicize the present,” argued Ric Knowles, ifivolves resisting any
naturalized understanding of the writing of history as the construction (anzetomn)
of the justificatory autobiographical narratives of nation and community, maskbd a
objective or transparent recording of historical fd€f.This parade sequence articulated
a complex relationship between the past and present through the coordination and
participation of the soldiers. The manipulation of one soldier’s body visually syratoliz
the changing appearance of the Black Watch amid the continuity of a nigitegyy.
This particular narrative of Scotland’s past, in being replayed in the middle of a pla
about these soldiers’ more immediate experiences in Iraq, pitched theynhilgi@ry as
an ongoing story that incorporated new faces and accoutrements, but, in some ways, bore
an eerie resemblance to past conflicts, relationships, and practices. This double
movement—back and forth through time—resisted the justificatory logic thatIKsow
warned about by not presenting a naturalizing process but instead exposing theyinterpl
between socio-cultural relationships (historical characters, the n@amigctions to their
past) and the idea of protecting the natural territory of Scotland throughmamitsiSince
the play did not offer a broad critique of military engagement, opting instead tosedbt it
in the present ficto-consciousness of these soldiers depicted within a local enatronme
(their pub) and discussing a familiar set of experiences (their ti@amp Dogwood),
this sequence did not claim to create historical truths or facts through resypbdf
events. We might read the scene as an archaeological dig of sorts thadegrosual
evidence of the manipulation of history-writing through the contortions of the nasrator’

body and disciplined movements. Cammy walked the viewers through the story of the



past but he became a passive object within the account as the stage directions likened him

to a “military cannon.” The rolling tides of history incorporated this narratmy into

its currents, and the supporting cast of soldiers did not refute nor add altermgieinis

to this single account given. The unfolding of this single point of view aligniéd wi

biographical or historical texts that streamline a myriad of practoeslicts, objects,

and bodies into an easily digestible and stabilized entity.

Writing about this 2006 production, Joyce McMillan observed:

Burke's play does not represent the last word on the history of Scotland's
most famous regiment. But it does represent a massive step forward in our
understanding and recognition of a vital part of our national story, and -
potentially - of the relationship between Scottish theatre and the widest
possible popular audience, both at home, and far beyond our $Hores.

McMillan situated this performance in Scottish theatre history, announcjramdgshese

soldiers’ and actors’, negotiation of their place at home and abroad. Like the actual

service of the soldiers who traversed deserts, mountains, cities, faasines, forests,

and jungles, McMillan saw this production in motion—on tour—seeking wider

audiences, continuing the discussion of Scottish history and the ability of tioelagle t

tell that story. This kind of touring process not only widened the geographical

connections knitted together (through the letters and naming of former batfjensiten

the production, but it also added complexities to the ongoing socio-political production of

the contemporary story of Black Watch. By sending the production on the road and back

to places of former colonial contact and conflict, seeking financial beasfitell as



growing international awareness of the NTS, this venture could be viewedsas arti
exportation or as cultural ambassadorship.
Another Tour of Duty

And tour,Black Watchdid. At last count, across three continents. In March 2007,
Black Watclbegan its road trip across Scotland, England, Wales, Ireland, Australia, New
Zealand, Canada, and the United St&teBor nearly two years, the cast and crew of this
production have trodden on or near some of the same sites that Black Watch soldiers
have traversed since the eighteenth century. Each of these theatricaltidest exists as
part of the UK, its former colonies, or the current British Commonwealth, making a
comment about the extant markets for Scottish touring productions overseas dylétate
least in part, from the UK'’s violent colonial past and from Scotland’s conceftetsdb
woo North Americans with Scottish ancestry back to the land of their foreféétsessen
in the Homecoming Scotland 2009 campaign). At each of these performance venues, the
Black Watchteam converted warehouses, drill halls, football academies, and other large
performance venues to accommodate the grandstand seating, scaffolding, asayeces
technological hook-ups of the show.

To consider hovBlack Watchhas continued to provoke assumptions about
Scottish nationhood and history, | focus on its reincarnation at the Barbican Centre in
London that | attended in July 2008, nearly two years after | first viewedddeagiron
in Edinburgh. Writing about the European touring of a different site-specificrperfce
event,Gododdin created by Brith Gof Theatre in Wales, Jen Harvie suggested, “In

transferring this site-specific piece to other sites—and, indeed, markets-GBf risked



not only losing certain memories but also summoning other unwelcome'8h8s.Wwhat
potentially has been lost and/or gained by this production’s move from Edinburgh to
London (after many stops in between)? Its temporary London home comprised one
component of a complex site—the Barbican Estate—began in the 1950s after World War
Il bombing had demolished thirty-five acres of the City in London. One connection
between the play and the site, then, existed in the destructive nature of watéanesi of
corporeal and collateral damage that shaped the narratives of these events.

Rough concrete dominates the complex’s Brutalist design, creatingessizaltp
bunker-like edifice, perhaps resembling other kinds of edifices construciad dur
wartime to house soldiet&! Completed in 1982, at a cost of £156 million, the seven
floors of this centre contain cinemas, a theatre, a concert hall, a library gatiery,
restaurant, cafes, and lound&sAn enormous amount of commerce takes place beneath
its concrete roof, proving quite a contrast to the performance milieu of the Edinburgh
Drill Hall. Theatre events comprise only a small portion of the events talkacg pt the
Barbican, and the 2008 productionBlack Watchwas slotted into its “bif@8” schedule.
“bite,” according to a Barbican press release, was created at thedBairbil998 as a
six-month period of showcasing international performances, “inventive and prameeri
work that permeates the borders between theatre, dance and HfiBie"2008 season
lasted the entirety of the calendar year with performers from thslBhdlies, Europe,
New Zealand, South Africa, the USA, Brazil, and Iran taking part. Like thitzum
circulation of Black Watch soldiers who watched, patrolled, and defended particular

lands and peoples, the production’s placement within this international context once



again brought its stories in touch with foreign shores. My own re-acquaintance with

Black Watchwas mediated, first, by my own travel to reach the Barbican venue and,
second, by the architecture of and activities within this performance comgifexeBhe

show, | wondered if the ambiguous statements about Scottish soldiering and itd colonia
history would cohere into more pointed critiques, or be received by a London audience as
a more overt commentary, regarding the use of Scottish soldiers in Britistiampe
campaigns or the ongoing war in IrdY. Essentially, what elements of the production

would this new performance venue, so unlike the physical environment of the Dkill Hal
alter in the show?

After making my way through the busy, early afternoon streets of a sunny
summer day in the City, the capital center of commercial London, | headed down
Charterhouse Street and passed Smithfield Market. This track took me from the
cosmopolitan arena of high-rise office buildings and boutique shopping and into the
gritty, working-class East End. Making my way inside the Barbican, positiaedraof
the cultural Renaissance of this particular end of the metropolis, | miak bl just how
much activity was occurring on the venue’s several floors. Not only were otherddlea
productions taking place that day, but the concert hall was overrun with King’s €olleg
graduates and their slightly intoxicated family members (at least amleash donned a
kilt), mingling in the open space between the hall and the theatre. | could not help
comparing this entry intBlack Watclto the one | previously experienced on a chilly
Edinburgh night with pub music spilling out of Sandy Bell's as | queued outsideithe Dr

Hall. This pre-show environment appeared too comfortable with its big plusraseats



posh bars on every floor. The lit torches and stone walkway outside of the DiriNasal
replaced with fluorescent lighting and a decorative, though well-tread} ¢eadeng into
the theatre. Knowing how the main narrative of this matinee production was meant to
unfold, with soldiers scurrying about trying to protect themselves during mowofents
gunfire and commenting on the physicality of soldiering, | missed therestrigped-
down performance venue. The general admission seats of the Drill Hall wereddmac
reserved seating at the Barbican, and a few subtle signs of the thiesmadsary
renovation remained visible as a large curtain blocked off an area of (ostensibly
proscenium-arranged) seats. The commercial nature of the Barbican thletpeignant
site-specific performance &lack Watchnto just one of several events taking place,
removing elements of its located connection to its environment and evacuatingfsome
its political potential. The working-class soldiers depicted in the embotdigdstood in
stark contrast to the kilt-wearing graduation attendees next door.

Watching the performance for a second time in London, just a few miles from
Westminster where decisions about the British involvement in Iraq and otharynilit
campaigns are made, | grew more aware of the production’s self-reffecavicerning
its own creation. Not only did the characters express to the Writer theerosrabout
how he would portray them in a staged performance, but the sequences of interviews
displayed the difficulty, if not impossibility, of accurately rendering peas responses to
the war into written text. “What was it like?” the Writer hesitantly dstke soldiers with
his audio recorder at the ready; his query elicited responses that ramged fro

incomprehension and silence to overt aggression. At one point during the Writer’s



reluctant interrogation, a soldier prepared to illustrate the trauma oftbeence by
inflicting bodily harm on the Writer. The impasse of communication between the me
and interviewer resonated with the earlier pseudo-sign language that the memn used t
“read” their letters. Throughout the play, the men revealed an inability to speak, t
record, and to portray; the production grappled with these dilemmas as it useshtiffer
mediums (song, sound, dance, stylized movement, fight sequences, silence) tdaint at t
necessity of not constructing a single or central narrative of theseenqe=si These
disconnections appeared even more salient to me within the Barbican space, with its
physical dissimilarities to the Drill Hall (in terms of its commakenterprise and

physical comfort level). | experienced more difficulty placing the &otbcalities in the
play; the thickness of the Scottish accent appeared more of a novel chaiaofethe
soldiers than as a marker of a working-class identity as it did in Edinbungh. T
performance environment (Barbican, “bite”) abstracted the specifielotdhese

soldiers (represented by the Fife pub and observations such as Lord Elgin’'s mention of
nearby Dunfermline) into a Scottish entity that appeared to emphaszkgjuncture
between an embodied experience and the language used to describe it.

Viewing the final sequence of the play for a second time also produced a more
critical response from me. When a deadly explosion of a roadside bomb killed three of
the soldiers, the sound of the blast ricocheted off the walls and the large plastic tar
(through which | passed during the Edinburgh production but only saw from my seating
in the Barbican) fell to the ground to reveal three bodies covered in blood suspended

from the ceiling. As a melancholic Gaelic tune signaled mourning, the bodies were



slowly lowered to the ground; expressions of terror were frozen on the messsafac
their contorted bodies were carefully removed from the harnessing by theadmsnr
The moment called for a plaintive pause, and as Cammy resolutely folded up tilce plas
tarp, he informed his commanding officer that, upon return home to Scotland, he would
leave the unit. Comparing military service to “the shipyards, the pits, hGaoffered,
“It's fucking knackered. Don’t you think it's knackered, sir?” Perhaps part of an
unrehearsed thesis of the production followed in the officer’s next line, “It takas thr
hundred years to build an army that’s admired and respected around the world. But it
only takes three years pissing about in the desert in the biggest westem potyg
disaster ever to fuck it up completef{f® This line provided a relevant note of political
commentary on the current position of the Scottish military given the interptexgén
several government and military officials; it also suggested a aoydietween labor in
the military and the physical toll taken by other grueling, thankless fornmmbgment.
By equating these labors, the line perhaps briefly de-politicized the spagtiment
regarding the place of the military in Scotland’s present, but it simultarye@usl
politicized issues of class in the military. These working-class Statisliers are sent to
take part in military campaigns to ensure the ongoing socio-political dindatstability
of residents in the UK, some of whom were seated in the Barbican audience.

The closing movement sequence elided the actual traumas experiencediis a res
of military policy decisions and the attempt of a theatrical medium to pdteay. It
also reinserted the Tattoo-like performance spectacular into the violemigarism

that took the lives of both soldiers and civilians on a daily basis:



Music. The bagpipes and drums start playing ‘The Black Bear’. The
soldiers start parading. The music intensifies and quickens as the parade
becomes harder and the soldiers stumble and fall. The parade formation
begins to disintegrate but each time one falls they are helped back onto
their feet by the others. As the music and movement climax, a thunderous
drumbeat stops both, and the exhausted, breathless soldiers are left in
silhouette*®®

This sequence was emotionally charged as the actors appeared poisedeapkachg

of the formation, throwing their body forward, assisting their fallen mates egriding

their regimented ranks. The music reverberated in my chest as a bayppsoldier

began to play a mournful song before the recorded music filled in the space andinarrate

the movements onstage. What might sound like a canned formulaic song when divorced

from the production seemed like an anthem for the men who crisscrossed the stage and

exerted such physical efforts again and again. This choreography continued for some

minutes, and at its conclusion, many spectators, including myself, applauded rsith tea

rolling down my face. While this final sequence depicted a deep-rooted loyaltgdret

the men, it also seemed to bookend the opening references to the Tattoo: wherelthe actua

blood, violence, and death have been erased from the narrative by the spectacle of the

precision, talent, and colorful aesthetic of the marching military musicians

The staged death that preceded this moment (in both the Edinburgh and London
productions) marked the death of three actual Black Watch soldiers: Private Scot

McArdle, aged 22; Private Paul Lowe, aged 19; and Sergeant Stuart Gray, aged 31. Yet



in the performers’ ability to stand up and rejoin the regiment’s formation afli@gfto
the ground, the theatricality created further ambiguous statements aboutéhefplese
men and their army regiments. The Black Watch, like other military outdills, for
individual sacrifice for the greater good (the battalion, the army, the ndt®&mpire).
So, on the one hand, the loss of the three men would have been enveloped and
redistributed by the remaining soldiers. On the other hand, though, the loss of those
individuals would have impacted the lives of their brothers-in-arms. So while the
production deconstructed this kind of politically-evacuated celebration of solglieri
(through the dialogue, silent movements, and construction of masculinity), it
simultaneously commemorated a determined, sacrificial, self-disetpiensibility
displayed in the characterizations of the soldiers. During this final sequreticeduired
skill and stamina from the actors, perhaps | would have felt less celebvhtbeyactors
and more disturbed by the inability of the theatrical work to reconcile the diemasta
loss, and failure of policy in Iraq, if the play had ended with Cammy’s leaving of the
regiment and not a musically-infused demonstration of physical will.

The Barbican production @&lack Watchwhich contained most of the actors
from the first production and the same dramaturgical structure, positioned itscaudie
much like the smiling Cammy, unapologetically listing the places of nyildtambat,
without questioning his (or our) complicity in governmental policy-making. In the
Barbican, the energy gathered from the production’s inaugural performances in
Edinburgh was dispersed as the highly specific national resonances (embodied, for

example, in former Black Watch soldiers seated in the audiences during thegeveni



performances) became abstracted into an “international” showcase ofllaognpe
performance for those audiences able to buy theatre tickets, make thér tvay
Barbican, and watch the shows. | am not suggesting that the Drill Hall perf@manc
solved the kinds of socio-economic problems brought up by the production, but as this
event comprised the entirety of the Drill Hall programmiBigick Watchbecame a
singular, complex multi-layered event. While it competed with other shows tpldog
during the Edinburgh Fringe Festival, it did not contend with other commerciatiastivi
taking place within a venue. The national characteristics depicted in both places,
however, revealed a constructed masculine environment viewed as necessary to
safeguard Scotland, as well as Britain. And the NTS’s choice of includingyao$tibis
military regiment during their first year of programming suggesdtatthe political
awareness of past Scottish theatre companies would continue into this new. century
Stories Located and Set Adrift

The collection of ScottisWOMEs acted as a “trip-wire around Scotlarie)”
transforming particular cities, structures, and natural environments inpotarn
performance venues where artists, spectators, and environmental $ishgaged with
one anothelThe stagings oBlack Watchacross three continents presented the concerns
of this Scottish regiment to audiences thousands of miles away from Scotlandhthroug
sophisticated audio-video technology and politically-charged narrakivaslE
Shetlands locale articulated the need to think mobile-ly while staying anchored at home
This gesture reflected the fluidity of Scotland’s political processlassirejected a stable

or fixed historically-constructed identity and has entered into a procdssaltionin



order to navigate new routes for political configurations and alliakt@ME Stornoway
offered an introspective analysis and close read of the labor involved in constructing
particular local and national narratives through the careful arrangememicafsva
materials into miniature ecosystems that, when viewed collectively, mogostrasting
views about what it means to be at home in Scotland and what it mean for an outsider
looking in.Black Watchwith its intricate choreography, reworking of familiar stories
and images, and presentation of a complex socio-economic and political militaiy terr
presented a history of Scotland layered with violence, loss, camaradenieg sédad
physical labor. Each of these productions also revised seemingly known, faoniliar
understood aspects of Scottish culture. The fiddle music of Shetland, Gaelic Eguag
Stornoway, and tribal mentality mediated by bagpipes in Edinburgh/London/Iraq all
received closer inspection and reinterpretation to make them part aftadiseourses of
local, national, and global import (employment, warfare, post-industrial lapelsc

travel, and tourism).

That the NTS exists as a buildifegscollective, that it is hom&essenacts
particular innovative limitations for its creative programming, includiaglécision to
embody or retell particular stories and to utilize and adapt specific Soattigronments
and landscapes. With this arrangement comes an insecurity and instabilitjhabout
staging ground of a particular performance event, yet at the sameét @tse carries with
it the thrilling possibilities of risk-taking, mobility and a desire to findayssuitable to
a particular site and vice-versa. “Architecture is a massive problem ésiaglg

Featherstone, “[it] defines if you're the type of person who goes into the budding



not.”*** Joyce McMillan concurred, “Any building has its threshditf. The NTS exists
on an artistic plane beside its twentieth-century antecedents likedtisiS8lational
Players and 7:84 (Scotland) in its desire to take Scottish theatre to the varades tioat
constitute Scotland. It also continually points to the ambiguities of the Scotsisaruh
Scotland as a homeland by constructing different kinds of thresholds, or ecotones, (the
dock, the doll house threshold, and the shifting frontlines) that blur boundaries between
nature/culture and local/national and reveal the interconnections of difteégamisms in
a specific environment.

Theatre scholar Loren Kruger suggested that historically “the notionaifanal
theatre offered aesthetic autonomy as a consolation for the lack of ppliticat.*® In
the case of Scotland, its national theatre has evolved, in part, from a movement of some
political autonomy from London to Edinburgh. The NTS offers a performance of
processthe land itself is traversed and utilized in multiple, mutable ways and
relationships (between objects, sounds, bodies) are stitched together and ripped apart.
And perhaps this particular cultural institution can make the case for an independent
Scotland even more immediate to its citizens by throwing contemporary mantents
sharp relief with historical contexts and asking what resonances have tamwvard and
what discontinuities lie in an ostensibly familiar place. As this occurstiSitattists
negotiate multiple post-devolution identities as Scotland contends with its plaee in t
UK, in Europe, and on global stages.

Like its productions, the NTS emerges from multiple dialogues, experiences,

relationships, and locations. Adrienne Scullion observed that the relationship béteeen t



NTS and the “cultural infrastructure” of Scotland is enmeshed in “the changing
relationships of government to cultural development and provision, particularly at the
national company level®* Here Scullion linked the complex negotiation of the NTS’s
identity and placement in the terrain of Scottish artistic production. Thaseaibt
branded institutions include the Royal Scottish National Orchestra, the Scatastbér
Orchestra, the Scottish Ballet, and the Scottish Opéfiheir constitution, as well as the
relationships they have with one another, will likely alter as future econoimiatek,
political maneuvers, and the desire of individuals to engage with the arts change over
time. But perhaps the NTS, with its de-centered and mobile way of thinking and
operating offers a way to weather future socio-political stormsayyng flexible, taking

risks, and forming a network of partnerships across the country.



Chapter Four
Spectacular Pageantry: Framing Scotland, Forging Scottishness
"In short, we are THE CLAN, and our King is THE CHIEER*(Walter Scott)
Opening Ceremonies
Making her way down Edinburgh's Royal Mile on October 9, 2004, Queen
Elizabeth Il donned an unadorned bright pink dress with matching coat, accented by a
purple hat trimmed with more pink. She was in Edinburgh to celebrate the opening of the
Scottish Parliament building at Holyrood, the institution's permanent home dite-
year provisional residence in the Assembly Hall near the top of the RolgalMiring
the opening ceremony festivities, which included a procession down the High &&eet, t
British monarch maintained her stately appearance and serious disposition. She had, of
course, been to Edinburgh many times before, notably for the (re)opening of the Scottish
Parliament at its temporary home, a new chapter in Scottish political hstaly
possible by the Scotland Act, on July 1, 1999. Queen Elizabeth II's involvement in the
autumn 2004 ceremony, however, differed significantly from this earlier agppmear
In 1999 the Queen had worn an all-purple attire, which visibly marked her
ongoing affiliation with the Scots (as the purple thistle is Scotland's nagortdém) and
also positioned her as a rightful participant in the proceedings that would undoubtedly
lead to a rethinking of Scotland's position in the United Kingdom. Her attire in 2004 then,
perhaps overtly signaled a new relationship between herself and the evenisgacur
the Scottish capital; her clothing choice could be read as a move to distandefrioensel

her Scottish subjects, a stylistic signifier announcing a timely (if orrlyaaseparation.



This exterior change hinted at the new role that the monarch would play in thee futur
affairs of Scotland and its people and, combined with various gestures performed that
day, stood in contrast to the meaning relayed by the words of the Queen and othsgrs. In hi
speech, Scotland’s First Minister at the time, Jack McConnell (of TonyBlabour
party), emphasized the Queen’s continuing role in this new phase of Scottish governance
“Your Majesty, our thanks. Your support for this institution has been appreciated. We are
grateful for your good wishes, and we wish you well in all you do for our country. Five
years ago, Scotland found a new voice in the land. Today we celebrate a new confidence
in the country.**’ The Queen’s own words echoed this collegial sentiment, taking it a
step further as she united the political practices of Scotland and Britaen iedding of
the Scottish Parliament’s history, drawing not “just on [its]... own heritage bineon t
best parliamentary traditions of Westminster, the Commonwealth and Eur8ighe
then presented a symbolic object, a newly created mace symbolizing ppbtieer
designed by a Scottish silversmith to the Parliament to extend her sentiStents
observed, “The Mace reminds us that your procedures follow British and Commonwealth
models.**° With these words and the Britishness denoted by the ceremonial object, the
British sovereign marked the space of the Scottish Parliament as one imbu&ditiah
governmental precedent. The collaboration of different events on that celglolagor
though, created a complex statement about the future relationship between Scotland,
England, the British state, the residual Empire, and Europe.

While the presentation of the mace attempted to materially connect differen

political systems, the handling of another symbolic object, the royal crowonrmped an



act of separation. Instead of the Queen carrying the royal crown, an icoottélSc
sovereignty from the thirteenth century, into the Parliament site (as she had done
1999), on this day the Duke of Hamilton undertook that honor. This strategic decision by
ceremony organizers produced a figurative (and possibly foreshad@pedaison

between the Queen and Scottish sovereignty by literally taking the symbmitosts

rule from her hands and placing it in those of a Scottish aristocrat. During this event
final, impromptu closing song, the ubiquitous “Auld Lang Syne,” as parliamansaand
guests joined hands to sing the words made famous by Robbie Burns, the Queen,
according to BBC News, “appeared to sing discreetly although she did not hold hands
with her neighbour George Reid, [the Scottish Parliament’s Presiding Qfficerwas
singing at the top of his voicé® Whether it was the overt demonstration of emotions or
for some other reason, in this moment the Queen ctaise connect physically with the
Scot beside her.

The procession that carried parliamentarians and guests down the Royaldile a
into this new site at Holyrood saw the residents of and visitors to Edinburgh fill tle city
High Street to welcome the new Parliament into the twenty-first centtrlgrén,
perched atop the shoulders of their parents, waved the Saltire Cross imbued with
nationalist sentiment§* Marching bands, including dozens of bagpipers, supplied the
accompanying celebratory sounds to the scene. As MSPs (Members of Scottish
Parliament) made their way down the High Street, banners bearing thgiagkical
affiliation preceded them, locating them simultaneously within their diverse

constituencies across Scotland and within Edinburgh as members of this re-fashioned



political body. Although | was not part of the gathered crowd in that capitabc

witness these happenings, the Scottish Parliament's website (createdrordits
information on parliamentary procedure and to encourage e-participation iislscott
politics, which | discuss in the next chapter) circulates images of the g¥@ueen and
the enthusiastic Scots by streaming it through cybersffadéese images include close-
ups of babies’ faces along the parade route juxtaposed with aerial views aivtde ttie
Parliament, and the city at large, including numerous shots of Calton Hill, located jus
north of the new Parliament site. This visual reproduction of the ceremony aims to
provide numerous angles into this multi-faceted event, identifying the &arard not-
so-familiar faces that comprise the city and nation at a particular ntomgme by
alternating haptic and optic views of the Scottish capftal.

In this chapter | want to examine thgaces of Edinburgh produced for and
constructed by a different kind of spectacular event that took place on its stegts ne
two centuries before. In 1822, novelist Sir Walter Scott, charged with organizing a
pageant to welcome King George IV to Scotland, materialized his pro-Unagesta
that sought to discursively and physically present Scottish allegians tadnarch.

This political pageant, a large-scale affair, ordered the appearanpauticalar segment

of Scotland’s population and deployed distinct modes of theatrical production to brand a
particular version of Scottish history, culture, and politics to an audience iar&tand
abroad. The resulting pageant consisted of two weeks of processions, feasts, balls, and
performance oRob Roy Macgregothese events collaborated to display the city of

Edinburgh, the residents of Scotland, and the resolution of a century of discontent



between Jacobites wanting the return of a Stuart monarch and those Scots supporting the
present Hanoverian monarchy. Unlike the 2004 parade that congratulatedstoioig a

degree of political autonomy, the 1822 pageant pitched the city and its peoples as loyal
and contented participants within, and dependent upon, a larger British geopolitical

entity.

Here | think through how the Edinburgh that was the early nineteenth-century
Scottish capital city was an unstable staging ground for a grand disptadigseminated
particular constructions of Scottisss primarily adapted from Walter Scott’s reading of
cultural practices of the Scottish Highlanders and enacted through the bodies of those
taking part. In Rhys Jones and Carwyn Fower’s article “Placing andgtiaé nation,”
they articulate the need to analyze notionsoafleandplaceas being socially
constructed when interrogating how certain sites come to stand for the nagioghthr
particular political and social institutions and practi¢@€dinburgh, a city notably
linked to the Scottish Enlightenment, acted as one such site, operating as théagdan s
intended to present and produce for the British monarch a Scottish nation thatfwas sel
disciplined, ordered, and a unified collective. The circulation of bodies (Hightgnde
stage actors, attractive females) and objects (journals, pamphlats)gmitheatre
materials) helped to map out the space of the city and, by imaginative erieghsi
nation of Scotland. In analyzing how the pageant transformed particularsagpect
Highland culture (tartan, bagpipes) inBrottishculture, which were then replicated by
Scots and visitors alike, | situate discursive constructions that attemptadbitae and

unify the Scots alongside accounts of the physical surroundings of Edinburgh and the



bodies that occupied its spaces. | also consider the politics of spatiality takegiiaprb
Lefebvre and Doreen Massey to help elucidate the stakes of such a dramatekurgler

In addition to reading the “power geometry” produced by the points of
connectivity between spatial and social relationships, | look at how Watidy e
primary organizer and stage-manager of the pageant, forwarded Georginé\fightful
and legitimate monarch of the Scots, a role into which George dutifully stepped as he
donned a tartan costume from head to toe. Unlike Queen Elizabeth’s more recegit appa
decisions to mark herself as associated with but separated from the Sooge Ge
employed his attire simultaneouslyltsehimself (as a Hanoverian King) within the
ceremonies and tocatehimself (as a Stuart) within a Scottish genealogy. These efforts
attempted to shore up his position and to ameliorate circulating discontent redp@sding
rule. As | scrutinize Scott's dramaturgical ordering of the pageant, | turotto A
Network theorists concern with the “orderings [that] take place in ternasmglibge and
materiality, through performativity and interventidfi> | assemble my analytical
framework from various textual, pictorial, and performance “evidence” fhosrpageant
that | use to identify important tensions between localities and circulasigmsficant
slippages between metonymic performances and social encounters, and/éhekcof
objects (documents, images, clothing) in shaping and re-playing bodily perf@snanc
(such as the marching Highlanders and parading Edinburgh residents). | wdrlet@ac
a level ofcomplexitythat reiterates the movement between the general and the particular,

as articulated by John Law and Annemarie Mol, by examining how human and non-



human “actors” collaborated to generate the events of the 1822 pageant that contributed
to a larger scale performance of Scotland.

In parsing Scott’s role in this complex production, | focus on how his imagined
and discursive construction of Scotland (present in his many novels and poems) was
proposed to Scots in Edinburgh and elsewhere through personal letters and his
"anonymously" written thirty-two-page pamphlelints addressed to the inhabitants of
Edinburgh in prospect of his Majesty's visit by an Old CitiZdns circulating text not
only provided details about the scale, location, and schedule of the pageant events, but it
also supplied specific instructions about how those in attendance, namely the Scots,
should fashion themselves as loyal subjects primarily through their atireedavior. |
read these materials along with first-person accounts in newspapers auadsjcas well
as satires and cartoons produced in response to the King's visit. | also places@sarge
letters, written to Scott after the pageant, within this complicated nwdttineperception
andreceptionof the Scots and theroductionandconstructionof Scottisimess These
texts created competing spaces of loyalty and affiliation for thedersgpredominantly
in Edinburgh but also elsewhere in Britain. They sought to inscribe different kinds of
relationships into the cityscape of the Scottish capital: for examplelitkeprescribed
organized and disciplined social gatherings while the cartoons and satires datadnst
exploitative and immodest interactions.

Lastly, | scrutinize the Theatre Royal’s productiorRob Roy Macgregor
performed for George IV at the end of his stay in Edinburgh. By placing thisithéa

production at the end of the pageant, Scott ensured that George’s final images otiScotla



would be those of a contained and pacified Scottish past and a forward-thinking
collective of loyal subjects that sought the applause of their King. This “eoichm
performance” reiterated the popularity of the production (in its fourth yearcoflation
in 1822), and it marked the importance of sensory engagement—patrticularly through
visual and auditory means—within the pageant as a whole, calling for the totisiom
of Scots in their performances of allegiance for George IV. The positionihg of t
audience oRob Royin these final moments of pageantry revealed the constructed
appearance of active participation and the regulation of apparent illegiBreatents of
Scottishness.

Scott’s strategic shaping of the pageant, coupled with the numerous, and at times
contradictory, interpretations of the proceedings, | argue, exposed the labooicessps
of nation-building that often render themselves invisible and the reliance drncilea
modes of production to materialize nationhood in this nineteenth-century moment. By not
attempting to provide a catalogue of the entire pageant but instead selectmdgpart
moments to analyze, | focus on how this event endeavored to forge a sense tf aesthe
and socio-culturalvholenessAs Scott attempted to paint this grand picture with the
bodies and spaces of Edinburgh, his activities also created the conditions for tasitors
view particular events as distorted in some way, which fractured Scott’edimfage.
This labor produced d@oublenessvhere certain attributes and attitudes enacted, on the
one hand, a schism that revealed and reiterated the differences between igte Scott
peoples and, on the other hand, an echo or reflection, an altered appearance of a familiar

object. Both gestures made visible the untenable attempt to produce unanimity. This



doubleness also appeared in the formheéatricality utilized through and produced by
the pageant. In a special issuesobStancen theatricality, editor and theatre scholar
Josette Féral argued that theatricality ip@tesshat has to do with a ‘gaze’ that
postulates and creates a distinct, virtual space belonging to the other,Hrdmfiation
can emerge®® Féral suggested that either the actor or the spectator could “initige” t
process: the actor by participating in activity outside of the quotidian and thetspbgta
“tak[ing] possession of the action he watch®$.The pageastapetranslated the city of
Edinburgh into a complex stage through the circulation of language and comingrtogethe
of Edinburgh residents and Highland visitors in this particular locale. Visitors from
London and elsewhere simultaneously framed the events through their individual
perceptions that further shaped the events and their circulation beyond the cadgisbor
Stepping Into Character

In order to scrutinize the theatrical and performative nature of the paggant,
which | mean the elements that both materially and discursively enhetsgedctacle, |
begin with two of its notable “actors”: King George IV and Sir Walter Sédthough
George was the catalyst for this event, and historians such as Robert Mudie @&22), J
Prebble (1988), and Steven Parissien (1995) contend that hirefasal point?®®| view
the relationships between objects and bodies as more significant in the actualit@mpos
and choreography of the event. So instead of devoting this chapter to George’s role in the
proceedings, | situate his perception of Edinburgh and the Scots beside thoseabf sever
other visitors to the city. | begin with some brief information regarding Gebayeever,

since he did put Edinburgh (and indeed Scotland) into motion in 1822.



George, who first acted as Prince-Regent from 1811 and then reigned from 1820-
1830, decided, after a fairly successful trip visiting his Irish subjects dinenguimmer
of 1821, to sojourn to Scotland in order to physically introduce himself to Scots and to try
to pacify rising Scottish antipathy to his reidgifis advisers, anxious to keep the aptly
named "Prince of Pleasure" away from political developments in Europe antinmset
actions in the British colonies, encouraged George to stay in Britain and visih&sgla
northern neighbor. The British Empire had suffered a significant loss in the Aameric
Revolution, and at the time of the pageant it existed as a patchwork of institutions at
home and throughout its colonial outposts, practicing different scales and styles of
governance. For example, governmental procedures in the British West Indies
demonstrated a definitively “British imprint,” while in India the hybrid nataf the East
India Company as a commercial, governmental, and military power made for a&agompl
relationship between the colony and its “Mother Country.” According tosBrhtistorian
Linda Colley, even nearby Ireland, annexed to the UK in 1800 because of a fear that
Napoleon would use it as a “launching pad for an invasion,” maintained a tenuous
connection to the Empire because of an inequality of civil rights held by its
predominantly Protestant neighf8? “Though the scale of British government had
ineluctably expanded in response to the needs of war,” argued historian John Gascoigne
“the bureaucratic apparatus for dealing with the greatly increaseddahnpire
occasioned by naval explorations of the Pacific and military successttha French
lagged well behind®*° So the British Empire appeared as a stretched and possibly even

fragile entity, on shaky political ground across its colonial holdfffgand this socio-



political and economic uncertainty and hostility echoed the political insyabiiiBritish
soil.

Significantly, no British monarch had visited Scotland during peaceful times since
Richard Il in 1650, and Walter Scott circulated this fact across Edinburgh tie ithféa
significance of George’s trip. In July 1822, once the King had confirmed his plarsstt
his Scottish subjects on their own soil, the Scots had only a few weeks to prepare for his
arrival. The royal visit, though, would not take George throughout the Highlands and
Lowlands of Scotland nor to the bustling streets of industrial Glasgow. InsteadjeGe
spent the entirety of his fortnight in Edinburgh. Plans, then, centered on the Scottish
capital as the chosen site for the King to see and be seen by the Scots. Bdinburg
effectively stood in for the rest of Scotland, a localized surrogate for theseltezrains
and communities that comprised the nation, offering a manageable scale of
entertainments for the King to enjoy. The coordination of this grand spectaate, w
ostensibly showcased the talents, developments, and, most importantly, allegfances
Scottish subjects to their King, swiftly fell into the hands of recently named&&aiSir
Walter Scott?*?

Scott, who worked as a lawyer in his youth and then achieved much acclaim from
his writing, is arguably one of the first British writer of "historicabvels. These texts,
fashioned from his research of historical events, persons, and places, penned with a
wildly imaginative flair, moved throughout Scotland, England, and the European
Continent. His early novels includ&daverley, Guy Mannering, The Antiquary, The Tale

of Old Mortality, and, in 1818Rob RoyThese texts wove together detailed geographical



and political sites, particularly related to the Scottish Borders and tinaHads, with the
lives of romantic heroes and heroines, dramatic personal conflict, and palidicauvers

and contentions. Walter Scott remained anonymous as the author of several okthese te
until 1826, just a few years before his death in 1832. Instead of naming himselftas crea
of these fictional tales of intrigue and romance, Scott relied on the sutd¥sserleyas

his literary moniker. "The author §¥averley"adorned his successive novels, creating an
aura around his literary adeptness, although his identity was likely known by most
throughout the British Isles. By remaining officially anonymous, though, latect@

sense of unity and literary lineage in his writing, connecting his subsequent novels
through a reference to his first great success.

In 1818, William Adam suggested that Prince-Regent George might bestow the
title of baronet on the Scottish author, as a man who "has combined the power of
illustrating history and antiquity with the splendor of genius, and yet fadyrddhering
to historic truth and antiquarian accuraé$?Four years before George's royal Scottish
visit, then, Scott's convincing talents as historical illustrator circulatetheiimaginative
descriptions in his texts as well as through royal circles. George namtc Baronet in
1820, a moment that also pointed to the importance of Scott's "recovery" of the Scottish
Regalia (royal scepter, sword, and crown), found in a locked room of the Edinburgh
Castle in 1818. Shortly after this (re)discovery, Scott organized a parastototbese
royal treasures from the Castle down the Royal Mile to the Palace afoddhouse. In
this exhibition of Scottish antiquity and (antiquated?) political power, Scott caoedi

an event to symbolically restore a piece of Scotland's past to its presenheHe



anticipated moments of the later pageant through his use of theatrical medwusrtize
and stage the moment, positioning the residents of Edinburgh as active specthgys as t
cheered on the procession. In the eyes of the monarch and his coterie, the immense
popularity of Scott's historical novels, combined with his ability to exhibitqudai
moments of Scottish history and his pro-Unionist stance, made him the ideal Scot to
organize the Edinburgh pageant that heralded George IV's rightful reign in Scotland.
Once Scott agreed to facilitate the royal visit, he began to arrangethentés and events
that would develop into the pageant. As printed materials began to travel throughout the
city, Scott wrote to Highland clans asking for their appearance before theHaraiso
negotiated with William Murray of the Theatre Royal to arrange for tipalpoRob Roy
Macgregor; or, Auld Lang Syrte once again take to the stage. And as he mapped and
ordered the events, visitors from across the UK and elsewhere made planghe visit
Scottish capital to witness the theatrical display.
Edinburgh - a capital composite

“The form of social space is encounter, assembly, simultaneity. But edehales, or
what is assembled? The answer is: everything that therespsce everything that is
produced either by nature or by society, either through their co-operation or through the
conflicts. EVERYTHING: living beings, things, objects, works, signs and
symbols...Social spageer seis at oncevork andproduct-a materialization of 'social
being"?* (Henri Lefebvre)

Edinburgh operated simultaneously as a backdrop for and stage upon which these
elaborate ceremonies occurred. | am primarily concerned with hosotied space
produced by and through this pageant endorsed a version of Edinburgh, a city that was a

conduit for bodies, objects, and policies during the several days that comprised this

spectacle. The orchestration of these pageant events positioned Edinburghnaslhoth



ongoing socio-cultural practices and encounters, apdoaiict a symbolic and material
commodity ready for circulation. Since the fifteenth century, Edinburgh had stood as
Scotland's capital, and it maintained strong political and social ties with London.
Glasgow, as | discussed in Chapter Two, with its physical proximity tditffldands and
its socio-cultural connections to its many clans (and their Jacobite $yeg)atould

have most likely been viewed as a threat to displaying a singular loyalty idtepde
Scott?*® While George IV sought alliance with his Scottish subjects, particularlg thos
who might doubt his legitimacy as sovereign, it would be much easier for him to
experience “Scotland” in the safety of one (likely more sympathetic)han to actually
encounter its diverse communities, such as the inhabitants of Glasgow or villatier
Highlands, in their own landscapes. So it is not surprising that George allowed Edinburgh
to operate metonymically for the Scottish nation during his visit, eschewing ethens
of Scotland (urban and rural) that would have fragmented (physically and idediggical
his journey, offering competing (and likely hostile) versions of the relationshigbet
himself and the Scots.

So how did such a singular perspective of a city and residents’ social being
become materialized? A long-time Edinburgh inhabitant, Scott used the topography of
the urban site to exemplify how discrete elements can be viewed in suchaa way
produce an appearance of “wholeness.” The distinct sections of the city cdédbaran
ongoing production of social engagement, commercial exchange, and political debat
within and beyond the borders of the capital. As Lefebvre suggested, "it is lielpful

think of architectures as 'archi-textures,’ to treat each monument or buildingdviewis



surroundings and context, in the populated area and associated networks in which it is set
down.”*® In composing a simultaneously perfongand perforrancespace, Scott
utilized the new architectural developments in the New Town to call attention to the
innovative nature of Scots, linking this particular cityscape to an ethos of induasitry
progress.

As | discussed in Chapter Two, Edinburgh's Old Town (nicknaiuddl Reekie
for its terrible smell due to overcrowding and a lack of plumbing) consisted ofvakdie
architecture with hundreds of buildings crammed together, fragmented bwr@doses
and wynds. Prompted by the unsanitary conditions of the Old Town, combined with a
period of prosperity in industrial Scotland and the activity of Scots in Westmitiste
New Town was designed and built during the last decades of the eighteenth aedtury
start of the nineteentt! The plans for creating the “archi-textures” of the New Town
employedGeorgiandesign that relied heavily on classical Greek and Roman features,
rigid lines, and terraced, four-storey houses built closely together. A gridad btreets
traversed the area with park squares and gardens to complete the designh€kie aest
feel created here was (and still is) one of simplicity, order, and wholdwagse became
tamed in the shape of neatly-landscaped park areas contained within the devel@wng urb
landscape. This kind of planning would appear throughout Europe, notably through the
“long perspectives down broad straight thoroughfares” in Georges Haussnmsgisdd
Paris. In Edinburgh though, it was less about “creative destruction” of a jstegxi
urban development and more of an entirely new annexed residential space to the

fifteenth-century city’*® And while Haussmann’s developments drove the “proletariat



into the suburbs” because of rising rents in the city centre, in Edinburgh the landed
gentry, wealthy patrons, and aristocrats would initially call this new suburb.home
Within the ongoing production of Edinburgh, then, a winding medieval city
existed side-by-side with a modern, ordered site of civilized wealth atitkesinity,
creating a "mingling of barbaric wildness with modern elegamseiioted by one
observer of the 1822 pagediit.Beyond the borders of both the Old and New Towns lie
to the north, the Firth of Forth (an estuary extending to the North Sea) and to the sout
the expansive park area named the Meadows. Two volcanic rock piles becoméetime eas
and western boundaries: the Salisbury Crags and Arthur's Seat and Geakfle R
respectively. IlNature PerformedBronislawSzerszynski, Wallace Heim, and Claire
Waterton acknowledged the improvisational character of nature and the fltich=la
between human and non-human materiality. They argue that “from a theatrical-
performance domain, nature in performance troubles the delicate boundargrbttee
staged event and the world outside that event, at times, bringing a too material and
presenced ‘reality’ into a crafted simulacfa”1n the spectacular performance of
Edinburgh in the 1822 pageant, the particular bounded spatial plane of the cityscape—
with its competing ideologies of progress and tradition—contained the bodiesiofyvisit
Highlanders. As | discuss later in the chapter, their performance &sdmtactive
servants of the King deployed a particular theatricality, a craiit@aacrum, presented
in the visual field of the spectators and framed by the presence of the King and the
accompanying music. The distinct and substantial natural geographieethtar shaped

the city's broadest boundaries created a network with the manicured squares, whose



appearance was meant to signify a domestication of nature. These naturaéspatsss
a critical dialogue with Scott’s use of the Highlanders as an exampléisdgiplined
present and stabilized past; the exchanges and interactions between ttz¢ mater
heterogeneity of Edinburgh (the bodies, streets, buildings, goods, and landscapes),
however, perpetually disrupted efforts to recount a unified narrative or to shaavcase
single perspective.

This merging of natural and urban features, at once co-operating and ranflict
with each other, further demonstrated the commingling of different tempesali
(geological, topographical, social) and different ways of assembling in andréaang
Edinburgh. Considering how the two distinctive areas of the capital (the Old and New
Towns) produced a visual impression, one observer of the 1822 pageant, a Londoner,
recognized what he termed as the “marriage of the twelfth and nineteenthese titat,
for its offspring, shews forth Edinburgf?* In this visitor’s interpretation, the city had
birthed itself through the tension held between these disparate social dpases, t
producing the appearance of a unified Edinburgh. The topographical layout of the city
became another importaattor within the network of material associations that
comprised the pageant. Like the pageant, its constituent parts were difficidhtidyi as
one particular, unified object. “I will attempt no description of this extraorditcam,”
claimed the London visitor, “Pen and pencil are altogether inadequate. It has a hundred
points of view, and all essential to the resemblaftThese observations marked the
city's pulling together—its assembling of itsel—to present a picture of torithe

viewer. This process of theatricality was initiated by the spectdtorpronounced his



inability to translate his embodied encounter into a written description, yeoweat
describe the city in great detail. His awareness of the city'sritdaace” implied a form

of theatrical doubling, a merging of “reality” and “illusion,” similar teet

aforementioned blurring of boundaries that occurs in the performance of naturs. In thi
spectacular staging, Edinburglayeditself, offering a visually consumable and
transportable likeness of the Scottish capital, reproduced through the maliiplalg

and newspapers available for purchase. That the city was comprised of a&thpaoihts

of view” acknowledged the highly coveted vantage points, such as Calton Hill, where
spectators could peer down to watch the bodies move along the streets, as wall as othe
disadvantaged points left to those residents less financially and/or physicallyenmbil
navigate. Presumably, these residents, unwilling or unable to conform to the shape of
Scottish subjects as intended by Scott, were less welcomed, and thersforsilhs, at

the festivities.

This excess of viewpoints also suggested the scale of the stage upon which the
pageant took shape. Yet while the city expanded during these two weeks, making room
for Scots from other parts of the country and visitors from outside Scotland, it was
simultaneously contained through a process of “encapsulation” in the accounts of its
visitors??* “Nothing but a model can give the exact features of this strange, various, and
magnificent capital. But the minuteness of a model destroys grarfdéiihis unsettled
comparison shifted the scale of the event and perspective of the viewer, moving from a
two-dimensional written account to a three-dimensional physicalization milarsivay

that the bodies of the exhibited Highlanders fleshed out the flattened pages of Scott’s



novels. By referencing the model, the observer also linked his experience of Edinburg
with a particular process of designing a theatrical stage spamkering a design,
producing a scaled-down materialization of the space, and finally constrtietisgt for
a particular stage. The above accounts of this “extraordinary town” destdbts
guotidian performances by removing it from any one spatial framework. Edmbuasg)
caught between its reduction that allowed for an optic view of the city and its grand,
stately, uncontainable performance as Scottish capital. The city and the axgedmt
dialogue with one another: the multiple perspectives of the city made it actiaér
staging ground; the pageant’s showcasing of various aspects of Scottisé, ¢alturn,
utilized the city as another event that viewers could apprehend and enjoy.
Recognizing the ongoing mingling of spaces and temporalities operating in a
given site, geographer Doreen Massey claimed, “what is special aboutsgiaeeisely
that throwntogetherness, the unavoidable challenge of negotiating a harevafitself
drawing on a history and a geography of thens and theres); and a negotiation ugtich m
take place within and between both human and nonhuffiaim’Massey’s formulation
of the production of space, she foregrounds the important plurality of spatial and
temporal overlapping: “here-and-now,” “thens and theres.” In 1822 Edinburgh, the
landscape, architecture, and quotidian movements of its inhabitants shaped thie Scottis
capital. Its New and Old Towns mutually impacted and shaped one another through
various impressions and practices of “here-and-now” and “thens and thersitdéntés
movements between both areas, then, crossed various spatial and temporal fields,

producing and mobilizing the hybrid character of the city. Massey viewed therermd



of this “throwntogetherness” atpace which she defined as "collections of...stories,
articulations within the wider power-geometries of spat&The designs of the New
Town architects and Walter Scottigts both aimed to present order in the place of the
Scottish capital by defining social-spatial boundaries and creating tistie®ges
(architectural, historical, genealogical) to shape the reception oérgeimcluding
George IV. These spaces, however, could not be simply contained and categorized,
despite concerted efforts by both city planners and Scott.

In Scott’'s dramaturgical arrangement of the pageant, he chose parti@dar sit
(such as the Royal Mile and the New Town) to highlight the different aspectsta&Sc
culture that aligned with his ideology about Scotland’s active role within the groduc
of Great Britain and the British Empire, two “wider power-geometriepats.” While
the Highlanders marching down the city’s High Street depicted a péicficz decades
of Jacobite hostility toward the Hanoverians, thus buttressing support for G&orge |
through references to the past, deploying sites within the New Town highligkted t
ingenuity and discipline of the Scottish subjects, ready for the future of thedUni
Kingdom. When other Scots arrived for the pageant, their movements within the city
interacted and intersected with the quotidian practices of residents, nod timrce
negotiate with and accommodate these other(ed) Scottish bodies. The perfowhances
these new arrivals (Highlanders, Londoners, colonial subjects) mobilizeficsighi
social spaces that embodied the kinds of transportation, communication, and information

technologies that knitted together the Empire.



Technological Imprints, Tracking Footprints

As the capital city, Edinburgh was a hub for multiple technologies produced
through eighteenth- and nineteenth-century innovations in transportation, cartography
and optics. Here | focus on another form of knowledge production that significantly
contributed to the organization, enactment, and reproduction of this pageant: printing.
The circulation of printed materials throughout the city had a direct impact on how
individuals saw, located, interpreted, and accounted for the composition of George’s
visit. The competing forms of national “narration” distributed throughout the tapita
beyond point to what Homi Bhabha described as a “cultural construction of nationness as
a form of social and textual affiliatiorf®” The relationships crafted through textual
transactions carved out social spaces that disrupted a single narrativaeatibgca
Walter Scott; the continued movements of these journals beyond Edinburgh fed into the
blurring of borders between the reality and replica, the experienced andéagi
versions of the pageant and Scotlani large.

Edinburgh’s widespread and lucrative printing industry began in 1507 when King
James IV granted a royal patent to merchant Walter Chepman and bookselter Andr
Myllar to produce the first printed book in Scotléfi@iCities such as St. Andrews,

Stirling, Aberdeen, and Glasgow developed their industries and markets in gemixt

and seventeenth centuries, but Edinburgh's early and continuing printing prowess shaped
its social and literary histor¥?> Although Edinburgh's status as a powerhouse of

publishing was notable in the early eighteenth century, its early ninetesnitinc

journal and magazine publications cemented its bookish notoFietyEdinburgh



Review founded by Francis Jeffrey, Sydney Smith and Henry Brougham in 1802,
dominated the circulating journal scene until competitors appeared in the sHdyme of
Quarterly Reviewfounded in England by John Murray in 1809 and championed by the
unionist Walter Scott, antihe Edinburgh Monthly Magazirfater namedlackwood's
Edinburgh Magazinein 1817, published by William Blackwood and Sons. Each of these
journals provided a plethora of information regarding local and national politics;ianpe
travel and trade, literary serials, and critiques of artistic pursuitgl gtherings and
political affiliations. While the New Town inscribed familiar pattemmi® its
topographical and architectural fabric, fashioning a residential spacntendered
polite discourse, these circulating journals ordered events and landscapes, ptbeiding
readers with the ability, through their newfound familiarity with these $ognl
topographies, to virtually or imaginatively domesticate these distant, lsuncis as India
or China. And while bodies and goods passed through the streets of this urban
materialization of the Enlightenment, the words circulating in the jourraalsled
further, enabling the ideas of the writers a wider readership.

The ways in which these texts merged local and imperial places and eesnomi
created a textual collapsing of time and space, a form of travel writingsdooas,
national, and transnational spaces: the monthly insert of SRoti'Roysat between
topographical accounts of China or India and news from London's markets. This form of
literary production mapped distant areas within the circulation of texts oshBsidil. It
also produced an imagined mobility and sense of cosmopolitanism for Scotsu(g#dyti

in Edinburgh) who felt that they were keeping up with news from around the globe



(thanks to imperialist pursuits), in addition to the latest literary succassddseatrical
failures in Britain. Here the distinct geographical locales occupied by vdraaliss

(those in India, the United States, or France, for example) were transtimitiagh these
pages of palimpsests, formed by the “here-and-now” and “thens and therest of thei
narratives. These translations, or processes of ordering, chartay lipeddical,

economic, and geographic events and relationships. Vying for literate awgdience
competing markets, these journals sought out their readership from across Edinburgh and
other urban locales in Scotland. Within these mobile volumes, the debate over social
issues and political alliances, through the pro- or anti-Union leanings of thtensedi

played out through their selection of texts from around the globe and with come®ntari
on newly published material (possibly from a competitor's publishing house). The social
value of these journals developed as their editors marketed them as both purveyors of
taste and as disseminators of relevant information. And just as the individual journals
became synonymous with partisan politics, so too did the branding of the printing press
shape a field of complex discourse, translating relationships, territorigghinchl

positions into circulating commodities.

Given this bustling literary backdrop that helped to mediate this royal pageant
was not surprising that Scott, with his first-hand experience of the socio-e@onomi
benefits of the printing industry, published a pamphlet replete with clear “loints”
appearance and behavior during the King’s visit. This téixits addressed to the
inhabitants to Edinburghmade its way througthe diverse sections of the city,

explaining why the gathering masses should prepare to celebrate Georigalsn



Scotland: “no real joy has, indeed, attended upon any royal visit to these wallsipeeer
the period when James IV left his native s6if'In order to fill in this historical gap,
Scott instructed residents to welcome the King spatially (into the gigsafiaEdinburgh)
and socially (into the Stuart genealogy). Scott’s text attempted to knit togethegular,
fashionable, and ordered space for Scots to gather in order to offer a staiteityoexfor
the King:
the whole effect of the day must depend upon this single point. If the
crowd become for a moment unsteady or tumultuous—if once they break
their front rank, that is, the line of the constituted bodies—if ever they
begin to shoulder, and press, and squeeze, and riot—the whole goodly
display will sink at once into disorganization and confusion...The very
character of the nation is concerned Héte.
Scott wished the crowd to represent themselves as a self-governing and dicipline
polity, a culmination of Enlightened thought. Achieving this unified picture took a
tremendous amount of labor, though. The process began with a performative gesture that
interpellated the inhabitants of Edinburgh into a single body, the “character of the
nation.” Scott also revealed the fragility behind this “goodly display.” The skght
deviation in movement that changed the shape of this structure would lead ta its utte
devastation. The facade would collapse and what would stand in its place would be
fragments of associations, relationships, and practicesHifteproposed for bodies to
join together at various places throughout the city; the interactions betweeen t

assembling bodies and the cityscape of Edinburgh would then produce a social space



imbued with notions of civility and polite discourse, creating the appearance of a
harmonious unity. In this way, the collective bodies themselves would take on the form
of anarchi-texture in dialogue with their surroundings, and would form a network of
sites attempting to construct a pleasing aesthetic for the King. Yet, ckcolis
appearance of a comprehensive display necessarily relegated siemiand bodies to

the shadows, to remain hidden from sight.

And what was not displayed for the King’s eye or for the thousands taking part in
the pageant? The Highland Clearances and 1747 Act of Proscription were twoaignif
extended moments of Scottish socio-cultural history in dialogue with thisaspkt
showing. The devastating effects of the Highland Clearances occurredyrroghthe
late-eighteenth century to the mid-nineteenth cerfttfi@isplacing thousands of Scots
from their homes and forcing them to move to the coasts of Scotland or urban centers like
Glasgow, or to leave Scotland entirely, the Clearances largelye@$tdtm wealthy
(primarily English) landholders realizing the profitability of fangicheviot sheep on
their lands occupied by Scottish tenant farmers. These ongoing acts of dmrlace
remained far from the scene of the pageantry spectacle. Additionally, tioé¢ Act
Proscription, which outlawed the wearing of tartan for anyone except a designat
military contingent from 1747-1782, adds a complicated perspective to the tartan
spectacle that the pageant became, complete with a tartan-clad G&ovbech |
discuss later in this chapter. These violent actions were demoted to the hiddermmg/nds
closes of the city when George IV entered. These absencesrom the discursive

configuration and embodied performances of George’s visit are criticgatltae within



the matrix of the pageant where Scott labored to presehokepicture of Scottish
history and culture.

Once Scott had used the cityscape to help assemble the elements of his plan (the
schedule of events, the instructions for orderly behavior) the next phase was its
execution. George IV's entrance into Edinburgh occurred in stages; focusing on its
constituent elements helps to explain how the pageant enlivened and re-figured
Edinburgh. First, his ship, tHeoyal Georgelanded at the port of Leith, a strategic
decision to distance this royal entrance from the image of conquering Englistians
who had stormed Edinburgh on horseback. Next, George made his way down the broad
boulevard of Leith Walk, a route that showcased an avenue, described by Scott, as having
a “noble” character beyond compare with any other street in EG¥ophis grand
entrance created a depth to the King’s movements by offering thousands of pageant
spectators, perched on hills, rooftops, and hanging out windows, a distanced visual
encounter with their monarch. These opening moments also created the agpebaanc
unified audience taking part in the spectacle. This “goodly display” franaey of the
events and encouraged a particular spatial and temporal proximity betweeottigh S
capital, the Scots and the King, which projected a degree of theatricaythg city
itself.

As the crowd stood straining for a view of the King, the capital city announced
and welcomed George 1V, as observed by another pageant spectator:

The Castle told, in a voice of thunder that the King was in his barge, and

that in a few minutes his feet would be on the soil of Scotland. Another



gun told that Scotland contained her King; and the shout of gratulation
[sic.] had now begun on the shores of Leith, that was to be prolonged,
without intermission, like an accompanying river of sound, till Scotland’s
King had slowly proceeded through miles of his devoted subjects to the
Palace of Holyrood, now about to be awakened from the dull sleep of
ages, and to renew the glory of her old estite.
In this narrative, although comprised of disparate segments, Edinburgh presented a
unified cityscape ready and willing to put forth its best face to show itiyoita
sensibility, its rationality, and its forward-thinking character teagereign. The sound
that accompanied this movement acted as connective tissue, linking importanttiites
the body of the city andetweerthe bodies of the "devoted subjects” brought together in
this momentous celebration; it created a passage, “movement betweecigpsgif
which resonated with the pageant’s overall mobilizing and ordering of places and
peoples>® Like a one-act playsansintermission, this movement of sound, via the
architectural and subjects' materiality, flooded the landscape in a unéiedidrgical
motion. This account also read this arrival as a revitalization, the awakeningoaldbe
(and arguably of Scottish history's) "dull sleep of ages,” seemingly abifmnoan decades
of disuse. The “here and now” of Edinburgh met with the “thens and theres” of
Scotland’s past, forging a national consciousness of renewal. Also significarg i
observation are that the visual cues arrived after the auditory signasa biland
theatrical event with the orchestra welcoming the spectators thrisuglusical

composition, here the sound of guns (cannons) marked the moment before the King’s



body crossed the threshold of the stage. These guns did not instill fear into thesexfemie
the Scots, however; the enormous scale of the spectacle placed them as part of the
celebration of the union of England and Scotland as they prompted the audience’s initial
responses.
In this moment the city performed as Scott had intended. IHihts, he included

an adaptation of Robert Burns’s poem, “Carle, 'an the king come.” InterestiQglsie”
is understood primarily as meaning “man” in a general sense but, as noted ia the la
nineteenth-centurfgtymological Dictionary of the Scottish Languaijenay also
connote alownor boor.?®® Part of Scott's adaptation read:

Auld England held him [George] lang and fast;

And Ireland had a joyfu’ cast;

But Scotland’s turn is come at last...

Come, Tweeddale, true as sword to sheath,

Come, Hopetoun, fear’d on fields of death;

Come, Clerk, and give yon bugle breatf?’..
In this assembling song, the city was anthropomorphized as soldiers joiningli@altt
welcomed and embraced George, singing his praises as one unified urbambubalep
of different areas (Tweeddale, Hopetoun, Clerk). The song also positioned Sawotland i
relation to the other British nations, England and Ireland, intending to prove the
supremacy of Scottish loyalty and dedication. Along with the circulation o, text
Edinburgh topography, and Scots assembled along the procession route, the song acted

within and produced a network of materials that was the pageant. Another important



performance element, the gathered Highlanders, played a leading seleenal first-
hand accounts of the event. The participation of these men, who had traveled from,
perhaps, hundreds of miles away, simultaneously supported the appearance of unity and a
reconciled past and revealed the inadequacy of this staging of “Scotland.”
Highlanders: marching, mediating, masquerading.
Walter Scott authored the Edinburgh pageant: he coordinated the spaces for this
royal performance and he shaped the interaction of the capital's inhahitdrts
visitors. He acted as the purveyor of Scotiedsas he determined which aspects were
the most appropriate to show the King, such as the collaboration of different atfeas of
city. Scott infused Edinburgh with the bodies of clansmen intended to stand in for the
Highlands and, more significantly, to display Scotland’s ability to mobilize thsigects
of itself that depicted forward-momentum, such as a resolved past and the psde of i
people in shaping the direction of the larger British kingdom. Writing to Lord Macleod
on the Isle of Skye on July 22, 1822, the “Authok\dverley announced:
The King is coming after all. Arms and men are the best thing we have to
show him. Do come and bring half-a-dozen or half-a-score of Clansmen,
so as to look like an Island Chief as you are. Highlanders are what he will
like best to see, and the masquerade of the Celtic Society will not do
without some of the real stuff, to bear it 6tft.
In his request, Scott blended the bodies of soldiers with their weapons, imaginimgsthat t
aspect of Highland life, namely a military prowess and respected histagsahe globe,

would showcase a commendable role of the Scots (an interesting commentderconsi



given the performances Black Watchearly two centuries later). As he gathered
together his cast of performers, Scott merged social classes, the boed dfacleod's
clan, and those who constituted the Royal Celtic Society, founded in Edinburgh in 1820
by General David Stewart of Garth and several other "highland gentlemen.inThE a
this Society, still active today (like the Saltire Society), has continued tddmdintain
and promote interest in the history, traditions, language, and the arts of the Highidnds a
Western Isles of Scotland and to encourage the traditional and correct wear of the
Highland Dress?*° Although historians like Hugh Trevor-Roper have spent a great deal
of time analyzing the origins of this “myth” of Scottish culture, | am ietested in its
(in)authenticity and more concerned with how this signifying of Scottishnessoptay
in the pageant in relation to the other materials that comprié&€drite Royal Celtic
Society’s active pursuit of this history and "correct” clothing areamgnts introduced a
formal and categorical nature to particular cultural practices, which gparéicularly
curious considering the outlawing of tartan for over thirty years in theeiglteenth
century. These urban “societies” began to promote the most intellectually- and
aesthetically-pleasing elements of a depleted population and its romethficactices,
echoing the polite discourse that circulated through the journals and createtl gentee
spaces in Edinburgh. While this society’s development would make for an intriguing
analysis, | wish to parse out the discursive layers of Scott's letter.

The “arms and men” that he hoped to exhibit for his King spoke to his process of
physicalizing his novels, creating a three-dimensionality and semlémd®leness to

complement Edinburgh’s multi-faceted performance of itself. In addition, Scott



acknowledged that the "masquerade,” like the imagined tales that teel craffuired a
degree of authenticity, the "real stuff,” to lend legitimacy to his (re)ptamu It was the
bodies of these clansmen, then, that took on the shapes of Scott's resilient Highland
heroes and acted as the containers of a seemingly remote (spatialljmpochtly)
cultural landscape that existed beyond the sight of both George IV, as welhyas ma
Lowlanders, an idea that | explored more closely in my readingsloiRoyin Chapter
Two. As the author focused on these sure-to-entertain aspects of the Highlands tha
constituted visual spectacle, he keenly overlooked the ongoing violence enacteld throug
an event like the aforementioned Highland Clearances. Scott also placed Lordavacle
the role of “Island Chief” to “look” his part; the simultaneous production of actual and
virtual, reality and image, entered into the discursive and visual field of this event
The bodies of the Highlanders attested to a located and constructed sense of

loyalty in the Scottish capital. They propped up the idea that regions acotkes&clike
the distinct areas of Edinburgh, consented to work together to fashion a produatige fut
for Britain. These visible bodies, then, became the foreseeable future of the hation, t
Union, and the Empire as they connected visual spectacle with socio-political
reassurance. In one account of the parade of Highlanders, an observer writing in
Blackwood’'sconfirmed Scott's aims:

then came marching along, to their wild native music, chieftains and

clans—the descendents of those heroic and loyal warriors, who, true to

their Prince, within less than a hundred years ago had pierced with their

claymores into the very heart of England. They were now conducting their



lawful—their hereditary Prince, down to Holyrood—[the] Prince...enjoyed

the tossing of their plumes, their warlike and stormy music, and the varied

splendour of the garfy!
What was recognized and ultimately visually consumed by this processionnoéthe
who "guarded" George IV was a process of an ostentatious exhibition overtaking a
embodied history of violence and oppression, pacification by display. The "varied
splendour" of the military uniforms, which connoted bloody conflict and the Scottish
soldiers' ongoing military capabilities, were read as bright, colgfuime-topped
signifiers of entertainment, aesthetically-pleasing costumes afatedistage players
(i.e. the Military Tattoo). The British monarch did not fear bodily harm nor national
retribution from these clans since this creative staging re-aligned tiseopaditof its
performers. These "natives," descendants of the “Bravehearts” of thisiSpatit, met in
this exhibitionary space their "lawful...hereditary Prince." Here thadbres of George's
Hanoverian family tree imaginatively reached into the Stuart lin¢ ¢fhidary Queen of
Scots and James VI/l) to whom many Scots, as Jacobite sympathizerst stlikgiance.
So in this seemingly trivial observation of George's enjoyment of the Highlandeh,
| recognize not only the mutability of history designed to afford more syrapaviews
of George IV but also how the sartorial and social arrangement of the clangdentd|
the "wild" notes of music that accompanied the soldiers. The alarming hitogitong
and rebellion, which could have been inscribed in the cannon fire during George’s
entrance, was buried in the colorful performance of the present and strategis desi

the future. Here the disciplined sensibility made visible in the layout of Edinbuxghv



Town and in the circulating journals ahlhts trumped the chaotic disorder and
ambiguous allegiances of the Scottish past. This kind of historical (re)prodwailon t
place throughout imperial Britain in the nineteenth century, whether it wasstiiaydng
of the Highlanders’ “home-grown exoticism” or developing international exbiitsitand
world’s fairs that not only showcased the modern ingenuity of Brits but alsaribstery
of colonial indigenes from across the glgfe.
Double-Takes: (mis)readings and (dis)placements

In Scott's creation of a single scaled-down "Scotland," he unwittingly @fedes
series of alternate spaces, multiSleotlandswhich vied for recognition on the mappings
of the capital city and produced the appearances of doubles that accompanied the
proceedings. Like the "wild music" of the Highlanders, at once contained vhthiity
but perpetually escaping full comprehension and disclosure, these spaceshmtiste
inside and beyond the pageant’s defined borders. A textual source that revealed this
fissuring in the performance of unity existed in the observations noted by Omai, son of
Omai from Tahiti. Omai's father had traveled with Captain Cook and was the imspirati
for John O'Keeffe's playDmai, or a Trip Around the Worfd? As a product of cultural
convergence and colonizing practices, this second Omai circulated throughaut G
Britain as an outsider, translating his observations into social and textliatiaffs,
narrating his own version of this nation as he experienced it. Omai’s accouats wer
published inBlackwood’s Magazinand edited by Christopher North with a disclaimer:
“The only freedom we permitted ourselves to take with it [Omai’s journal,tavéighten

the uniformity of narrative, by the addition of titles to mark the beginning of tferefiit



days, and the suggestion of a general tftféNot surprisingly, even these accounts were
subjected to a temporal ordering and arranging. In his chronicle of the rggainba
Omai first observed that Edinburgh was "no more the same" as when he had visited
previously, suggesting that the preparations for the King's visit had caused abietice
shift in the form and functioning of the capital, creating and producing an othered,
doubled Edinburgh.
Although many of Omai's observations are informative and intriguing, | would
like to explore two specific moments that best illustrate how Omai disclasgtsS
labor-intensive projection of a unified perspective of the Scots and contributed to the
socio-cultural construction of Scotland itself. The first moment framed thg'd<arrival
in the Port of Leith. Omai saw the decorated ships in the harbor that awaited the King’
appearance, and he wrote that they were:
all covered with flags and ribbons, to be beautiful in the King'’s sight, and
to please him, for the King must not see things as they really are... and the
moment the King'’s ships appeared, they knew he would be pleased to see
how they could fight his enemies: and they all fired off their cannons at
one another; it was a sea-fight, and the sea was covered with smoke, so
that I, Omai, could see nothiff.

Here Omai offered an astute commentary on the theatricality of thevisit. This

covering over of the ships to make them more attractive existed in tension with the

apparent "sea-fight" Omai believed to be taking place. Hemaideok the celebratory

firing (that echoed the guns firing in Edinburgh) as a demonstration of miitawess,



a performance of power and a showcase of British naval ability. Whereas otheeobs
located the decorated Highlanders as loyal guards and light-heartadientent for the
King and other spectators, here the violence seeped out from the stately showing,
producing a contested space of threat. The cannon smoke also decreased theofisibili
the event, and this temporary sensory impairment produced an ability to cerdigur
different meaning to the moment. While Scott’s staged reality obscured exxtnés
occurring in Scotland (and Scottish history), here the visual screeningghkédefrom
the smoke exposed a closer proximity to and comprehension of continuing cultural
conflicts.

Omai managed to crack the fagcade of the "complete picture" orchestysgedtb
by allowing a sense of threat and discontent back into the pageant, re-writitig 1geot
writing of Scottish history. He also disclosed the imaginative construatratin the
pageantry: “for the King must not see things as they really are." Agaighifwas a
predominant mode of knowledge production in this Edinburgh of 1822, then Omai
alluded to an intentional blinding that took place when a theatrical construction of
Scotland and its peoples replaced Scotland’s contested history with Britght.tMs
reflection also unwittingly refer to an event such as the Clearancestiliatyamade
invisible those rural Scots whose performance of citizenship was considered
unproductive and, therefore, disposable?

Later in his account, another appanedreading pointed to an even more
complicated understanding of the relation between monarch and subjects in this

fashioning of the Scots' culture practices. Omai found it strange that no one@ould g



before the King wearing his own clothes but instead had to don “curiously made”
clothing. Omai placed his own otherness in relation to the residents of Edinburgh who,
unbeknownst to him, enacted Scottisits to dress themselves in tartém a particularly
theatrical maneuver, this visitor moved from the role of distanced spectktothflise
perched on rooftops) and into a position of participating performer in his response to the
call for “proper” attire:
So I, Omai, thought | should like better the spotted clothes of cloth of
tartan, as this people call it, to go before the King...; and so my Captain
took me to a merchant who had these clothes, and I, Omai...was a Celt, in
a philabeg or petticoat, with heath in my bonnet hat, and a sword and
pistols, and a purse apron. And nobody knew me for Omai...because | was
a tartan Macgregor,--that was my name...And I, Omai, was no more the
same Omai than | was before, and knew not myself even in a mirror
glass?*®
Unlike the observers seated upon Calton Hill and other spots reserved for prime optical
viewing, Omai sought a more haptic view of the proceedings. Weaving his wagstmon
the people and trying on the Scottishness that he saw available around him, hig wearin
of tartan alluded to the ease with which one could assume the character of asScot; hi
active role-playing also demonstrated the impossibility of creatimgpgraous mass.
Here, Omai lost himself within the spectacle; the constant negotiatidriedkalace
throughout the city resulted in his inability to recognize even himself. Insteaihdukas

a faux-clansman, a Macgregor, having constructed his own makeshift Scottigiy.ident



He adorned himself with all of the proper and prescribed (and formersgribed
accoutrements, and once so costumed, his production of a Scottish self dominated his
visual field. This gesture transferred the theatricality he recogngzadpectator to the

ships in the harbor, where he took possession of the actions he saw, into his own
conscious participation in adopting a particular signifier to better situatetimthin

the semiotic network of the pageant. This dressing up ultimately disrupted his own visual
frame as his image overlapped with his corporeality, temporarily dislodatmg time

and space.

The fashionable miscues continued. It was not only Omai who exhibited his own
doubling via the tartan attire, but George 1V, sparing no expense on his pageant frock,
also desired to position himself in the center of the colorful procession. Unlike the
conservative ensemble of Elizabeth Il on her appearance on the Royal Mile in 2004,
George IV wanted no one to mistake him as anything other than a Scottrstdadiod
descended rightful leader, following in the wake of his alleged Scottish arscestor
Commenting on his approach to the King, Omai had a difficult time discerning the
monarch: “So | went before the King; and | did not know at first it was the King, for he
was not the King for this day, but only a Highlander, that was his di&ds.this
moment, the monarch's position was temporally destabilized through a complex
maneuver. Here Scott achieved the embodied act of his decree that "the king is ...[our]
CHIEF."*8 Scott's performative gesture adhered to the theatrical embodiment of George's
stepping into character as a Highlander through his snug-fitting attire. Geasgetv

only made visible to the Scots in this moment, but he became approachable, an idea that



translated in an even more theatrical way during the productiBolmRoyIn the King's
appropriation of Highland garb, and in the cartoons and paintings produced depicting this
moment, he too exhibited a form of identity crisis as the usual signifiers pbwer and
position remained unseen, tucked away in his closet. In his desire to identifyswith hi
Scottish subjects (however much of a veneer it was), he ostemsgqyaced his own
crown of sovereignty. It was Walter Scott, then, through his authorial oratestand
direction, who wielded the power of cultural production through his artistic amarge
of, and engagement with, the socio-cultural, economic, and political spadesicrea
through this pageant in Edinburgh. And Omai’s readings punctured the ostensible
harmonious image created by Scott’'s arrangement. Another set of inteopietdtthe
King and the pageant circulated outside of Edinburgh, in London. These texts painted
pictures that supported those who believed the pageant was a trivial affaiptiaigeim
forge a disingenuous connection between George IV and the Scots. The politimaicart
and satires depictewbt the multi-dimensional located environment of the Scottish capital
and those Scots taking part in the pageant events; instead, they focused on an
ambiguously signified Scotland, a passive background to the monarch’s antics.
Sartorial Satires, circulating refutations

| move now from Omai, with his efforts to participate fully in the royal events
moving through the staged and produced spaces of the pageant, and turn to the reception
farther afield in London, the King’s hometown. These satirical images arsdréext
centered the focus of the spectacle from the Scots and Scotland to Geongehl¥ a

traveling companion, William Curtis. Satire here enacted a literaryhaadirical



doubling, producing caricatures and exposing aspects of paggargnot seen in the
predominant pageant accounts published in Edinburgh. These satires also addressed a
different audience than the one produced by and positioned through Omai's accounts, an
audience likely familiar with George’s other trips outside of London. Thesgeal
works re-arranged the events into a realm of playful yet pointed, and astvere,
criticism. Instead of painting the image of a stately patron and worthyesgrneas
illustrated by Scott, these images and texts characterized Georgerapetent,
ridiculous, self-serving, and even malicious. The monarch depicted here was far more
concerned with satisfying the physical needs of his own body than with addrtesi
issues of the body politic, his subjects, in Scotland.

By setting into circulation a hyperbolic version of George and his journey to
Scotland, these images reconfigured the socio-political space of the pageaat f
display of mutual appreciation and respect exhibited by the Scots and Georggato a
erasure of the Scots and the site of Edinburgh. This process of revision made visible the
mutable meanings of a given historical performance, such as George’s fieasons
traveling north or his being slotted into the Stuart line. The additional perspeufties
pageant invoked by these works disclosed, along with Omai’s account, the impgssibilit
of creating a unified urban space (Edinburgh), a loyal contingent (the Scottisk)peopl
a central reading (as offered by Walter Scott). A prominent theme innthas¢ives was
George's reputation for seeking pleasure, particularly in terms of his wontgnwhich
further fractured his patronly appearance and questioned his place as rigétfid rul

Scotland (or anywhere for that matter). Additionally, just as Scott chose depict the



material consequences of the Highland Clearances or Act of Proscriptiorayhiénw
which the satires evacuated a physical Scotland from their framiggealwith the
perception that this trip, and George'’s interactions with the Scots, would prove
inconsequential in altering his behavior or highlighting the politics of Scotlagtxsh
relations.

These satirical images and texts, published in London, were written during or
shortly after George IV's visit. | begin this analysis with two cartoadgfzeir visual
displacement of Edinburgh before moving on to the texts. Both images rendered a
miscellaneous outdoor space as the setting, suggesting that the viewershimddsrest
on the corporeal relationships in this encounter and not the particular city or [s®isca
generated by the pageant events. This ambiguity in locale might alsolegtheorge’s
indifference or active disregard for any specific place when he waddmnisgg for a
good time. Completely uninterested in the “history of thens and theres” ofi&Gotla
George, instead focused on the immediate and familiar. In this first irheyeg 4.1)
George stands centered with his companion William Curtis, a one-timeMapydr of
London and personal friend of George’s who accompanied him to Edinburgh, is seated
on a large turtle. Leaning in a partial bow, George addresses the (pregustaitigh
people surrounding him as "My Loving Subjects." Several Scots kneel down besjde him
touching the symbol-laden kilt, appearing to want a physical connection wittKthgir
A rather portly George bows toward a man whose tartan dress is an inversege'<sseor
plaid. Wearing the same colors (brown, yellow, and blue), these two men dravoattent

to George’s attempt to blend into his surroundings as a “native” in order to appear like



Figure 4.1: "My loving Subjects." Courtesy of the Ritish Library. (c) British Library Board.
All Rights Reserved 1876.e.24.

the prostrate man. In the bottom left-hand corner of the image, a thin, scraggty-hair
bagpiper plays near a patch of thistle, both acting as visible signifiergsBculture
(in a similar way to the inn that opeR®b Roy Macgregdr Positioned on the periphery
of the central action, and nearly stepping out of the pictorial frame, the pipteaah
suggests to the viewer that focus should rest on George as the spectacle, not him.

At the center of events, George comfortably steps into his role as promiscuous
womanizer, ripe with venereal disease. His cartoon likeness assedsgdWalker is
seldom a wise man,' therefore the 'less | say the better' and have atdy tbad for a
long time an Itchingo see you but hope | shall not have an Itchitgn | leave you."

Here George also takes on the role of the wit, tossing forth clever remargtaitially
imply suspicion toward verbose individuals who, one suspects, might be the writers and

publishers of (anti-Unionist) newspapers and journals. Yet, George undermines any



potential legitimacy to his words by referring to his own licentiousness setend part

of his statement, suggesting that he too cannot be trusted. Any initial desire tseonver
and interactvith his Scottish subjects transforms into a lascivious bodily digitaem.
While in Edinburgh, Walter Scott has manufactured a tidy and hygienic interaction
between Scots and their King, evident in Scott’s distancing arrangement: “upon the
balcony of the Royal Exchange, opposite, another platform is to be raised, which is to
contain what may be regarded as the representative of Scottish beauty—irsoims pér
several hundreds of the finest women in Scotl&ftWhile Scott employed the
spaciousness seen in the wide avenues of the New Town as a strategy fargarrang
bodies in Edinburgh, in the above cartoon, the space is condensed, limbs overlap, and
George’s kilt is lifted up ever so slightly, hinting at a threat of contagiGedrge’s
corporeality and the subjectivity of the Scots intermingle. The conflation ¢fitiges

body (as body sovereign and as physical body) substantiate this threat.

This second cartoon (Figure 4.2) accompanied a short satirical text ehtided
Northern ExcursionThis image is titled: "GEORDIE and WILLIE--'KEEPING IT
UP!"—JOHNNY BULL pays the PIPER." Like the first cartoon, this drayvcenters on
George and Curtis, who stand back to back, both blowing hot air from under their kilts
into a pot seated between them labeled "Royal Earnings.” On the left, tineembre
Curtis dons a blue and red tartan and displays the accoutrements of cooking and eating:
ladle, knife, fork, and a turtle. The turtle not only acts as a surrogate spartas f
kilt,?*° but it also associates Curtis with turtle soup, a delicacy introduced to upger-cla

Brits by the Empire’s expanding reach across the globe. This makeshbetbol



complements the string of sausages hung around his neck. His cap lies on the ground
beneath him, and he dances to the music of a rather lean (in contrast to himself) piper
who barely makes it into the frame. Willie shouts, "Geordie loves good ale & \ame
Geordie loves good Brandy / and Geordie loves to Kyss all the Girls / asas\sedar

candy’—God Save the King Huzza my Boys!! I'm the Boy for a bit of a Jmlifon!

Figure 4.2: "GEORDIE and WILLIE." Courtesy of the Br itish Library. (c) British Library Board.
All Rights Reserved1876.e.24.

Play up Piper!!®* Caught up in the performance of the piper, Willie reveals Geordie’s
motivations for visiting “Northland”: to have a good time. His words paint a picture of
Geordie compatible with the depiction in both satirical texts that emphhsi¥artg’s
corporeal desires and his lack of political conviction or motivation.

In the cartoon, Geordie stands completely occupied by several large-bosomed

women, one of whom he kisses with his arms around her neck, not unlike Billy’s



sausages. Whereas the first image hinted at contamination through contactdrdre G

has taken the first step to achieve his desires. The woman stands at attehéon, ei
caught off-guard or obeying orders for a royal smooch. Geordie sports a yetlayvesen
kilted ensemble, complete with blue and red tartan sash (to match Willieg3, attid a

large black-plumed hat, perhaps hoping to connect his image to that of the marching
Highlanders he found so entertaining. The extremely portly King, with eyes @weals
through his thoughts, as his mouth is otherwise occupied, that "The sweetest hours that
‘ere | spent, it was among The Lassies O!” His words confirm Willie’'eisagions and
illustrate the monarch’s marking of time while abroad. Curiously, a woman iretle

center of the image, positioned in the background and behind the “Royal Earnings” pot,
holds a fan over her face, preventing her from seeing the unpleasantness exposed by
Geordie's raised kilt and uncovered intentions. Although her face is veiled, heeges

sets her apart from the other smiling women as she acts appalled at theuimdecor
displayed before her. She represents a disjuncture between the civilityteddneScott

in hisHints and the crude conduct of the “Prince of Pleasure.” Both of these images,
though produced outside the Scottish capital, contributed to the rendering of the events to
a wide British audience. Instead of depicting particular charactsradtiScotland (in the
shape of Edinburgh) or the Scots (Edinburgh residents or Highlanders), the imagdes relie
on general symbols of Scotland (tartan and bagpipes) to produce intimate, anonymous
settings for these characters. Unlike Scdtiists that catalogued the hours and days that
comprised the pageant, these images captured a single moment of impulsive and

irresponsible actions; the Scots appeared passive or overcome with excitdesée



images branded the Scottish nation as a tourist destination, a venue for famdlitpt a
place for serious political intervention or consideration of the social welf&8eat$.

The satirical work introduced by the second cartoon presented a play text with a
meandering title that provided the first clue about its intended commenteryorthern
Excursion of Geordie, Emperor of Gotham: and Sir Willie Curt-His, the Court Buffoon,
&c. &c. A Serio-Tragico-Comico-Ludicro-Aquatico Burlesque Gallimaufryedspersed
with Humorous Glees, Sporting Catches, and Rum Chaunts, by the Male and Female
Characters of the Piec&his text’s sprawling self-definition straddled numerous
theatrical genres in a way that spoke to George’s attempts to fit int@lseigtorical
contexts and contemporary social formatioftse Northern Excursioatilized rhyming
couplets to tell its tale, and after detailing the pldy&snatis personaand three settings
(in Gotham, at sea, and in Northland), the character of the Poet-Laureate dliserve
difficulty of crafting great feats worthy of narration and praise fronKiing's trifling
pursuits. In thinking about Walter Scott's artistic management of thamiadjee Poet’s
observations of his own labors were particularly apt: "What painful throes, whatgac
of invention,/ When kings perform what is not worth the mention, / To eke nothings into
something grand, / And varnish matters with a master-h&hd@tese nothings could be
read as the imagined genealogy constructed by Scott to authenticate'Sa@iggeas
well as to transform higerformance®n both sides of the border into something worthy
of Scottish respect and appreciation. The necessary “invention” and “varnish”

underscored the theatrical facade strategically and meticulouslywziedtby Scott



whose authorial "master-hand" transferred his romanticized accounts ofialSgast
onto the bodies of Scots in Edinburgh.

Undertaking preparations for the journey in the play, Willie Curt-His introduced
the tartan attire to George. Willie entered the scena Cap, Plume, Scotch Tartan,
Phillibeg" proclaiming that he isQuite in character, my liege. Who goes to Rome
should do as they do at Rome...You're fond of altering the military dresses... An't |
quite the thing...?*® By adopting the proper attire to visit the Northland (i.e. Scotland,
also referred to as North Britain in the nineteenth century), these chareasdy created
a pretense of legitimacy, presenting themselves "in character" 8cdttsh subjects.
Curt-His’s remark, “You're fond of altering the military dresses, hiighted the notion
that a soldier’s outfit operates as aesthetically-pleasing decoratienoldgervation de-
politicized the military history of Highlanders in a similar way ast8s desire to display
“some of the real stuff” with the plume-topped soldiers on parade in Edinburgh. These
strategic styling decisions recalled the fashioning of the entied evgnt: showcasing
elements of former and contemporary cultural practices and leaving out (oraéiing
any potential aspects of Scottishness that might take away from aniaabyhglieasing
and unifying image. Quite th&ing, indeed.

A second moment ifthe Northern Excursioaxposed the illusions that played an
active role in shaping the pageant by making certain elements (such aghtaaders)
hyper-visible and trying to erase other, perhapstiestsfulfacets of Edinburgh life (such
as the lower classes). In the satire, all Scots on display underwent aafegree

transformation in order to make them suitable for King Geordie’s eyes:



| am delighted with the clean and orderly appearance of my Northland
subjects. There seems not to be a rag in all the metropolis. | always
considered them to be a proud people, and they have good reason to be
proud. In their dress and deportment, they are all ladies and gentlemen. |
am proud | was born a Northlandgt.
For Geordie’s inspection, the Northlanders crafted new, more sociallytalsleep
identities for themselves as “ladies and gentlemen” through adjustmeinés tpltysical
appearance and comportment. The lack of “rags” in the city suggested angnaepy
of all elements (bodies, objects, or buildings) that might mar a coherent mttanger
and uniformity. This response supported the idea, suggested by Omai, that the Emperor
saw what he wanted to (and what those, like Scott, wished for him to see): theatalea
orderly appearance" of Scots who mirrored Scotland’s capital city andudpdla
unified Britain. Geordie’s donning of a Highlander’s costume and his pronouncement of
pride at being a “Northlander,” reiterated a transparent inauthenticitye giageant
proceedings and the King’'s fashioned position as descended from Scots, though. The
satire, however, cannot account for the full scale of the masquerade. Indtas fhe
cartoons (re)placed Edinburgh with a non-descript background and hinted at itause as
tourist destination, here textual satire substituted the “metropolis’dimbErgh. This
equation disregarded the geographical specificity of the Scottish dq@pitalby
extension, Scotland) and the activity of Scots in shaping Great Britain andtitk Bri

Empire.



The second satirical text was a piece of prds€oyage to the North, In Search of
a New Mistress, by an Amorous Old Dandy; Supposed to have been written by himself,
with the assistance of Sir Billy Blubb@william Curtis]. This satire focused on the
recurring theme of the King’s desire to satisfy his bodily needs byidiegcthe King's
plans to interact with the “Scratches.” As a droll euphemism for venesessdis, the
"Scratches" played the characters of the Scots to George’s "Old Dandye beginning
of the tale, the Old Dandy, concerned with appropriately attiring hinstef§ped into his
(im)proper character. Once so attired, he proclaimed, "In order to caphiediearts of
the Scratcheso less than those of the ladies, | should inform my readers, that | had
provided myself with a national dress, Cap, Plaid, Kelt, &c...The dress itsdthisadbly
calculated for display?®*® Resonating with Omai's reading of ttislocated King after
taking on the role of “only a Highlander,” this account depicted George’s motivation f
captivating and winning over the Scots in their own "national dress." Asibpsty
mentioned, the attire of Highlanders had, until shortly before this moment, eiborfi
the one hand, romanticized culture worthy of passive nostalgia and, on the other hand,
defiance and potential danger in terms of their military ability and thefAct
Proscription’s prohibition of wearing markers of Jacobite sympathy. Upon hialanr
Scotland, the Dandy admitted, "no sooner was | irLtrel of Cake$>°than | felt myself
in every respect aative"?*’ The Dandy presumed total transformation (from a
Hanoverian to a Stuart) through his sartorial arrangement. This native persahaatoul

be entirely fleshed out, though, until he crossed the physical threshold of the Land of



Cakes, again, like the “metropolis” ®he Northern Excursigroperating as an evacuated
substitution for the Scots’ territory.

In the text, as the Dandy prepared for his trip home after the pageant’s conclusion,
he revealed his desire to secure his legacy by circulating a souvenir of hialthsitigh
one Scot suggested that he construct a snuff-box from a piece of his landing dock (at the
Port of Leith), the Dandy explained, "understanding that cribbage is a gantethdic
Scratches are famed for, | suggested that cribbage-pegs would afford wicher
circulation of the wood, and my suggestion is to be adoptédlthough he had begun
to circulate discursively across Scotland via the accounts published in newspaper
journals, and Scott’slints, as well as through visual means (the crowds watching his
procession), here the fictionalized monarch desired a tangible marker of hadisiis
perceived role as Scottish sovereign. Concerned with the production of a mage lasti
legacy, he chose a wooden surrogate that he believed would find the widestevailabl
markets, passing through the hands of ever more individuals.

The equation of the Dandy’s actions in the north to a game became fully realized
in his next lines, "Thus | shall be perpetuated among them; gratifyinghthfir as long
as cribbage is played, and as soon as the youthful mind learns to distinglishytke
from theKing, | shall be known and rememberéd’This account initially pitched its
monarch as a buffoonish figure, but here the language suggested a more sinister
characterization to him. The capacity to discern, to visually discriminatecthmdrel
from the sovereign, the tartan-clad Highlander from George and, perhapzbyi@x,

Scotland and its people from the spectacular presentation of them offered through the



pageantry, became the ultimate challenge for an engaged spectator or piahero@e

hand, the joke was on the Scots as the King imagined the instructive purpose of the game:
to maintain the order of things by helping his subjects to discern the identityrof thei

rightful leader. On the other hand, though, the joke was on the Dandy as he suggested his
own commodification in the manufacturing and circulation of the game, which would

break down the King’s mystique as distanced sovereign. The suggestion obtfaddtw

joke within the satirist’'s pages, however, disclosed that the ultimate joke {ffie

perspective of London) was on Scotland, for it was here that George rehearsedlfis unr
behavior and it was these subjects who seemed only too willing to play the game.

These depictions of George, as one interested solely in the pursuit of debauchery
(gambling, drinking, womanizing) detailed the behavior that worked against the kind of
efficient productivity that fuelled Britain’s domestic and transnationabseconomic
systems, its running of the Empire. Additionally, these textual and pictorialptests
exposed those very behaviors that Scott feared might manifest in his fellow Sgoks, w
led to his writing of thédints. And whereas thelints and Omai’s reception envisioned
Scotland as a complex theatre in which the Scots acted in a play, following aizedga
script and donning appropriate costumes, the satires read those in Scotland as part of
nearly blank, stationary background, a stabilized landscape that fused togethsr objec
and bodies with no discernible sense of motion or ability to affect their surroundings. In a
clever dramaturgical move, Scott organized the final event of the pageant, thaiproduc
of Rob Roy Macgrego@s a culmination of the procedures of collective ordering and

performances of allegiance evident in the staged moments that precedebrétun to



Edinburgh to examine this final performance, | ask how it created a dialogueebet
these two perspectives (Scotland as theatre for acting Scots and Sco8aonts@s
flattened background), and how the King’'s own reception of and participation within the
theatrical environment created a complex performance venue that acteitescasm
for the pageant.
From Rebellion to Reconciliation: competing actors irRob Roy

The two weeks of events that comprised the royal pageant concluded in a
performance oRob Roy Macgregor, or Auld Langsymelapted from Scott's novebb
Royand staged at the Theatre Royal, Edinburgh on August 27th. As discussed in Chapter
Two, several versions &tob Roytraveled across Scotland and England after the novel’s
publication in 1817 and throughout the nineteenth century. Considered an almost certain
money-maker, theatres often incorporated one of the versions (most often the @perati
melo-dramatic form) when experiencing a lull in spectator numbers or ngedii@
slot for the Christmas and New Year holidays. The positioning of this exptiogatrical
production as the final performance in the pageant’s showcasing of Scotland areate
dialogue between it and the staged moments and theatrical venues construragetthelur
fortnight. One could argue that these earlier events became the openiiog #ss
mainstage performance, which placed the King and his peoples in a diffgreof t
social configuration: instead of the boundaries of the cityscape, here bodies were
confined within the walls of the playhouse, observing another kind of spectacular event
unfolding in front of them. | understand this performance not as a simple theatrical

representation that broadcast ideas about Scotland but as a final gemetatoré of



material relations that collaborated with each of the other parts of the pagperduce
Edinburgh and a perspective of Scotland at this moment.

In The National Stagd.oren Kruger tracked the processes of cultural “legitimacy
and legitimation” at work in nineteenth-century Europe with the rise of “national
politics.” She argued, “In the official no less than in the critical discourséh&iagre is
invoked as the appropriate site for nation building, as a legitimate public spifere.”
Kruger moved beyond a strict comparison between stage and house to examinesthe type
of relationships and practices being defined as “legitimate” through aimdjdbese
performance events. DuriiRpb Royalready understood as a work of “national” import,
it was not so much the role of citizenship nor the shape of a public sphere that was being
articulated; instead, while the plot and staging reinforced Scott’s stadpiiesture at
work throughout the pageant with his hints toward self-regulation, the theatresacted
another node in the network of “Scotland” produced by George’s visit. A theatre venue
was a place for seeing, as much as it was a site for being seen. Thespdutat
directional gaze (toward the stage and other playgoers) focused in onrgecadtions.
While they deemed acceptable certain practices, gestures, and moverttentthei
venue, others were considered illicit; this process constructed and regulaaéd soc
decorum. By setting the final pageant event within this theatrical spadep8sitioned
his fellow Scots as active witnesses who would help to construct a particular brand of
“Scotland” that would enter into the larger social imaginary of Britain.

The performance’s playbill announced the production as the “National

Opera...WITH THE ORIGINAL MUSIC, AND APPROPRIATE SCENERY,



MACHINERY, DRESSES, AND DECORATIONS?! The use of “National Opera” to
identify the production signaled that it was Isaac Pocock’s popular adaptatidmethat t
monarch experienced that August evening. The “original” and “appropriateépts
listed lent credence to an authentic or legitimate representation; #ss™@nd
“decorations” suggested the inclusion of the ubiquitous tartan and fitting acees3tie
playbill went on to call for the spectators’ timely arrival, with detailetrircsions
regarding the organization outside the playhouse: “All Carriages willosen with the
Horses’ Heads towards Waterloo Place, and take up in the Opposite Diréttignen
the horses had to fall in line with Scottints, ordered along the street, paralleling the
bodies of Scots lined up to present organized propriety at every turn of the pageant.
Cultural geographers Margaret and John Gold argued that Scott had two major
aims in his work: to depict the “customs and manners” of ancient Scotland and to
illustrate its landscapes as both “beautiful scenes” and as “backdropsactetsaand
events.?® This particular theatrical production Bbb Roymade manifest both
objectives: the plot and characterizations (materialized through the actirsgeging)
enacted the performances of specific customs and manners, while the scenic desi
replete with images of mountain passes, caves, and lochs, reproduced the imagined
spaces of Scott’s fictional Scotland as self-contained scenes and spabehithe
characters encountered one another and, ultimately, worked on behalf of. Bitizi
production’s staging also incorporated an identifiable proscenium arch and all of the

framing implied in such a theatrical convention, presenting a version of Scotlartdsand t



particular thread of history that spectators could visually consume and ergayaegh
at.

As | described in Chapter Two, the play began with interior scenes and then
gradually moved outdoors to fairly ordered environments in Glasgow and then more
unruly exterior spaces in the Highlands. At one point, stage directions indi€Bbed:
back of the Scene exhibits the distant Highland CotiftfNo further detail in the
dramatic text expanded on the description of this Scottish locale. Here “Highland
Country” stood in for all “wild” territory in the northwest of Scotland, despiteedéhces
between regions, villages, or geographical features (hills, lochs, forestfineoast.).
The romanticization of these images connected to the absence of a rebekiatottire
land or its inhabitants. If, as cultural geographer Karen Till claimadddcapes of state
power have been analyzed as theater, a dramaturgical approach that da@tisemt
and routine nature of civic and state ritud,then reproducing landscapeithin a
theatrical space created a second form of capture by containing the landscapages
and placing them in close proximity with spectatdrgss moveremovednost sensory
elements from the encounter with these landscapes (apart from the ambigidus “w
music” that introduced a scene), providing only a visual comprehension. In thishease, t
application of a broad stroke to indicate the Highland countryside depoliticized the
history of the Jacobite rebellions and the ongoing displacements caused through the
Highland Clearances. And this gesture to displace the ongoing strugglesigihands
within the story of Rob Roy subsequently re-politicized these problems as syttt

needed to be withheld from public view. The rituals enacted as part of this pageant



offered an easily consumable version of Scottish lands and people in the forging of
consolidated state power, creatively painted with a pro-Unionist brush.

As Scott carefully orchestrated this particular pageant event, he invitedybngi
of social classes, as revealed in his letter to Lord Melville on Augiist-85noted that
the performance would enable the “middling classes...who cannot pay their sespect
Court or in the assemblies of the higher rank” to observe theirRiithe designation of
this event as the royal “Command” performance legitimated this enaabignt
contained and restrained Scottish past, full of quirky characters. Scoteaitbis
assembling of spectators from different classes to occur because daonitime the
walls of the theatre they, too, would be confined, unable to act freely or to alten¢he t
mandated by the pageant. While these spectators might have believed tharthey w
actively rendering this moment of history through their presence, thécipation was
still strictly controlled. Theatre scholar Daniel O’Quinn suggested thaeatre venues
in late-eighteenth-century Britain, “The public space of the theatre ltadngea site not
only for modeling but also for regulating social practit¥.This type of regulating
practice began in the opening stages of the pageant through the processithesn a
within the Theatre Royal, this modeling continued as certain groups weredilotze
observe and to respondRmb Royand their King. Part of the audience’s role in this
event was fleshed out in Scotknts, which informed spectators that during the show
“the national anthem, with some additional stanzas written for the occasion, silhe
by the whole body of performers, the audience joining in the ché#By designating

this environment as an ostensibly interactive space for performers and@age&ebtt



hinted at the production’s attempt to stimulate or at leasttalateScottish loyalty and
unity. The collective of performers enacted a "whole body" in a similar diseur
maneuver as executed by Scott’s earlier choreography of the crowd thigheity.
Scott’s additional stanzas here paralleled the rewritten “Carle now tijs kmme” and
other threads of history that the Old Citizen wove together during his creative
construction of the ceremonies.

The Hanoverian monarch’s letters to Walter Scott, written upon his return to
London, addressed Scott’'s meticulous organization of the proceedings. They provide
another perspective on the reception of the events when read against Omai’s aswbunts
the satires drawn up in London. The King’s letters, written from the perspective of a
third-person narration, addressed Rab Royperformance: "Never were king's emotions
more gazed at, watched, obeyed, reflected, --than those of George the Fourth in the
theatre of Edinburgh; and never yet did theatre echo and rebound with more unanimous,
more tumultuous peals of affection and applad&&lf’ Scott and the theatre space
worked to regulate social interactions here, then George, not surprisinglyetehat
he occupied the role of model in this performance venue. As his subjects visually
scrutinized him and his responses, George became the ultimate actor to be studied,
applauded, and ultimately copied in this space. His reading of the performance
environment found both a mimetic charge to the spectators to reflect what they saw but
also an affective interpenetration. While Scott crafted elsewhemmiititions for Scots
to revere George as their monarch and to embrace him as their own, this momant withi

the Theatre Royal achieved a seemingly successful integodti@meration and



appreciation for George through the King’s instructive behavior. The"ecticated a
doubling effect at work within the playhouse and throughout the pageant; through the act
of doing (marching, observing, lining up, singing), the pageant actors (Scott argeGeor

IV, the Edinburgh residents, Omai, tReb Royperformers, the Highlanders) created an
alternate experience to the one being presented. The social space producedeaattkis
building engaged both visual and auditory senses; like the cannon fire that announced
George's arrival and tracked his physical movements into Edinburgh, in the confined
space of the Theatre Royal, the waves of excited applause proclaimee'S&Spoggence

and approval, and, the King believed, the significance of his corporeal instruction.

A footnote following George's aforementioned observation reinforced his
assertions, though | have not located any similar accounts to support his claim: "The
performers are said to have observed, that the spectators in the pit were so @mgtiosse
the King, that they presented their profiles only to the stdd&tom George’s
perspective, his presence altered both the performance on stage and the audience's
response to it in the house. This moment generated an alternate theatricg| tiegapked
by the theatre venue and the positioning of visitors as spectators to the stagedqgoroducti
The stage actors then physically repositioned their dnmatis personat compete
with the royal character seated before them. The distraction asidulate necessitated
a moment of improvisation or revision, which commented on the larger revisions at play
in Scott's articulations of Scotland. These skewed profiles marked the umstalvke of
this theatrical space of encounter, interaction, and regulation. While the outdoat event

the parades and processions, enabled the Scots to view their King from a distanced



perspective, here, as in the cartoons and satires, it was Scotlanthatissibod

distanced. Despite George’s observation of a blurring of social boundaries, ted limit
confines of these theatre walls, and the physical proximity amongst the@ithat they
afforded, ultimately reinscribed the power dynamic between King and subfeetsge

may have felt that “the public feeling towards him had softened—had mellowed from
unmingled awe to something of kindliness, and almost friendship;” however, without his
tartan uniform, he had resumed the distinct role of mon&rcim doing so, he wrote

himself into this performance of the Scottish past, creating a fagcadecstineand,

through his repeated interventions in the pageant, he perceived the transformation of a
relationship between his subjects and himself.

The production mediated this re-articulation of legitimacy by providing its own
modeling of social interaction in Scotland. To complete my reading of this everdr | off
two interpretations of a moment that occurred on stage and a form of cultural
(ihlegitimation that resulted. Towards the conclusion of the play, the lnalglaBailie
Nicol Jarvie offered a pessimistic reading of the Highlanders. In the Kietgérs,

George observed that in the theatre: “There the humour of the inimitable Bailie
doubly delighted the crowded audience, because it delighted their King, and because
seemed to bring him [the King] nearer to the range of his ordinary sympathies—into
more of a sort of fellowship with him, than on any of the former occasfdh&eorge
considered this moment as a spontaneous, good-willed, crowd-pleasing show of
fellowship, a form of nation-building in which the residents emulated their sgnerei

Despite the numerous previous encounters between George and the Scots during this



visit, it was this theatrical event that opened up the King’s “ordinary sympatne
transformed his relationship with the rest of the audience. The crowd recaivetis]
criticism of his fellow Scots through the King's interpretation, legitingathis particular
impression of the Highlanders, still imbued with the suspicions garnered by Jacobite
sympathies.
An anonymoud$kob Royspectator provided a noticeably different account of this
moment of performance:
On the night of His Majesty’s visit to the Theatre, the King laughed
heartily at some of the peculiaritiesidillie Nichol Jarvie (Mr.
Mackay.) When th@&aillie adviseCaptain Thorntomot to put too much
trust in the Highlanders... [h]is Majesty laughed immodestly at this
character of the Highlanders, who had during his Royal visit pressed
around his Majesty with so much devotfd.
Here George laughed at both the Lowland Scot, Jarvie, and at the Highlandgrs bein
characterized by him. The monarch’s laughter confirmed the circuldtitie anage of
Highlanders as a cohesive group (as identified by Scott earlier ingbamaand
introduced (at least publicly) the notion that they were not to be trusted. Theridigida
existed as spectacular enjoyment on stage, just as they had been inthefstree
Edinburgh. Like the two-dimensional backdrops framing them, the Highlanders depicte
in the Theatre Royal were flattened, depleted of their vitality. Thisiteuglso signaled

a dismissal of the socio-economic conditions that did provide a real threat to sheflive



men and women living in the Highlands. The "devotion” that Scott worked so
meticulously to display ultimately gained no purchase in the King’s eyes.

This production oRob Roythat closed the pageant occupied and produced an
intriguing socio-cultural space. On the one hand, it confirmed the application of the
theatrical and performative devices used throughout the pageant, providing an explici
imagining of Scottish lands and peoples within the comforting confines of a proscenium
stage. On the other hand, this performance turned its attention to the theabecs gé
IV, who created a fagade of himself by assuming a position that destraltsrupted, and
disjointed what occurred around him. The script tlegtroduced, not surprisingly,
centered on him as actpar excellencetraining the eyes and minds of his subjects in the
Royal Theatre. His behavior, unable to be constrained within or limited to thelgtage
the Scottish characters depicted, ultimately appeared in excess, bluerimgthetween
King and knave. The playhouse was the ultimate site for intense scrutiny andltier
faceted performances. The two-dimensional scenery arranged and pt ¢iseratetive
territories of the mountains, lochs, and caves of distinct areas of the Highlands as
compressed replicas, devoid of political relevance. This process of domestitké the
landscaping in the New Town, attempted to eradicate elements of unpredyctadallit
instability, replacing uncertainty with order and reform.

Closing Curtains

In reading across the types of stagings that the royal pageant proad&22i(its

use of Edinburgh’s cityscapes, the importing of the bodies and clothing of Highlanders

and the theatrical production Bbb Roy Macgreggr| equate the operations of Walter



Scott with those of an aesthetic stylist, determining the shape, size, cut, anof tdodor

cultural assemblage of Scottishness that he presented. His stratégjandaepeatedly
reproduced a version of Scotland that acknowledged a domesticated and tamed version of
its own history, a romanticized and reconciled past. However, at every turn, some

element of Scotland remained hidden from view. Only specific details (inthgine

actual) were filtered through the pageant to symbolize social atitera, cultural

practices, and historical events. The collection of these details attempiedddogether

a picture of wholeness, unity, order, and support to and for George, but it ultimately
exposed a fragmentation of perspectives and competing imaginaries.

In trying to display a sense of loyalty to the King, the pageant prescaib
regulation of the social behaviof Scotsfor Scotsin Scotland. The management of the
orderly crowds and facilitation of tHeob Royaudience were the most visible moments
of such instruction and regulation. The mingling of different social classeg tie
Royal Mile and within the Theatre Royal foregrounded an integrated sabietyo work
and to live together, offering a model for the Empire at large. Yet at every tuahfell
out of focus, what was relegated to an ambiguous, glossed-over background were the
political stakes of this social fashioning and these forms of theatrtzallation. The
Highlanders and their “wild music,” the tartan and George’s nonchalant donning of it,
and the picture-frame that enclosed the threat of JacobikRashifRoyall existed beyond
the pageant’s production of Edinburgh as a literary, capital-infused, and comimodity

consuming environment, representative of a new relationship with the British state



Although literarily anonymous in hidints, little doubt existed over the identity
of Scott as the master of ceremonies. His ubiquitous presence at the evemsisrim 1V
led some observers to comment on his active role. An anonymous spectator suggested:
It is a pity that the author &WVaverleyshould deem it important to figure
in every part of a corporation pageant, and should suffer his friends, if
such they are, to force upon him a feeling of vulgar vanity...Sir Walter
Scott permitted himself to be put forward as director of the most trivial
matters connected with the arrangements of the Edinburgh pagéants.
Unlike typical theatrical production stage-managers, clad in black to blendhitheit
surroundings and working to ensure a smooth operation, effectively eradicating their
labor, Walter Scott occupied the spaces of several images, as welbas vewspaper
and journal accounts of the Edinburgh proceedings. This particular report revealed a
certain cynicism also circulating in Edinburgh about both the event, the “corporation
pageant,” and about Scott himself, dealing with the “trivial matters” offfag.dt also
guestioned Scott’'s acquaintances who played the part of “friends” and fed int@ Scott’
“vulgar vanity.” The notion of “vulgar” here is notable, given its inversion of the sense of
decorum proposed by Scott to the Edinburgh residents and its curious parallel with
satirical accounts of George’s actions that circulated in London and elgewher
Whether in the participation of clansmen, the disregard of the Highland
Clearances, or the depiction of Scottish landscapes and political grievanlees as
activated and contained backdrops, each of these actions contributed to the shaping of

this pageant and opinions of Scotland and the Scots at this time. The pageant collected,



mobilized, and connected the bodies of marching and observing Scots with the outsiders
who joined in the celebrations, Edinburgh’s architectural composition, circulating print
and visual technologies, theatrical production materials, and travelingatekimages to

craft a version of Scotland. These bodies, places, and objects, in turn, produced aspects of
Scottishness grounded in specific places (Highland villages, Edinburgh photiisgs)

but circulated beyond Scottish borders to England and beyond. Walter Scott intended for
this unified national production to demonstrate the industry, ingenuity, and flexddility
Scots as a cultural and socio-economic asset to the production of Britain amgbiits. E

The accounts of the proceedings by Omai, the satirists, and George IV, hooeated |
different foci that identified multiple instances of a blurring betweatity and fiction

and a fracturing of Scott’'s complete picture.

The dramaturgy of Scotland constructed by the pageant relied heavily upon the
deployment of theatrical apparatuses (framed perspectives, symboli@pcbpaisic, a
staged performance), but it also exposed the theatrical quality of @altameuvers (the
King visiting Edinburgh, the removal of the Highlands from the pageant’s frame).
Resonances of this pageant also remain, of course, in the streets of Edinburghl (with it
George IV Bridge that bisects the Royal Mile) and in subsequent pratedsat have
re-shaped its roads, neighborhoods, parks, buildings, and hills. The aforementioned 2004
procession that positioned hundreds of cheering Edinburgh residents, Scottish citizens,
and invited guests along the Royal Mile to usher in the new Scottish Parliament
reverberated with the 1822 pageant. Still lingering in the architecture atyhthe dress

of its people, and the tensions between Queen Elizabeth and her Scottish subjects



(signaled through her clothing and gestures as well as decisions maderbgrogr
organizers), this pageantry performance enacted a complex space in which the

arrangement of materials fused cultural practices and artistic production.



Chapter Five
Stages of Governance: The Scottish Parliament and its Festival of Poldic
Introductory Images

The drawings exist as fragments. The earth tones—browns, tans, greens, golds,
greys, and blues—catch my eye as, together, they indicate a rugged hillside, a la
spade-shaped green leaf, and the horizon, an ecotone where land meets sda. Nestle
beside and among these images sit sketched outlines of buildings and short pieces of
descriptive text. | move a magnifying glass across the page to etilargenute
reprinted handwriting and start to make out: “A. Main chamber. B. Commitem& C.
Public Presentation” and “The building of the parliament should seat in the ptad@evi
same...delicacy that organize[s] vegetal forms...leaves & trees hadsabsay$ic] an
example...Remember [Charles Rennie] Mackinto$iAs | turn the pages of Alan
Balfour’s Creating a Scottish Parliamerthe small chronicle that contains these
illustrations of Catalan architect and designer Enric Miralles, | nake of the
arrangements of bodies that exist beside or within the buildings and natural topzajraphi
features hinted at by the artist’s pencil. “l imagine that a Parliamedirmushould be
organized like a university campus,” Miralles jotted down. “To move from one place to
the other has specific meaning.” A long, wispy leaf transforms into aygtae# upon
which two figures sit: “The parliament belongs to the land...it is not just a nediriil
along the street*®

Throughout the series of ten illustrations included in Balfour’s text, Miralles

incorporates curved lines resembling plant stems that simultaneously dividerand joi



elements of his sketches: the land formations, building outlines, seated or standing
bodies, and patches of collected words that add to the images without over-determining
their meanings. | read the relationships between these elements agldyperceived
distinction between nature and culture. The physical, social, and political sp#ices of
Scottish Parliament imagined by Miralles take as their inspiration tlyeeaeth upon

which it will sit. Together, the images form a palimpsest of conceptual ectimié and
natural design that foregrounds the very ground beneath the politicians’ feet.ilffhe st
emerging architectural conception of landscape,” observed landscapecaiantkte

theorist James Corner, “is less that of scenery, greenery, wilderness;aatid and

more that of a pervasive milieu, a rich imbroglio of ecological, expeaiepbetic, and
expressivelyiving dimensions.2”” This approach to design articulates the rich patchwork
of relationships between natural and cultural realms. Miralles’s ground appears
welcoming and malleable; the curved tiers of a shallow outdoor amphitheatre envelop
those sitting within it.

In a subsection labeled, “In Performance,” Balfour acknowledged that “The
politics of the Miralles imagination has made this Parliament an inforestless place,
seeking an experience of continual changati-authority, continually open to new ideas
and possibilities. It confounds expectations, it makes no predictions, suffers no
illusion.”?”® This Parliament prefers growth and adaptation over fixity and preditgabili
Though seemingly “informal,” the Parliament acts as a site of law-makifiging of
procedure and practice that will disseminate throughout Scotland. Although “anti-

authority” in appearance, this complex will house those individuals voted into



government with the authority to represent their constituents through thetiagisla
process. Particular contradictions, then, are built into the foundations of the political
system symbolized by these designs. Performance becomes a crud@aMemsthe
Parliament because of the kinds of behaviors, interactions, and movements edticylat
and embodied through its spaces. As part of a system that has shiftedsues of
governance from London to Scotland, the Parliament attempts to enact a more
participatory democracy by asking those visiting and working withintegsiread,

observe, scrutinize, speak up, question, and propose alternatives to the laws and political
systems and institutions in place. Investigating the Parliament throughnpenioe

theory and a paradigm of performance (technological, organization, cylagalfliscuss
below, enables me to map the technologies, ideologies, objects, bodies, and discourses
that have shaped its development.

Miralles’s drawings rehearse a method of assembling and collatingafsafsesm
across Scotland and from within Edinburgh to suggest an organic and cohesive operation.
The inclusion of natural topographies, such as coastlines, hills, and lochs within his
drawings advocates for a geocultural awareness to develop fair andahistéaws that
benefit Scots and their varied communities. These drawings, then, indicate apfatent
the Scottish Parliament building to incorporate its immediate surroundings &he for
parliamentarians to remain cognizant of the impact of their decisions on theflithe®se
outside of the Parliament and the capital city. Devolution developed through the
collaboration of several individuals (Scottish politicians, including Donald Ddwaaner

British Prime Minister Tony Blair, Scottish nationalist campaignansl political and



artistic activists); the Parliament designed here hopes to evolve throingitea sthos of
contemplation, collaboration, and activity. This Parliament, once constructed, would not
only function as an important meeting place for politicians, however; the buildimgs

also act as a festive hub for cultural events that would encourage participatio@dots
across the country in the policy-making process. Thus the Parliament woularperfor
(socially, artistically, technologically) in several differentysdo produce Scottish

policies during the first decade of the twenty-first century.

In this chapter | look at the Scottish Parliament primarily through twodense
examine how the Parliament building, in its various forms as a physical, pphtchl
cultural site operates metonymically as and for Scotland. | imagineatharffent as a
prism through which to view different kinds of nation-forming and democratic practice
| first consider it as a functioning complex of buildings designed by Miralits
sustainable elements. This building complex, as a house of governance, comments on the
relationship between policy-making and social responsibility and between the
conservation of land and natural resources and political accountafilityake a second
look at the Parliament as a cultural and tourist venue in the Scottish capitahdamus
its development of a Festival of Politics that sets out to engender a formicppsory
democracy that infuses debates and discussions about the welfare of its pagbples w
cultural practices and theatrical performance events. | consider fraarfeat in these
different ways (through its architecture, legislation, and cultural coniitsjtito probe

its multi-faceted and contradictory arrangements, movements, and functions.



In addition to arguing that a complex network of relationships among bodies,
objects, and practices produces this political space, my analysis alsosexposdant
discrepancies between the proposed Parliament and its actual functioneggrbits
designs and its performances. For instance, as | examine the architsmtypahents of
the Parliament, | point to perceived shortfalls in terms of its sustainaliym desl
management. In the case of the MSPs’ performances as legislatarsathepolicy
programs took some steps to redress certain injustices related to the ownershgand us
Scottish lands, but they hesitated to enact substantial changes that afteretiboth of
access in Scotland. The Parliament’s cultural practices, made visible thineuggstival
of Politics, creates opportunities for collective discourse surrounding impasaesi of
social inclusion and freedom of artistic expression, however, elements of its
programming reinstate particular social divisions and passive reception tht®ugh i
application of theatrical conventions. Each of these moments of incongruity or
ambivalence, | argue, points to underlying tensions in devolution itself. While dewolut
offers the possibility of a more autonomous Scottish nation, Westminsteraniamti
retains control over significant areas of policy-making; simultaneouslijsapdlitical
policy dispersepower from the Parliament at Westminster, it @sotralizeshat power
in the form of the Scottish Parliament. Furthermore, the Parliament’s usdarhparce
to evaluate organizational and management efficiency chafes againsugsmof
performance events as modes of artistic expression. In each of thesatepdiof
performance (as technology, management, and cultural expression) thstted

qualities of Scotland (dialects, narratives, geological and topographicakfgaare



circulated (across Edinburgh and Scotland, and into an international cultural nzaxdetpl
in order to brand a particular kind of Scottish collective identity. This nationactear
is comprised of a sense of social responsibility and accountability, altyeakcu
awareness, and an ability to adapt historical moments (both celebratory anchgumbli
order to address current socio-political conditions.

The Scottish Parliament (its buildings and its political institution) exepiswer
of governance over its peoples, evident in its contemporaneous manifestations as an
architectural complex, a house of legislation, and a cultural venue. In exarhessgy
three facets, performance theorist Jon McKenzie’s delineation of “perfoapatver” is
quite instructive. IlPerform or ElseMcKenzie argued thagerformativity as a modality
of power, has replaced discipline, which had, until the late-twentieth centwegl,acthe
hegemonic mode of knowledge production that affected embodied and social practices.
Whereas the practice of disciplinary power constructs social and alotitechanisms
that stabilize subject and object identities and generate regulatory controphgsieal
movement and social interaction, the exercise of performative power intsogemeaims
for organizing physical and social interactivity. These goals includxesicy,
productivity, and systemic operating principles of reflexivity and measnenihe
operation of such performative power creates, what McKenzie identified mesywa “
subject of knowledge.” McKenzie builds on Michel Foucault’s diagram of a subject
within power conceived as a relational force. The subject resulting from this
understanding of power exists as “subject to someone else by control and dependence,

and tied to his own identity by a conscience or self-knowledge, both meanings suggest



form of power that subjugates and makes subjec®tdvicKenzie develops this duality
of the subject (identified by Foucault in the paradigm of discipline), into enratged,
multi-dimensional subject in his paradigm of performance: a node in many ketator
the same time. In the case of the Scottish Parliament, it becomes a nodemithin a
connected to various networks. As Miralles’s projected images, it existsrdiplotpace
of collaboration between legislators, citizens, natural and built environments, and
technological systems. As a built structure, it is a composite of constructienatsa
linked to sites across Scotland and forms a symbolic pastiche of Scotland’s
heterogeneous ecologies. Within the Festival of Politics, the Parliatisrs a
gathering place for artists, stakeholders, and policy-makers to celdiwasistic
creativity and participatory nature of Scottish politics and to brand comnigdifia
cultural goods for export. Through the frame of McKenzie’s performance strdtem
Parliament complex occupies all of these positions.

| read the Scottish Parliament as both a location within these networksyimccup
various subject positions) and as, itself, a network comprised of discourses, bodies,
objects, and histories. McKenzie forwarded, “The mechanisms of performaties posv
nomadic and flexible more than sedentary and rigid, that its spaces are netvmorked a
digital more than enclosed and physical, and its temporalities are polyibythd non-
linear and not simply sequential and line&.McKenzie identified this performance
paradigm as linked to post-Fordist modes of production and a globalizing economy; his
sites of examination thus depart from the enclosed spaces of JeremynBgentha

panopticon and exist as the ostensibly open spaces produced by information and scientific



technologies. | argue that a similar multi-modal performance occurs throughm,\aind

at the new Scottish Parliament. The Parliament performs itself throughskesdisitors

to engage with, its physical and enclosed spaces, as well as those that metaioaked,
digital, and/or embodied spaces. Through its architectural design and legisladigted

by MSPs, the Scottish Parliament performs certain technological and enagraty

functions. The buildings, designed and constructed with sustainable ecological@sinci
attempt to create more porous boundaries between the concrete and glasspths¢ com
the building and its immediate physical urban and natural surroundings. Meanwhile, the
buildings’ enactment as a cultural venue, made especially visible duringstineaFef

Politics (FoP), acts in dialogue with neighboring tourist destinations, HolyroadePal

and Our Dynamic Earth, and with various festival organizations in the city. Thrisugh i
programming the FoP tries to connect the Parliament with Edinburgh residents and othe
Scots during a “down time” in the legislative calendar, linking the perfocesof the
material site with the social practices occurring outside its walisencouraging more
interaction from Scots.

To discuss the kinds of local, national, and global qualities envisioned in the
Parliament, | take a cue from Miralles’s sketches by asking whatiggiaf a Scottish
nation does the construction of, and activity within, the building signal? If devolution
presents a processural understanding of governance where a fully cehtraitetion
(i.e. Westminster) transfers part of its political remit to institutibias ¢éxist in closer
proximity to those areas being governed, it what ways does the constitution of the

Scottish Parliament impede that very process or in what ways do its eabjwgiciples



present a model for setting policy-making within the land of Scotland? Finakk how
and to what extent the Parliament defines, promotes, and enables accessildgity for
citizens through these three modes of performance.
Parliament as Performing Complex

The selection of the designs of Miralles and team implied a particular gropos
about the new Scottish government: that it was aware of European developments yet
inspired by the physical surroundings of its own territory. The fragmentargessural,
and interconnected images depicted in Miralles’s drawings were miaediirough a
laborious, extensive, and expensive process of construction that occurred from 1999-
2004, beginning with an important design competition. The six-person panel, established
in 1998 and headed by Donald Dewar, former Secretary of State for Scotland and
Scotland’s First Minister, reviewed seventy applications and interviewdaetwe
companies short-listed for the projé&That none of the five finalists were solely
Scottish firms (the majority of the applications were co-presented wittti$h firms)
upset some in Scotland who believed that the project should be designed and constructed
by Scots and Scots alone. Like the constitution of the executive board of the National
Theatre of Scotland, however, multiple “outside” perspectives seemed angntici
prospect to deliver a project that would honor Scotland’s political past and propel its
future movement within local, national, and international framewdtks production of
Scottish nationhood signaled by this decision required a transnational dimension. The
panel eventually chose the designs of EMBT (Enric Miralles, Benedegtmafliabe) of

Barcelona and RMJM (Robert Matthew, Stirrat Johnson-Marshall) of Scotland to



materialize the Parliament compl€X.In a document published by the Scottish
Parliament Corporate Body in 1999 addressing the Holyrood Building ProjecarDew
acknowledged not only the “creative approach” of Miralles but the internationghdesi
record of EMBT and felt that its “association with RMJM (Scotland) Ltd @nkure that
a Scottish perspective is maintained in developing the initial design ideas intdiadouil
that is both aesthetically pleasing and a functional working environmentdtaist's
Parliament.*

The panel simultaneously wanted the perspectives of insiders and outsiders as
they sought to design a place of governance that international audiences wpetd re
and that Scots would find engaging and representative of their collective airdgirEac
added experience that matched the multi-purpose functioning of the Parliament. “An
important part of EMBT’s work,” they explained, “had happened in Catalwsigja [
during the construction period that followed the Catalan national rebintiitie team
added an overtly political dimension to their proposal by suggesting a link lpetfreze
home country and the state of affairs in Scotland in light of devolution. The notion of a
“national rebirth” was certainly floating through Scotland in the form ofipalit
discourse and newspaper accounts and in cultural sectors (the Parliamstmtiajor
discussion about a National Theatre occurred the following year in 1999). “Coinstiuct
signaled the possibility for both the composition of a physical building and the
collaborative making of a foundational national(ist) ethos within Scotland. Here
Catalonia emerged as a potential model for Scotland based on its carving out ef a mor

autonomous space for itself within Spain’s borders. EMBT’s relationship witte@ata



national identity provided the design panel with an example of how architectug desi
could assist in forwarding larger political claims of self-governance areteignty.
EMBT’s partners, RMJM, contributed an appealing local perspective to the
Parliament design:
The skill and experience of their practice is rooted in large scale, high-
profile projects ranging from modern state-of-the-art office buildings to
specialized acoustic and environmental design for auditoriums such as the
Glasgow Royal Concert Hall. As well, their scope of work spans from
detailed conservation of historic buildings like the Hermitage Museum, St.
Petersburg where they advised UNESCO, to rigorously modern
interventions such [as] the Tron Theatre, Glasg6w.
The projects highlighted by this firm resonated with artistic, cultural, acidls
significance for Scots. The ability both to create contemporary designgainpance
venues and to facilitate conservation projects of established cultural iossthinted at
the future functions of the Parliament as a place where cultural perfornzantes
conservation efforts would shape policy-making. This multi-faceted role of the
Parliament would take shape in the buildings’ designated location in Edinburgh:
Holyrood. The Scottish Parliament-to-be desired the opportunity to strentgloemi
located communities across Scotland while simultaneously reaching beyond its
boundaries to shore up socio-economic and political ties with Europe in particular. The
pairing of these Parliamentary aspirations with fluid designs inspirdéaebyery soil of

Scotland and infused with a sense of political urgency for a nation to decide on its own



affairs fuelled the months to come as steel, concrete, oak, and glass begathi® take
shape of walls, floors, and ceilings. The actual process of construction, thougéredm
the flood of civic nationalism that had acted as a catalyst for devolution. As mamths (a
years) passed and the budget rose from £40 million to £431 million, individuals across
Scotland expressed their doubts about the site’s efficiency and institutices ef
Moreover, shortly after work had begun on the site, both Miralles and Dewar died
unexpectedly, personal losses that some read as harbingers of a Scottishlfutire
problems and inefficient implementation of projected ideals, i.e. a performalnice.fa
The Parliament that opened in 2004 asks those who visit or work within it to
constantly identify and/or make connections between its interior and exténsability
to recognize, question, and possibly blur these distinctions suggests different kinds of
embodied movements and social interactions. First, this proposal rests on a degree of
transparency (windows, video screens, information technologies) that invitas uradis
to track the process of governance, to scrutinize the gestures and rhetoricyef poli
making, and to propose alternative models of legislation. Second, this recognition
attempts to bridge a perceived divide between culture and nature (ostensiliBestabi
from a legacy of post-Enlightenment, industrial-era thinking that placed natdes
man’s control). It calls for guests to make imaginative connections asvélleyhrough
the corridors and halls and sit in the rooms that comprise the space. Third, these
connections use arrangements of materials to highlight specific spatieraporal
relationships between the Parliament, other areas of Edinburgh, and locatioas acros

Scotland that encourage visitors to seek out more information about these places and to



narrate their own experiences elsewhere. One particularly compldased yet
networked space within the Parliament, the Debating Chamber, serves ad tooakf
point for an analysis of these different activities performed by the Paritzamd
suggested to its temporary inhabitants. Finally, a look into the Parliamenjgstmn of
and compliance with goals of sustainability presents evidence of the cotaradind
complex nature of the Parliament’s role within Scotland and the United Kingdom.

* * *

| think of Scotland and I think of boats.

Always these boats are present in my mind,

and by their shapes the building is defined:
a Parliament on land and yet it floats;
a set of shelters under upturned keels,
an anchorage, a point of embarkation,

a source of new light for an old dark nation,

a place of thoughts, ambitions and ide&is(James Robertson)

* * *
As expressed by James Robertson, the first writer-in-residence atlineBat,

in 2004, Enric Miralles resisted the idea that a parliament building should be a

monolithic, intimidating, if not regal, site as fleshed out by particular govemtim

buildings in Europe and within the British Isles. This rejected paradigmlyclear

illustrated in the Houses of Parliament in Westminster, established parspalial and

social relationships between government and citizens via its public spabéectucal

design, and placement in the city. These differences in design point to the kind of

governance proposed and produced in Edinburgh that attempts to contrast the political

authority enacted by Westminst&ixternally, Westminster's Neo-Gothic facade

generates aesthetic unity and permanence often signified by thersxbépalaces and



fortresses; the building complex’s inclusion of Westminster Cathedral diaws
connections between the overlapping of sacred and secular rule in Britatiorg.his

Inside, the Parliament’s grand rooms and halls echo the stately qualities sife’s

external design through two- or three-storey vaulted ceilings, lacgevays, hanging
chandeliers, statues of former Prime Ministers, and large portraitsesmoddrthat adorn

the walls. The throne in the House of Lords exemplifies the type of governaagaau
here; individuals feel dwarfed and awed by the stature of their physical surracaiadihg

in turn, by those who walk through its halls and sit in its chambers on a daily basis. This
is not a space for a non-legislating Brit to feel at home or as an actiieaat in the
legislating process. Additionally, the design of the debating chambers obtise$lof
Commons and Lords split the room into two sides that face each other, creating a very
focused, if not confrontational, central point where speakers address theiguedieeho
either support or oppose them. While the grandeur of the structure diminishes those
standing within it, the politicians working inside face a potentially hostile emvient

where debates can escalate into fights as opposing sides face off.

So if this is Miralles’s anti-model, then what does he do to revise the relapjions
between a site of governance and those it governs? His designs and environmental
considerations propose a material awareness of the external and sgades of the
Scottish Parliament. Instead of one grand building, the Scottish Parliameistsohsen
smaller buildings of varying heights connected by halls and walkways that demand a

degree of physical movement by the MSPs, guests, and visitors. Referred to as a



“‘campus” by Miralles, and as a “village” or “tiny city” by archite@licritics, this

complex foregrounds movement. Miralles’s identification of the Parliament as a

Figure 5.1: A map of the Scottish Parliament Compbe. Author's Collection.?®®

campus implies its operation as a pedagogical model for civic participatippehiaaps,
encourages the questioning of extant modes of political rhetoric and procedure but also
signals a kind of post-disciplinary performance space that catalogdesi@gorizes
knowledge and stratifies individuals according to levels of proficiency. The bislthag)
comprise this complex exist as work stations for the MSPs and as meetirgyfptabe
legislators and their constituents (MSP Building, Towers), sites of delsdit@eration,
and scrutiny (Debating Chamber), places for members of the public to gathatkand t
(Main Hall, with its café, créche, and exhibitions), information hubs for theamedi
(Canongate Building, Media Tower), and sites of management and researchs{iguee
House, with its Dewar Room). Connections between these rooms exist as corridors,
stairwells, elevators, and lobbies. When the Parliament is in session, an M&tuea
from reading in her office to a Rural Affairs and the Environment meeting in enittaa

room to the Debating Chamber for Scottish Government Debate to the Garden Lobby for



an informal chat with a fellow MSP and back to her office to meet a constitueng Thes
required movements (to different interconnected buildings) imply a paradox,
acknowledged by oft-cited Scottish historian, Christopher Harvie. In the Panliam
Harvie sees that “a new and open sort of government ha[s] bedded it$&lf in.”

Part of the structural and ideological framing of the Parliament incthedgeas
of openness and accountability. Moving through the site, the relative low height of many
of the interconnected Parliament buildings potentially produces the horizonta publi
spaces that sociologist Zygmunt Bauman considers crucial to creatingarsiésthat

leads to democratically negotiated social norms. Bauman observed that vadsett

Figure 5.2: The front view of the Scottish Parliamat. Please note the natural landscaping worked
into the complex. Queensberry House is the buildingith the red roof to the left. Photo by author.

urban development comes the eradication of meeting-places. It is at théisg{pleees
that Bauman argueddrms were created-so that justice could be done, and
apportionechorizontally, thus re-forging the conversationalists inttcommunity set

apart and integrated by the shared criteria of evaluation [author's empaBs]



creating a complex of buildingsthe Scottish Parliament, which includes various rooms
for the public to enter, walk through, and watch proceedings, the Parliament attempt
incorporate many more Scots than its designated legislators into the propgebksyef
making. Outside of the Parliament sits an amphitheatre-like structwexlaato the

grounds where, it is hoped, Edinburgh residents and visiting Scots can discuss events and
decisions, potentially having an impact on the processes taking place inside. This
landscape design, while a provocative gesture, may prove mostly ineffécivever,

given Edinburgh’s many grey and rainy days. In discussing one part of the cothplex
garden-facing side of the MSP offices, architect Charles Jencks notéukethi@cade
reveals his [Miralles’s] notion that in a large building, the system should not deminat
over the individual, that small scale is the right scale for democratic ifstgut™ The
Parliament’s Main Hall suggests this more appropriate scale wittwisclurved vaulted
ceiling that embraces those who enter. This ceiling, with its skewedeSaltsses
designed by Miralles, might have produced a feeling of claustrophobia farsjsit
however, a combination of the room’s width and a wall of windows compensates for its
low height. Instead of the top-down style of governance symbolized by Westinihste
Scottish Parliament creates pathways towards more communal modes of deaikiog
that invite members of the public into these political spaces (the cafée ciBsthating
Chamber). By creating the particular spatial relationships carved ougthtioe physical
structures of the Parliament, this political institution invites the posgibolita more

ground-level mode of enacting relevant policy. The Parliament’s layotipfoés



technological performance, repeats this desire to reach out and becometpart of i
surroundings.

In addition to the physical structure asking Scots to observe and connect to the
legislating procedures, the Parliament tries to connect to its citizeway of electronic
media. As part of the openness and accountability tenets upon which the Parliasment wa
founded, it sought to provide opportunities to participate in the political process via
telecommunication technologies for those Scots residing hundreds of mileframay
Edinburgh (possibly in a site like the Shetland Islands or Stornoway). Centra to t
project was the creation of a comprehensive (and somewhat unwieldy) website,
accessible in both English and Gaelic. Through its daily updates, the website provides
information not only about the Parliament’s process of governance and the physica
Holyrood complex, but also about particular debates, acts of legislation, cemmitt
meetings, and projects taking place around the country (in primary schools,fgglexa
The Parliament also sends out weekly updates through a listserv that providebexgbsc
with the details of agendas for committee meetings and Parliamentargsiabaile
“Holyrood TV” streams Parliament happenings to those, like myself, unablateh w
meetings or debates unfold in person, the Parliament also offers a Tege%ervi
Seirbheis Teagdor those trying to track down information materials or details pertaining
to their MSP, Parliamentary membership, or procedures. The Parliamergdas al
developed e-petitions that an individual or organization can post on its website for a
period of time. This act makes it possible for citizens across Scotland to adebtbeito

a debate taking place elsewhere in the country. Through these electronic media, the



perceived distance between the Parliament and its citizens becomes edndens

Presumably, the coupling of this technological capability with the accegsddili

Parliament information evokes a new kind of collective imagining of community

negotiated through collective debate and contact with the unfolding of discussions and

debate in “real” time. In this way, the Parliament hopes to invoke civicipation in

virtual space for those citizens unable to cross the physical threshold of the &arliam
Each of these technologies, however, requires a citizen (or overseas scholar) to

contact or to connect to the Parliament via digital, wireless, or dial-up tegyndlhe

decision to implement these forms of communication may stem from a desire to

encourage participation among younger citizens, those most likely to use these kinds of

informational, mobile technologies in their everyday lives. As the price séthe

technologies decreases and the physical areas covered by these techinclegisss,

more individuals may access the Parliament and its MSPs through these.f8uhatsw

does the technology shape the organizational performance of the Scottisinétarfa

its citizens? As far as | can tell, no studies concerning the short- or longffects of

these technologies on citizen participation have been conduct&d Wéiile this

proliferation of Parliament information via communication technologies espotisen a

of civic participation, it can also be seen as excluding individuals from the golitica

process by, for example, making a dense website that requires a timetynenve®r a

browser looking for a piece of information or reaching Scots living in more remadé, rur

locales without internet access.



Back in the Parliament’s physical structure, the mobility affordedhéy t
dissemination of information meets the convergence of geocultural elemend& thigy
a necessary tension between rootedness and movement that comprise Scotlagdls politi
process. Its composition interweaves natural elements (foliage, treemgeadd a
nature motif (leaves, twigs) into the exterior and interior of the buildings.gfowis atop
the roofs of some of the Parliament buildings, while wild grasses and toess ijative
to neighboring Holyrood Park and others sent from areas across Scotlandh#ll
external landscaping of the Parliament complex. A members’ garden, contaniogs

plants and herbs that would have been cultivated in

Figure 5.3: Garden Lobby during the Festival of Pdtics' "Open Day" in 2007. Photo by author.

seventeenth-century Edinburgh exists within the complex, just beyond the doors of the
Garden Lobby. In this Parliamentary hub, not usually open to the public, small pockets of
chairs and tables sit beneath twelve large leaf-shaped skylights that protouithe

communal space. These skylights, according to Charles Jencks’s realliimglles,

indicate “leaf-forms, and the upturned boats found on many Scottish shores, and a shoal

of fish—all three. These petals swim, or float, or nestle according terpneke, over the



Lobby.”?% In discussing the dual functioning of a window, Lefebvre noted, “As a
transitional object it has two senses, two orientations: from inside to outsidep@nd fr
outside to inside. Each is marked in a specific way, and each bears the mark of the other.
Thus windows are differently framed outside (for the outside) and inside (for the
inside).””® These Garden Lobby skylights invite the outside world into the political
interior. In addition to the leaves, boats, and fish that Jencks reads into themekalso s
eyes that peer in to scrutinize the movements and gestures of the MSPs. Fortthose wi
the Parliament, meanwhile, these transitional objects become ubiquitous symhels of t
need to maintain an outside perspective while being engaged in political dediferati
Outside, concrete branches and twigs adhere to the walls, scattered amid leaf
shaped windows that form alcoves within the MSP offices that exist inside the gomple
These alcoves provide light into the offices and double as “think pods” for the
parliamentarians to use as they contemplate constituency problems and natiopal pol
These seats, modified “inglenooks” or fireplace hearths, wrote Jencksyfianele and
performative. In effect, they are meditation-caves, places for eaéhti§ain courage to
act as an individual with a consciené&These nooks simultaneously perform a
functional role (as a seat) and enact a symbolic gesture (contemplation, tehbpeira
these transitional spaces, the constant reminder of the very soil, rocks, amatiovedjeht
comprise Scotland press these Scottish stewards to not get caught up in personal
squabbles or partisanship but to consider the geo-social impacts of their denstiead i

and to act accordingly. These windows also frame and visually order the ewterlida



though, which could lead to the perception of a stabilized environment or could reiterate
a particular domination of nature by, for example, looking down upon the city streets.
The use of these geographical features hints at a primordial construct of
nationhood located through attachment to a specific territory or place. However, the
elements of mobility, evident in the growth and physical movement of the geasbes
trees (and embodied through individuals passing through the Parliament complex)
intimate the need toot stay fixed in one particular place or within one particular mode of
thought. Like the Actor Network Theorists, philosopher Elizabeth Grosz, irgdriesthe
connections between the practices of philosophical thinking and architectugal, desi
argues against a binary between nature and culture. Grosz asserted that
The natural must be understood as fundamentally open to history, to
transformation, or to becoming, as open as culture, as innovative,
temporal, and historical as the purview of social, psychical, and cultural
life. The natural is the domain of bodies, the domain of materiality, which
IS not to suggest that bodies and materiality are thereby somehow outside
of culture?®®
By connecting natural elements to the socio-political fabric of theaeht through its
architectural performance, the very materiality of the Parliam@mplex fosters an ethos
of interactive and improvisational thinking and working. Miralles’s drawing$zezhin
the structures of the Parliament, acknowledge an awareness of the img@aoiftan
connecting cultural antecedents with future technological performancesisélof

natural elements is an attempt to bridge this perceived gap, but they could also been see



as tokenistic, aesthetically-pleasing arrangements of the physacad that do not
actually impact those working on Scotland’s behalf.

When looking at how the Parliament’s early legislation correlates with this
geocultural awareness, it becomes clear that thinking about how to promote
environmental stewardship has been a priority for MSPs. A bill that abolishéddl f
tenure existed as part of the Parliament’s ambitious inaugural agenda.elfgplac
hundreds of years, this system still allowed (at the end of the twentieth ¢gentury
individuals to preside over matters affecting the use of land that they did not ovghbutri
but to which they had more of a say over the use of than those living and working on it.
Likely, the Scottish psyche still suffered from scars created by the bhgtaiand
Clearances, those events carefully withheld from view during the 1822 pageadwt, near
two hundred years before the Scottish Parliament’s remounting. The Parl&ament
decision to include the stewardship of land within their first round of legislationleeivea
a desire to take back what they saw as being crucial elements of whatSuaekaad—
namely the soil, rocks, hills, coastlines, and farmland. This reclaiming dtgrr
gestured toward a “national rebirth” that protected natural resourcesagsdwlife
(farming, fishing) dependent on these lands. Another early bill that passed quailbét
for the establishment and conservation of National Parks, a process alnestlyai#t at
sites in England and Wales. This bill safeguarded the natural resouroebgfdlens,
and hills and created a path for further tourism ventures in Scotland with the prospect of

boosting local and national economfés.



As in the case of the National Theatre of Scotland, however, where Artistic
Director Vicky Featherstone voiced the need to retain an element ofkisg-tdter their
first year once critical reception and/or public approval threatened to irfoybact
programming, the Scottish Parliament has also garnered critique about it ngt taki
enough risks, especially in the challenging of land use and ownership in Scotland. A thir
proposed bill during the Parliament’s first session, which was not officiallsteshantil
2003, concerned another aspect of land reform. This legislative act, considemdey
to be a “flagship bill” for the Parliament, established guidelines whem@bynuinities
would be able to purchase the land upon which they lived once an independent owner put
it up for sale. This type of collective ownership would help communities to meet the
needs and to find innovative ways to utilize their resources within, for example,
agricultural, heritage, and tourism markets. The bill also set out to defirte afrig
responsible access for walkers and climbers who had previously been unable to use
particular paths or routes that crossed individually-owned parcels of land. Andy
Wightman, who has written extensively on land use and ownership in Scotland,
expressed his concern with the delay of enacting this piece of land reforlatiegide
read Parliament’s hesitation as evidence of a “lack of radicalism and purgbae a
growing sense that such powers as will be created [i.e. the Scottisinfeat] will make
little, if any, change to the way Scotland is own&8.This comment reflected the views
of many who wondered at (and continue to question) the efficacy of devolution and
efficiency of the Scottish Parliament. Would their decisions improve thediv@sots

across Scotland or solely benefit those in nearest proximity to the Parfiame urban



locales? Was it even possible to effect radical changes within theefinst of the
organization’s constitution? The Parliament, like the NTS, faced greattakpas from
Scots at the time of its inception. And the worry expressed over each of theagonstit
points to the ambivalent roots of each endeavor. Like the NAGME events, however,
the Parliament’s quick enactment of these two early bills, and their evpatising of
the third land reform bill, indicates a desire to resituate Scottish pobecthéy
theatrical, legislative, or both) within the very specific locales of Sndts physical
territory.

In addition to creating legislation that protects and links places acrofar&l,
the Parliament also forges symbolic and physical connections betweentitmlata
Holyrood and other parts of the city and coun8gme critics of the Parliament argue
that its post-modern, organic-looking aesthetic does not fit well with theystatiédings
that reside throughout the city. These other buildings, arguably viewed as cdrmhtra
of political power during the capital’s earlier manifestation during tleeodg
Enlightenment, present a hierarchical system of ordering not identifiechasagteristic
of the Parliament complex. In terms of its historical consciousness of Edinburgih,thou
the Parliament produces a complicated fashioning of history by folding Queensberry
House into its architectural arrangement. This seventeenth-century hangdukto
James Douglas {2Duke of Queensberry), who became an extremely unpopular
Edinburgh resident once Scots suspected him of accepting a bribe to gather support for
the 1707 Treaty of Union, which sealed the fate of the former Scottish Parliament

Including Queensberry House into the design of the current Parliamermiscaeat



provocative, ironic temporal and spatial loop with the historical conditions (both past and
present) of the Parliament and of the transference of governance frdem8c¢ot
London and then (partially) back again to Scotlaid:his architectural gesture not only
links the Parliament to its own contentious history but connects its currerm ttepre-
industrial and pre-Enlightenment era of the city.

Just beyond Queensberry House stands Canongate Wall, which runs along the
northern side of the complex and, through its reinforced concrete constructionaoffers
degree of protection to the Parliament. Instead of standing solely as awdefeaasure,

however, the design of the wall incorporates stones collected from quarass ac

Figure 5.5: The Canongate Wall with a drawing of

Figure 5.4: One of the twenty-four Edinburgh based on a Miralles sketch. Photo by autbr.

Canongate Wall stones that bear an
inscription. Photo by author.

Scotland; the multi-colored and textured stones are a patchwork of sortptbaents
the physical differences across the nation and the durability of the nation emident i

geology. Twenty-four quotations etched into the stones contain proverbs, biblical



guotations, and the words of eighteenth-, nineteenth-, and twentieth-centurshScott
writers3°° The words evoke feelings of intense pride and sorrow related to different
historical moments and to specific aspects of Scotland’s landscapes. €aErsyyoetic
journey across time and space acts as a form of heritage production thaicte st
seamless duration of history, meant to infuse the imaginations and, perhapsesdiviti
those who walk along the way, read the inscriptions, and recall their favenigeylit
works. These words also physically connect to a stenciled outline of Edinburgh’
cityscape, an image based on a sketch by Miralles during one of his stays in Edinburgh.
This engraving winds its way along the wall from the quotations and towards the public
entrance. The view of Edinburgh depicted through the materiality of the wallatsnne
this part of Holyrood to the buildings that reside further toward the city centr@. the
inclusion of Queensberry House to the inscribed stones and Edinburgh sketch, the
Canongate Wall provides a preliminary introduction to the Parliament by conntniting
twenty-first-century site to the city and country in which it lives and fasrwit
ostensibly works. At the same time, however, the use of these collected and drganize
stones and quotations positions the Parliametitedsearer of these histories and sites, as
a legitimated site that represents fairly the diverse peoples thatiserthese
communities.

In order to synthesize the relationships suggested by the Parliamentsroterm
interiority and exteriority, transparency, nature and culture, and conngditititn to the
Debating Chamber as a case study. As | enter the large room, |, liké&Sthe &nd their

guests, walk beneath an archway created by the Arniston Stones. Origaraty the



pre-1707 Scottish Parliament, these stones were then used as part of a bridge on the
grounds of Arniston House, just outside Edinburgh, before making their political
reappearance in the Parliament. These stones, like Queensberry House yoftesle s

and material connection between Scotland’s political history and its contesnpora

political moment fleshed out by this Parliament. They also imaginatividyHis

Holyrood site with another area of Scotland where the stones temporarilydrdsgide

the Debating Chamber, | feel somewhat disoriented by the spacious rdoitswered

rows of seating and high ceiling that invokes a nautical design. The invertediad

oak beams overhead thrust down toward the central space and are connected through a
system of stainless steel joints. The ceiling resembles an upturned boait kel

concave shape and plank-like wooded base. Images of the Garden Lobby skylights come
to mind because of the ceiling’s curved shape. Sunlight (when cloud cover alloys for it
pours in through the high windows that reveal both structural components of the
Parliament buildings as well as scenes of the outdoors (birds flying, closglagha

people walking). Many of these windows (see Figures 5.6 and 5.10) face the 129 MSP
desks, positioned several rows deep in an arc, which can be rearranged as needed. This
room’s shape distinctly contrasts the confrontational style of Westnijskermbers,
repeating the calls for social interaction and collaboration echoed tloatutije

Parliament complex. Charles Jencks believed that the room “opens up the sidds, so tha
conversation and consensus come before disagreement, at least archit&ctbrally

Beyond and above the MSP desks, several viewing areas provide seating for journalists

guests, and members of the public who want to watch parliamentary proceedings that ar



Figure 5.6: The upper galleries of the Debating Chaber.
Please note the roof design. Photo by author.

not mediated by the television broadcasts, enabled by the dozens of cameras tord moni
scattered throughout the room. Writing about the performative nature of kinecaore

of the Salk Institute for Biological Studies, Kiel Moe proposed that the compiéansy

of pipes that snake throughout the large complex operate as an “integrating hub” for the
research laboratories, effectively creating their own experimspsaies’? | observe a
similar process of integration occurring within this Debating Chamberodk®eams,
direction of seating and placement of walkways, wires and monitors, microphones and
lighting instruments, emphasize a certain knitting together of, for exampletxbje
technologies, political beliefs, MSPs, and journalists’ narratives. If peafocas in this
space become solely based on integration (and consensus), with participants and
spectators only locating points of common ground however, then the Debating Chamber

leaves no room for discord and dissent, primary building blocks of democratic practices



These moments of disharmony, ideally, help to develop the effective, far-reaamihg
sustainable laws desired by the Parliament in its performing devolutiowagsta
address, for instance, issues of social inequality and access to, for exampdé, natur
medical, and financial resources.

As the Parliament attempts to model a creative and attentive resp@rse t
uncertain political future, it simultaneously acts as an anchorage and a af poi
embarkation, as identified by James Robertson in the aforementioned poem.
Incorporating elements of sustainability into its material design andduamy becomes
one way for the Parliament to understand and evaluate the kinds of maneuvers and
relationships it practiceérchitect Donald Watson argues that the notion of
“sustainability” derives from ecology. Sustainable architecture dersielements such
as energy efficiency, the quality of indoor air, pollution output, and the reuse of building
materials as architects draw up building plans. Watson cites the work of AlmansL
whose central argument Watson reads as “the basis of eco-technology, thehagiaba
design, technology, and science applied creatively can leap-frog cuaettegs with
innovations that dramatically reduce energy and environmental costs while improving
economic productivity 3 In this formula, then, the creative use of design and
technological performance can ensure a more environmentally-friendly apbpooa
building without sacrificing an economic imperative. In the case of the Scottis
Parliament, this necessarily mindful mode of design emphasizes connectioesrbttes

Parliament and its immediate surroundings.



The Parliament complex resides on a “brownfiéftf;the former occupants of
this site contributed to an important Scottish industry: brewing. As home towillia
Younger’s eighteenth-century brewery and later the twentieth-centucg®if Scottish
& Newcastle plc, the Parliament’s location lies at an interesting cgenee of points in
Edinburgh®® which | discuss later in this chapter. In addition to engineers and
construction companies procuring construction materials from Scotland, Europe, and
South Africa, they also created gabion walls by collecting stones used dursigethe
previous incarnation as a brewery. This reuse of materials links theniantito the
industrial and socio-economic history of this particular site, and this coltadrocd
local and international resources comprises the Parliament site. Insitajltivegs
perform on several scales to achieve sustainability. Recycling takestiptaagh a
system that captures and reuses water; natural ventilation cuts down on the ae&ed for
conditioning during the (infrequently hot) summer days. In addition to the recycling bins
and paper used from recycled waste, the building also purchases 100% of itstglectri
from renewable sources (wind turbines, hydro, and biomass) and solar panels on its
Canongate building helps to heat water.

In assessing the technological performance evident in the Parliament’s
architecture, the application of a quantitative evaluative framework resesdsn
problems and inadequacies. These shortcomings expose, in part, the difficulty in
technological performance as acknowledged by McKenzie since it “isdatskhllenging
and moving target®° When the Parliament was under construction in 2001-2002,

BREEAM,**" a private consultancy, issued a series of reports that assessed the presumed



environmental impact of the Parliament. What kind of ecological footprint wowddvel
as it mapped out routes for a successful future for Scotland? The reportscfisess
“performance of the building at certificatiof’® (certification was completed well before
the buildings were fully functional), rating three of the complex’s buildings as
“Excellent.”®**® While these assessments predicted a high-performing faciligntrec
information reveals that the Parliament has not yet achieved its environigesital
Environmental correspondent Jenny HawortiTloé Scotsmanewspaper reported that
the Scottish Parliament fell short of the EU’s January 2009 deadline of implagienti
Energy Performance Certificates (EPCSs) in public buildings acrossaSdofccording
to Carbon Trust, a UK-based consultancy, “The likely impact of EPCs should be to
differentiate good from poor performer8®This evaluation, which rates buildings on a
scale of A to G, aims to reveal shortcomings in the efficacy of buildingrrakstand
design and in the accountability on the part of those managing its systenwsttiHaw
reported that in the Parliament “A ‘draft’ Energy Performance Ceatéiadisplayed on
the wall of the visitor area shows two small sections of the overall building adradye
rating. To be considered "good", it should have achieved B89, although the
buildings aim to function sustainably and to become a civic and environmental model for
other public institutions and buildings across the country, its current mode of operation
has not yet hit designated benchmarks.

The two dominant ideas forwarded by the Parliament’s design and matéadaliza
are the need for collaborative movement and for adopting a geocultural peesgecst,

the Parliament’s resemblance to a university campus as opposed to argagle g



assembly room pronounces the need for MSPs to discussion, question, assess, and
propose ideas and for these parliamentarians to work with other local and national
governments. The number of buildings and the physical connections between them imply
a desire to keep moving, to change positions or perspectives when needed, and to revise
earlier gestures of governance (such as those produced in WestminsgteilB they
deconstruct certain types of government structtfrney construct their own means of
legislating and producing Scottish subjects who must contend with the currstatiegi
process. Second, the buildings repeatedly call attention to the world beyond the
Parliament’s walls: the passersby, sky overhead, plants and trees, araitpthe

buildings. Parliamentarians have a responsibility to remind themselves of the
ramifications of their decisions, although this informed perspective has notdteppe

MSPs from being mired in controver$y.The physical spaces address the aspirational
gualities of the Parliament’s founding principles as they integrate arshstisveen

nature and culture that shapes and is shaped by the political process. Within this
labrynthine structure, both Miralles and Dewar imagined a type of nation defined b
experimentation and improvisation as Scottish Parliamentarians labored ® &ecur

positive and productive future. This future required the participation of Scots from

various sectors who felt that they, too, had a stake in the Parliament’'s sacckess

MSPs and Parliament staff considered ways for the public to learn about acigatart

in the legislative process through creative and engaging means.



Political Performances at the Parliament

In this next section, | revisit the Parliament by way of its cultural paradig
performance where efficacy (or an ability to effect social chamgeue, is linked to a
claim to accessibility. The ability to promote and to ensure access(aititgng
individuals, between institutions and individual citizens, and between Scots and the lands
of Scotland) is an important indicator of the Parliament’s ability to govermaBdofThe
modes of cultural performance that | explore here combine elements of the teraholog
and organizational performances present in these buildings but they also positimin Sc
citizens as both active participants and as passive spectators, which suggests a
ambivalence in the projected ideals regarding the involvement of Scots within thi
ostensibly democratizing process. | begin outside the Parliament complex lnedogs
how its Holyrood location informs the actions taking place indoors. | then scrutinize the
development and programming of its Festival of Politics established in 2005. A® | mov
from the Parliament’s relationship to two specific neighboring culturatutisns and to
the theatrical performances taking place indoors, | ask how the Parliansecta,(
culture, economic, historical) placement within the city enters into dialoghether
kinds of touristic venues.

| arrive at the Parliament nestled into the bottom of the Royal Mie afilking
passed important civic and cultural institutions, as well as Festival pergroreatively
impeding the progress of walkers. Glancing across Horse Wynd, | seedhe &fal
Holyroodhouse, the Edinburgh residence of Queen Elizabeth 1l and family. Qrawin

thousands of tourists each year, the Holyrood Palace, according to archateaid R



Maclnnes, Miles Glendinning, and Aonghus MacKechnie, “was Scotland’s key project of
the later 1 century...the Stuart monarchy, proud of their ancient lineage, paraded the
past, but also looked to the future, presenting a powerful architectural imageof hist
and strength as well as great sophisticatfohBuilt on the remains of a twelfth-century
Augustinian monastery, the Palace was built to reflect the enduring ravhthe Stuart
reign in Scotland, which, unbeknownst to them, would end a few decades following the
building’s completion. By using a then contemporary Neo-Classical design tha
incorporated extant elements, such as a sixteenth-century tower, the G&péoyed
history to signal a lasting future, enacting an historiographic intervenactiheir
architectural arrangement.

The placement of the Scottish Parliament across the street from thnstsites
the Parliament with several layers of meaning. “Abutting the city’s megirta axis,”
observed cultural geographer Hayden Lorimer, “the parliament is embeddadition,
a new point of interest punctuating the trip between castle and palagaé ever-
circulating open-top bus tours, which carve out particular pathways through and around
the capital, transport visitors from one area of the city to another, from the ©@abe
Parliament and Palace. While the architecture of the Parliamehti{svgost-modern and
organic assemblage of materials) and the Palace (with its Neo-@lak=sgyn that
foregrounds order and unity) stand in direct contrast to each other, both designs blend
elements of the past with aspects of an imagined, sustainable future. Tmeitgrokihe
Palace to the Parliament also visibly marks Scotland’s ongoing relationisihifhev

British monarchy and the United Kingdom; its three flying flags—the 8dllipss, the



Union Jack, and the European flag—signify a complex relationship with various
governing bodies and physical territorfé8Along with the Palace of Holyroodhouse,
another nearby building completes a triangle of tourist destinations in Holyrood,
accessible to visitors via that open-topped bus tour.

Our Dynamic Earth, an interactive, multi-room exhibition about the geological
and geographical composition of our planet sits just a few dozen yards south of the
Scottish Parliament. The site, built between 1997-1999 with funding from the
Millennium Commission, incorporated additional parts of the Scottish & Newcastl
brewery as well as the British Gas Works building for its foundation and topped the
extant bricks with glass walls and a white canvas-like structure thas sV roof.
Several masts pierce the curved canopy roof, supported by connecting cables. Our
Dynamic Earth declares on its website, “Just as its neighbours the \lertidofyood
Palace and the new Parliament building use architecture to suggest pahticaion, so
Dynamic Earth uses architecture to connect natural history to human andfeitit’li
Outside of the building, large slabs of rock denote particular geological erlashéyi
form a terrestrial frame for an outdoor amphitheatre that faces the soutlofnh#s
Parliament complex. The exhibitssidestimulate awareness of contemporary
environmental issues through a genealogical display of earth’s evolution. The
presentation of the perpetual, reciprocal impact between the natural elerheut
planet and the practices of individuals and institutions makes me consider how my own
daily actions impact this cycle. In addition to serving this pedagogic fum¢kiough,

this tourist site also operates as a corporate venue, attempting to contiediiaignt



itself in economically sustainable ways through gala dinners, receptiontmgseand
conference&!®
This trio of sites then—the Parliament, the Palace, and Our Dynamic Earth—

marks Holyrood as dynamic, historic, environmentally-conscious, and adaptablet-a mult

Figure 5.7: View of the Scottish Parliament from Ou Dynamic Earth.
The geological stone slabs stand in the foregroun&hoto by author.

faceted tourist destinatiocumpolitical and ecological workplace. Although each
building makes visible different kinds of performances, they work in concert to
strengthen the economic viability of this particular urban area. Walknogseand

gathering in their interstitial spaces allows MSPs, Scots, Brits, aeidfovisitors to take

in these very different but connected sites that call attention to the stakesiaoal pol
consequences of the development of Scotland’s geography, history, and socio-cultural
practices. And if | choose to do so, | can purchase souvenirs at each localemidbeeme

my visits and wanderings and the pronounced and implicit missions of each institution.



The cultural performance paradigm of the Parliament not only exists in its

relationship to these two buildings and institutions, however, but it has also taken shape
through the Parliament’s liaison to a festive Edinburgh at its most busthegriithe
summer months. Following the excitement generated by the Parliamentiagppe
ceremony in 2004, MSPs and staff discussed how they might find ways to inject that
initial enthusiasm and welcoming atmosphere back into the Parliament site iarttiesm
and years ahead. They wanted to invite Scots and visitors into the place wh&atotsgis
enacted policy while simultaneously exposing and promoting the Parlianrgatisr as
an exhibition site to visitors from elsewhere in the British Isles, Europethanworld.
The Parliament, like Our Dynamic Earth, also began to host events for worldsl@ade
the areas of politics and information technology, for exanipl&jeeking creative ways
to “bring politics to the people,” they took advantage of Edinburgh’s self-proclaimed
moniker of Festival City when they created a Festival of Politics (FoP) in 2005.

By making use of the summer recess to stage various panels, performances, and
discussions, the Parliament continued to produce an active political environment by
inviting writers, performers, historians, journalists, arts administratodsseholars to
address festival-goers and to prompt debate about relevant socio-economic and
environmental matters. Particular artistic events (musical condesdrital
performances) buttressed the discussions and debates. If the 2004 process®drilvaar
opening of the Parliament’s building in a spectacular celebration of Soedi®nhood
in which the citizens functioned as spectators placed along the central cortioer of

parade, then the festival offered an alternative, dialogic mode of congreisgim w



potentially, citizens engaged with the processes of government by attending a
circulating between different sessions over the course of several days.

In order to track the social efficacy of this mode of performance at tharRarit,
| situate the FoP in the larger Edinburgh festival atmosphere to ask whatisesfios
the Parliament in joining the network of festivals alive during the city’sxseinmonths.
Concerning domestic affairs, the act of opening the doors to the wider public and
constructing a less formal atmosphere for citizens seemed to enablettre todearn
about the building and the activities of government. This, in turn, familiarized thie publ
with normally distant or opaque processes of lawmaking and offered an oppoxunity t
engage with legislators face-to-face. In terms of internationaloe&tthe Parliament
promoted itself to a broader audience by capitalizing on the influx of tourists wéo pas
through Edinburgh each August. These tourists then returned home with images and
memories of Scotland’s active and user-friendly political system. Alotigthwese
potential benefits, however, several questions arise. Would this festival tend towar
creating a more informed public or would its composition only highlight a naretavdf
interests as it forwarded particular political ideologies to those indzttee? Would it,
like the Edinburgh Fringe, be criticized for not being Scottish enough? Would itgalrive
bring politics to the people ultimately create a passive space for audesegtion rather
than an enlivened, accessible space for civic participation?

In realizing the FoP, any potential socio-political and cultural advantagss m
confront technical and logistical regulations. Here the need for efficaamtygmooth

operational flow comprised within the organizational paradigm of performévatecc



against the call for innovation that could make politics a fun and creative collaborat

process. The danger in that collision is that concerns of scheduling, the technelbgy us

for ticketing, the marketing strategies used to gain audiences andithe&tsavvy

required to archive the exchanges in the FoP sessions all begin to shape dmenemtir

and the experience of the festival as well erect particular limits, fanpbe, in the scope

of discussion topics. As the FoP developed, it utilized the communication infrastsucture

already established by other August Festivals. FOP programmer aiaani@at!|staff

member, Chris Berry, aware of the benefits of the extremely busy festtimakphere,

addressed the ways in which the FoP organizes its ticketing through the venue tha

handles the International Festival, shares speakers with the Book Hestigalay to

offset costs and generate public interest), and advertizes in the massijeeHastival

program>2° By linking the FoP to these extant cultural arenas, the Parliament, with its

decisively smaller festival program, quickly entered the cultural miliebeo€ity during

an extremely busy tourist season.

Announcing its inaugural festival, the Parliament’s website proudly exdaiaime

The Edinburgh Festival calendar may be nearing its end, but the fun,
drama and excitement of the Scottish Parliament’s first Festival aicBoli
is just beginning...the festival...will bring together the worlds of politics,
media and the arts in one of Europe’s most exciting buildings...[It] will
celebrate the role of the arts in developing a sense of self and

community>?*



Through this proclamation, the Parliament discursively constructedatsalttaging

ground for fun and exciting events as it linked the drama of the Edinburgh Fesiivals
arguably, the theatricality deployed in the realms of politics and the meadia. B

connecting itself with the “excitement” of the Edinburgh festivals, and rbttive

growing cost of attending these festival events, the Parliament doredgd a dynamic
environment full of possibility. Additionally, many of the FoOP events are fréleet

public, although some sessions cost up to £5 (or £3 for concessions). By deliberately
positioning itself within Europe (as opposed to within the UK) in the above quotation, the
Scottish Parliament proposed an architectural and political alliance withEathepean

countries, available through an acentricagenda. It put the Parliament on equal

Figure 5.8: 2007 Festival of Politics
Program. Author's Collection.

footing with the autonomous states that comprise Europe and suggested an international

dimension to this undertaking. The ambiguous “role of the arts” implied a widk efvat



cultural practices and events that would feed into the ongoing development of Scotland, a
process reignited by devolution. The festival sought to mobilize a new culturally-
informed, politically-motivated Scottish citizen within the house of governrhant t

could then circulate beyond the Parliament complex.

Sessions at the 2005 FoP primarily focused on Scottish politics and identity,
laying to rest questions of whether or not this event would be Scottish enough. i@perati
as a forum to promote civic nationalism, the FoP program included sessions corgtentrate
on democracy in Britain, gender and politics, and a five-part sequence of elkts ¢
“People and the Land.” The inclusion of these latter sessions pointed to a sustained
concern about the ownership, use, and stewardship of Scottish lands (made evident earlier
during the first round of legislation and through the Parliament’s archiggcithis
forum, however, labored to target a much larger group of individuals to discuss and
debate various facets of the relationship between Scots and the environments in which
they lived and worked, to both inform the public and to hear from them. That year, the
“role of the arts” was explicitly manifested through political song perfages and
workshops, a one-woman performance of late eighteenth-/early nineteenthygemt,

Lady Nairne, and an outdoor performance of Liz Lochhead'sMkry Queen of Scots
Got Her Head Chopped Offy the Holyrood Amateur Theatrical Society. The artistic
rendering of historical figures (Nairne, Mary) in this opening festival carddbe
Parliament to the Scottish past and, in the caséany Queen of Scatinked the
Parliament to its regal neighbor, visible to the spectators seated on the paadsca

amphitheatre outside the Parliament’s doors.



In discussing the FoP’s first few years, Chris Berry recalled, €EMaaits were
themed to be interesting and political, but not necessarily party politidadxqtore a
diverse range of subject¥? | interpret Berry’s observation as a possible link between
the FoP agenda and that of the Parliament complex’s design, which does not pit one party
against another but, instead, offers a place for discussion, debate, and contemplative
policy-making. While the Festival program team hoped to explore a diverse field of
political topics, the fact that only a few people chose the events meant that cer
perspectives would not be taken into consideration. This apparent lack may have been
subsequently acknowledged by the team, however, since the Parliament temkacrea
webpage that asks for suggestions for a particular theme, session topicker &pehe
2009 FoP, which will mark the fifth anniversary of the festival and the Parliantentts
year in session.

As | examine the degree of social efficacy of the cultural perform@areaigm
inaugurated by the Festival of Politics, | focus on two theatrical evamsg Ha's 2006
Legislative Theatre performance and Rowan Tree’s 2007 productidmecfourney of
Miss Jeannie Dean3hese two different performances epitomize some of the desired
intentions and creative designs of the FoP programming as well as shortfetlns of
social efficacy, political engagement, and participatory citizenske fifst event
created a (Augusto) Boalian forum theatre experience that asked auddieplegsthe
role of spect-actoras we observed the unfolding of two different scenarios and offered
suggestions to re-model discriminatory situatitfighis event questioned the very

principles of the Parliament, namely accountability, participation, and powenghas



the format questioned what constitutes citizenship. Lung Ha'’s theatroalgointed to

the construction of social boundaries (real and imagined) and enabled spiritedidiscus

Figure 5.9: Lung Ha's Legislative Theatre
Program. Author’s Collection.

and debate, appropriate for the Parliament building. Rowan Tree’s 2007 performance was
an adaptation of Walter Scott's 1818 novidie Heart of MidlothianThis play, set in
early eighteenth-century Edinburgh, primarily focused on the journey of Jdaeanes
from Edinburgh to London to plead for her the life of her sister, who had been found
guilty of infanticide. In addition to staging this individual’s determination and geanas
journey, the play briefly called attention to issues of legal justice and pblitic
intervention. In my readings of these two creative performances | theyipromoted an
ethos of active participation and what limits they expose to the different modes of
performance produced by and through the Scottish Parliament.

In 2006, Festival organizers programmed an event with Lung Ha’s, a company
comprised of actors with learning and physical disabilities that has beéngitbaatre

production since 198%* Their performance examined issues of equality and



accessibility in everyday situations encountered by members of the disablenunity
in Scotland. Although identified as “Legislative Theatre,” the company £ ple@rged
from Boal's format in that it did not lead to a debate with politicians about the i$&tes t
it presented. Instead it used forum theatre to bring attention to these soctaiiskties
by creating an interactive site fepectactors This performance configuration
encourages audience members to propose alternative movements, gestures, aed dialog
to the given scenario, which either the performers or the viewers improvisbargoane
in order to rehearse the suggestion and promote further discussion. By foregro@ding t
process of theatre-making and the construction of social relationships, Liswgdila
arguably enacted an embodied corollary to the systems built into the Patlthate
suggest movement, adaptation, and process over a fixed political identity.

Situated on the first floor in a small room currently used as the Parliament’s
creche, the performance environment for this piece enabled all partidipémtsis on
the bodies in the space. The evespect-actorsvere comprised of teactorsand
approximately fortyspectatorsNon-Lung Ha’s participants, like me, sat close together
on one side of the small room. The piece did not create a discernible theattiiogl(set
backdrop, curtains, or props) and employed only a few basic furniture itemse(andtz
few chairs) suggested the different scenarios. The room itself and thetioollof bodies
within it became the materials of the theatrical event. After fatifgebriefly introduced
the session’s format, the company showed a short video about Independent Living, a
community website providing information to disabled and elderly peoples in the UK.

Following, the video, Lung Ha’'s company staged two different scenarios: aitmized



the lack of wheelchair access to a post office and the other portrayed ayaboalve
relationship between a caregiver and her client in a café. In each oftleess, the
convergence of public spaces and behavior intersected with private interests.or |

After presenting the first scenario, the facilitators paused the penfme and sought

input from audience members. They encouraged not only our suggestions about how we
might remedy this situation, but they asked us to physically join in the scerdemaor
change the direction of it by rehearsing possible solutions.

As a “reflection on reality and a rehearsal for future action,” (how Besdribed
forum theatre}?° the piece presented by Lung Ha's asked those in attendance to consider
how they might re-think or re-play their own encounters in these settingsl as \wee
steps that they could take to ensure the enforcement of existing lawsnggardi
accessibility. This performance, in tandem with our location in the Parliazopilex,
created a dynamic, intimate space for discussion as we contemplateceaadti
effective solutions. Yet did this production do any more than purge its participants of
frustrations over daily injustices? By being housed within the Parliamepdyiasf this
FoP programming attempting to make policy-making a more personal actieity, t
session seemed to move beyond an idealistic gesture towards social astegd; the
room and interaction within it became an active rallying point once problems were
identified and articulated via bodies and voices. Making visible the limitatignssia
by physical boundaries generated within a particular physical environment @fpoest
or café), became the first step to tackling a complex problem, offering toveagage

with a participatory democratic system.



Through its use of forum theatre, this performance also labored to make visible
the boundaries imposed through theatrical conventions that divide the space between
performers and spectators. As it acknowledged this common practice of-tha&ing,
the performance simultaneously addressed the entrenched roles and hiepaeskias
in this case, Scottish society. By continually shifting the visual and discucsivs of
the scene (through the involvement of audience members and the piece’s dramaturgy of
producing two different scenarios instead of one cohesive narrative), the seksibn a
for collaborative engagement and a rethinking of creative means to addreks socia
inequality.“The piece was about political experiences,” argued Chris Berry, “And that
was a great opportunity for people that quite often are not necessaril\edrtyaagtly to
talk about how society and politics affects them, to get their messags. Zéfdtere
Berry reluctantly critiqued a political system that does not actiwesi 0 democratize
its constituencies by addressing the specific problems of a particidasrasecial group.
This sentiment aligns with part of the thinking behind creating a Festialiics to
address important issues and problems with Scots—and others—within the “big house of
change in Scotland®®’ Lung Ha’s contribution to the FoP complicated a single
understanding of citizenship and (dis)ability as it literally re-played emysnof denied
access and unfair working conditions experienced by Scots across Scotland. The
performance structure encouraged interventions into the socio-poliéicahtitions that
occurred, attempting, in the wheelchair scenario for example, to develop supporissyst
and more physical access for bodies circulating throughout Scotland’s townsesd cit

Although not every spectator leapt at the opportunity to join the action taking place “on



stage,” | observed concentration on the faces of my fad|meet-actoravhose verbal
contributions repeatedly shifted the tenor of the scenario. Several kinds ofticarssac
occurred in this politically potent space: bodies, gestures, thoughts, and personal
experiences moved across the small room as the stakes of these scerameshaee
visible. As one woman seated in the “audience” section reluctantly volunteer&d to ta
the place of one of the actors, the energy shifted again as she sought to tey out ne
approaches to the scene. While not fully successful in terms of reachinighaepos
solution (no easy answer was attained, no piece of legislation was proposedjthe eve
emphasized the necessary ongoing interaction and collective problem-swehed to
democratize.

The event staged difficult questions concerning active citizenship in
contemporary Scotland. What are the boundaries or limits of social policies? Do
citizenship rights actually includsl Scots? What kind of social movements can and
does the Parliament promote and implement? This event opened up a format for
recognizing a social problem, questioning the conditions that made this problebigyossi
and encouraging all of us present to seek alternate solutions to a given situation. By
informing audiences about a social encounter that may normally remain in qirepaki
vision, if it appears in our visual field at all, Lung Ha’s performed a peda@agition
that asked us to carry these ideas and scenarios beyond the walls of the Parliament
Through a more informed perspective, we can act to promote more equitable social
relationships. The performance also showcased an arguably peripheral room of the

Parliament complex that was used because of loose beams in the Debatingr@hambe



meant no FoP events could take place in it during the 2006 sessions. Lung Ha’s intended
goal with this theatre event was to create a space for “empowering the audiemake
change and work in solidarity with the performef€ By emphasizing that we are each
social actors within the networks of Scotland, they anticipated an active mode of
citizenship both within and beyond the walls of the Parliament complex.

Another theatrical event staged by the FoP the following year in 2007;hveas
Journey of Jeannie Deansritten by Judy Steel and directed by Catriona Taylor. The
dramaturgical arrangement of this performance retold a familiariSceitent in a locale
in close proximity to the play’s setting. Two main narratives compriseeWatiott'sThe
Heart of Midlothian from which Steel drew her dramaturgical matefaie plotline
involves the lynching of Captain John Porteous following his firing into an Edinburgh
crowd that had begun rioting because of Porteous’s cruel treatment of a condemned man
who had aided his accomplice in escape. Known as the Porteous Riots, this 1736 incident
still lingered in the minds of many Scots and, physically, in the remainicggad the
gallows in the Grass Markets. The central narrative of Scott’s tale, howewneerned
Jeannie Deans who walked from Edinburgh to London to plead on behalf of her sister,
Effie, who had been condemned for infanticide when she was unable to produce her baby
in court®® The tale of personal struggle framed within a larger socio-politiaze iss
national import (the quelling of Jacobite antipathy, the loss of the Scottishriank) is
a narrative structure familiar to Scott’s readers. This favored formagaat course,
deployed inRRob Roy Macgregomvritten just a few months prior tdidlothian. The

particular retelling of the story staged by Rowan Tree at the FoP paretgjtiey text to



an hour’s performance by focusing almost exclusively on the individual sitifanhis
family and the heroism of Jeannie. Although the dialogue included a few linesraagcer
events in Edinburgh and the state of Scottish politics in the years followidgtiod
Union, the performance relegated the socio-political dimension of this mometerge
conflict in order to foreground Jeannie’s journey south.

This tale proved complementary to Scott’s political leanings, since he fies, a
all, a determined Unionist. The performance used the courageous, successfubctions
its protagonist to counter Scotland’s lost political autonomy. Jeannie’s risdlesa
political ashes disclosed the strength of an individual on a difficult pilgrimagienge
the benevolence of sovereignty performed in London. While the play had the potential to
align itself with the questions raised in Lung Ha’s Legislative Tkeaatextremely
salient ways by calling attention to the impact of Scotland’s policies on dudili
citizens, the geo-political constitution of Scotland, or the kinds of physical andl socia
movements necessary to enact social change. This dramaturgical campuosgitit have
also induced audiences to find a renewed interest in and enthusiasm for itnestinga
Parliament’s historic roots. The production, as far as | could tell however, did not
encourage debate or discussion, which was particularly ironic given its pert@ma
venue: the Debating Chamber. (The ceiling was restored to working order in 2007.)

As | previously mentioned, the Debating Chamber is a large, open room with
seats for nearly 400 spectators. Aisles delineate areas of the MSPgj saatsformed
into the audience’s seating, and the viewing galleries became mezzanthbalconies

overhead. Rowan Tree’s production, in adapting the space for their purposes, used the



central platform, where the Presiding Officer usually conducts businesgjrasain

staging area. Two large topographical maps depicting Holyrood hung over bladksgurta

Figure 5.10: The setting forThe Journey of Jeannie Deanwithin the Debating Chamber.
Photo by author.

which covered the elevated seating and podium. These maps not only provided visual
clues to the audience about the specific location of the play’s narrative, dsgistia
outside the Parliament’s doors, but they also formed an impromptu backstagberea w
the three actors and solo fiddler changed costumes and concealed props. Apart from the
maps, with which the actors never directly engaged, other performance props exist

the form of small objects: a kettle, a bucket, etc. While most of the actionexntethis
focal point of the room, at times characters traversed the aisles, pastidulang

Jeannie’s journey to London to plead before Queen Caroline, wife and regent to King
George Il. In addition to these movements breaking up our visual focus, the actors each
portrayed several characters. These maneuvers displayed the dextéetacbts while
introducing additional characters, such as the Duke of Argyll and Queen Cardime, w

embodied the political conditions of this historical moment. By reiteratiag t



concentration of sovereignty in London (the only site that brings a happy conclusion to
the tale), the performance seemed to re-valorize a political inequalitgdre®cotland

and Britain by not questioning what was at stake in this encounter or in Jeannie’s plead at
the feet of Queen Caroline.

Since the performance so clearly focused on Jeannie, audience meminegd rece
lines such as “Holyrood wasnae built in a day” and “Do you think the time will come
when we’ll have air ain Parliament again?” with a bit of laughter, possihhtiresfrom
the irony of those lines being written nearly 200 years before devolution or bexdahe
inflated budget and protracted deadline resulting from this Parliament’s actual
construction. The narrative immediately disregarded these lines, howeiteetamed
to the personal situation at hand. The serious anxiety, frustration, and loss felt in this
early eighteenth-century moment in Edinburgh, amplified through the Porteous Riots
was transformed into clever, satirical side comments, rather than comdskigations
into what fueled such observations. Like the discrepancies made visible between the
architectural design and aspects of sustainable performance in thenBat]ithis
production exposed another kind of incongruity through its use of theatrical convention
and performance space. While the play might have created the opportunitydg portr
local account of how politics, law, and justice intersected, producing a comglicate
network of relationships between personal and public rights, for example, or to eecourag
debate around issues of social justice and imprisonment, the play returneaiyo its t
dramaturgical arrangement and its laudable heroine. By doing so, the production, and the

FoP, exposed a measureuoiderperformancen terms of the Parliament’s mission to



bring politics to its people. While Rowan Tree made no overtures about being a
politically-engaged theatre that sought to point out the stakes in the social ercounte
depicted in their production (in the way that Lung Ha’s operates) as an éatiiortive
network of the FoP, it exposed a missed opportunity to impact its viewers.

While the theatrical conventions and dramatic material deployed by Lusg Ha
troupe interrogated issues of social justice, political mobility, and cekeattion, the
dramaturgical structure used by Rowan Tree did not urge its audience to include
themselves in the participatory arena ostensibly established by thenRatlid he play’s
re-presentation articulated a national narrative in a familiar mode thatamaithe status
guo. Jeannie Deans played the quintessential hero, embodying reason and fortitude on a
quest for familial justice. This image of national subjecthood (not partigwestinct
from Francis Osbaldistone), differs from the under-construction and active mode of
Scottish subjectivity promoted by Lung Ha’s. Here, the subject, althougicaliys
mobile (able to traverse the same places as Osbaldistone in a reversénasute)ability
to effect change beyond her immediate family.

What made this discrepancy between the two theatrical presentations more
noticeable was the use of the Debating Chamber as the verlgafmie DeansPrior to
the play’s commencement, | was struck by this crowd’s resemblancepiza gudience
at a mainstream theatre venue. Basing my assessment solely on myevisepdipn and
not direct communication with them, the audience looked predominantly white, middle-
class, and middle-aged. The Lung Ha’'s audience, in contrast, included a much wider

range of ages and ethnicities. Unlike the performance venue of Lung Ha'sth@om



Debating Chamber’s space felt remarkably unenthusiastic. The room bE#hgdlhaith

its audience spread across such a large area, likely attributed to my iompraks,

unlike Lung Ha'’s forum theatre event that constructed and deconstructedotsnaerce
conventions in order to elicit participation from spectators, Rowan Tree operated
primarily within a proscenium frame-based arrangement. Movements withirsteg ai
moments of direct-address to spectators (and we were clearly frarseelcéastors and
notspect-actordiere) felt more supplemental or tongue-and-cheek than integral to the
embodied storytelling. The performers’ movements and interactions, therlyactua
emphasized the silence of the Debating Chamber and the lack of multiple peespec
Even the displayed Mace, a symbol of Scottish governance presented in a glass case
beside the main performance area, stood mute and explicitly unnoticed. A theatrica
performance in this space might have created a provocative opportunity to egamine
nostalgia that Doreen Massey identified as a “meeting-up (again)ckanwledgement

of the ways in which “home” (in this case, Scotland) has chati§&the necessary back-
and-forth movement of Massey'’s configuration might have materialized in a
performance’s consideration of the socio-political and cultural conditions of 1736 and
2007 in Edinburgh to tease out the implications of political governance and Scottish
identity-in-process. Ideannie Deanghough, neither moment received adequate time or
space within the FoP venue of the Debating Chamber. The show offered an opportunity
to sit quietly within the Parliament and not a provocative exploration of rsiee and

political efficacy.



If the FOP intends to match the Parliament’'s aims as a forum of partioijgaiib
power sharing, then it needs to seek out a variety of pathways. One futurewlirecti
according to Berry, might occur through the creation of satellite eventskiesplace
beyond Edinburgh’s borders at different times of the year. This decision would &hgn w
devolution’s decentering of political authority and generate something akia t¢TiS’s
HOME projects. Additionally, according to a report produced by the Scottish Parliament
regarding its 2008 FoP, participant surveys indicated that the festival masalsightly
more diverse group of spectators than its 2007 program did: the number of disabled
spectators rose from 2% to 11% and the percentage of non-white spectators increased
from 2% to 5% Clearly the Parliament has a long way to go to ensure that it creates a
more inclusive, democratizing, and accessible environment, but these figures augges
positive start. Also, interestingly, in its four years the FoP format hasebgwrted to
other nations looking to explore creative ways to engage their citizens and to
acknowledge the connections between artistic and political practices. In 208i8salFe
of Politics was launched at the Houses of Oireachtais Parliament mdlii€atober) and
the Flemish Parliament (November).Whereas Catalonia became a model fancdboot
1999, nearly a decade later, Scotland has become an innovative example for other smal
nations hoping to promote their local and national resources while forwarding timeir ow
political agendas.

Through this cultural mode of performance the Scottish Parliament presents and
produces a nation that relies on its artistic modes of production to engageetssdtnd

to disseminate information. Through theatrical and musical performancess paribe



nature and financial support of arts programming, and the use of artistictmedratend
with social and environmental problems, the Parliament showcases its rellmnce
creativity and innovation. Evident in the two productions that | investigated here, though,
tension exists concerning how to effectively utilize the arts to promote the famalati
principles of the Parliament: openness, accountability, the sharing of power, ahd equa
opportunities. By finding relevant ways to utilize the technological and organizationa
aspects of the Parliament (in the design of rooms, inclusion of MSPs, or deployment of
electronic media, for example), the Parliament can promote an active intemazfa
Scotland’s political past while finding ways to collaborate toward creatimgre just
future.
Final Thoughts

In its creative efforts to implement more engaging methods for citinangetract
with their elected representatives and legislative processes, thesiSeattiiament
attempts to connect two distinct modes of artistic practice in their Faleiaist, civic
approach to the arts, as demonstrated by Lung Ha'’s, and an instructive, consumer-
oriented style manifested by Rowan Tree. While these different apprdacttesytelling
and theatre-making fit comfortably within the organizational paradigm @drpegince
(each required minimal technology, involved few bodies, took place within an hour’s
time slot), they prove less compatible when viewed from a cultural paradigm of
performance that takes as its aim a degree of social efficacy. Fantiie, the pieces
work against each other producing, on the one hand, citizens as active agents within the

political process, willing to speak up and take risks, and, on the other hand, passive



consumers hearing a re-told tale of personal triumph that does not take into account 200
years of social, economic, and cultural change. By trying to reconciledaeskedly
different approaches within their arts-centric agenda, the Festival 6E®pbints out
ambivalences within the Scottish Parliament. As it proposes an experimeokadjieal,
and organic rethinking of national politics as mutually local and global, it gEinedusly
runs the risk of re-articulating nineteenth-century modes of thought regarding
sovereignty, re-inscribing socio-political hierarchies, borders, and tiontato its
citizens, and promoting culture as a commodifiable good.

When looking at the development of the Scottish Parliament, from Miralles’s
sketches (that incorporated natural geographies and the stories embetaetham) to
the concretization of the buildings (choice of site and materials, engigekasions
regarding energy flow and pipe systems), | notice a limiting of @dpesérom an exciting,
nearly limitless possibility to the execution of particular tasks (agenuzetings,
debates, debriefs, interviews, bill-writing). The continoeintenancef the building
draws attention not only to the initial costs of the site but to its needing to be frgquentl
evaluated, measured, and rated. These acts of preservation echo themeaathto
public interest in this political institution as it maps out future agendastdla8d
(either retaining its current devolved state or making a bid for independence). The
Festival of Politics is one way to proactively repair public doubt over or the ypedcei
and actual distance from the legislative process in a representatidizahpatary
democracy. One cannot assess the FoP through solely the technological, oogahjizati

or cultural paradigms, however, given that this site (building, institution, tegagxists



as a node between several material and embodied networks. The incompatibilities
between these different paradigms of performance make visible Scotland’s own
ambivalent position within the UK—as a nation with limited political governance, a
sulstate. Scotland must continually negotiate within multiple (local, regiortadnag
European, global) networks to keep adapting to meet changing domestic andiamakna

needs.



Conclusion

Scotland is a fascinating site to explore the dynamics of political antichéa
labor that shape the contours of socio-cultural developments in the early nimdtgent
twentieth, and early twenty-first centuries. Having been placed underribgaints of
the Treaty of Union in 1707 and, in the last decade, devolution, Scotland does not fit
within an established model of an autonomous nation-state. Its non-compliance with a
traditional mode of nation-state formation (and the scholarship that astéongtplain
the nation’s creation) requires an examination of Scotland that echoes it&xomiplti-
layered dimensions. In my attempt to tease out such social, political, gecgtaahd
cultural dimensions, | have tried to attend to the conflicting, paradoxical, andateriti
opinions and processes of Scotland present(ed) in these historical moments. cehef opti
theatre and performance enable me to scrutinize the embodied modes otiartiqula
past and present “national” performances in Scotland. Here | can think through g@articul
elements of the Scottish nation in terms of dramaturgical arrangements, shodes
theatricality, collective participation, the construction of stages, and theoposit of
citizens as participant-spectators. Scrutinizing ideas and enactmentstict
nationhood through theatre and performance also allows me to highlight the kinds of
proposals for and rehearsals of governance and policy that individuals and institutions
have organized over time, in part, through the deployment of explicit theatre productions
and large-scale performances.

In my chapters | have endeavored to provide connections between different sites

events, objects, institutions, individuals, and organizations to ask (in Chapteradwo a



Three) what is at stake in the politics of theatre production and (in ChaptersBour a
Five) what are the implications of a political institution utilizing thieal means to call
attention to and gather support for specific policies and ideologies. In each of these
instances objects are not simply static artifacts and bodies are not pempive
receptors of ideas. Instead, the exchanges between these materidis paitutaio an
active generation of networks shaped by processes of rootedness and cirCLikaion
forms of rootedness or locality take shape in the use of local building maite tiads
Scottish Parliament, the staging of embodied narratives in severatdggrformance
venues irHOME, the political potential embedded in the city streets of the capital, and
the specific ideas articulated by urban architectures. These embedddd akpec
Scottishness find a mobile counterpart in the interconnected buildings andaysl&tv
the Parliament; the global touring of Black Watch (the regiment and ¢h@aiuction);
the mobilization of Scottish, English, and colonial bodies in the 1822 pageant; and the
movement of scenic backdrops and a retold stoRoin Roy

By using methodologies from theatre and performance studies as wetlicas cr
materialist approaches from cultural geography, anthropology, and sociology that
investigate the relationships formed by the circulation of these matdraatend to
different dimensions (intellectual, physical, affective) of an embodied avehaim to
break down binaries between, for example, nature/culture, subject/object|tduzl/
Upon teasing apart these dualisms, | can see how different matends lodies,
buildings, geographies, legislation, mission statements) perform in relatme tanother

and shape the social practices whose repetition constitutes politica¢sedientifying



intriguing nodes along these networks enables nentporarily pause these dynamic
engagements in order to delve into the constitution of a specific activity, event, or
production.| have done this in order to scrutinize particularly dense relationships, but |
do not mean to suggest that these formations indefinitely hold the shapes that | have
highlighted at each site. For example, in my second chapter, | attempt tolparsets
and qualities of a particular performance that has been labeled and categatiZed a
argue, limited under the rubric of “national drama.” By taking apart a priogtsct
different components and then reordering them, at multiple performance vehaes, |
tried to enliven the possibilities for how these productiorfRalf Roywere in dialogue
with specific sites (venues, cities) and how the differences made visibtea(ler
invisible) at each site means that they could not have produced the same meaning in eac
city for each audience. After breaking apart the notion of “national drarhayi to a
national theatre’s conscious decision to generate various portablenggbs between
the diverse elements of Scottish theatre communities. The NTS has investetfiaad
cultural capital into the places that comprise the diverse environments, int8yaiuz
practices that they see at the forefront of Scottish theatre today. if$tesefison, with its
located stories in Shetland and Stornoway, and its stories of Black Watchsssédier
adrift at transnational performance venues exemplifies the generati\antbatveen
rootedness and circulation that is the broad framing of this dissertation.

| re-imagine another network of relationships, one in which novelist and stage-
manager Walter Scott operated as one piece of a complex puzzle of nanratms

locales, and mobile texts and images. In the 1822 pageant | point to disciplining



maneuvers (Scottlints and George’s audiencahd embodied storytelling (marching
Highlanders antRob Royproduction) that did not ultimately yield their intended results.
The pageant’s use of theatricality, a framing of particular movements engoints

and/or participation within them, actually produced a doubleness, exposing the overt
inauthenticities that appeared hand-in-hand with the production of Scottishnes's (Oma
account, the circulating satires). The recent development of the Scotlisimeat and

its Festival of Politics steps away from the pro-Union stance ar@écuthtough so much

of the 1822 pageant’s dramaturgy. Attempting to devise a flexible and partigipator
Scottish political system that can meet changing socio-economic andgbolgeds

(which may include “devolution max,” if not actual independence) of the twesty-f
century, the Scottish Parliament offers a collaborative and inclusive model for a
democratic parliamentary system. Its having been shaped by curreberadoli

conditions, however, means that its operating procedures—its multiple paradigms of
performances—conflict, at times, with the Parliament’s founding pririplee
programming of the Festival of Politics makes visible the tensions betvgesternpt to
animate an inclusive, processural-based notion of citizenship and its reudeepf ear
modes of citizenship, characterized by passive recipients of nationalvesatd
unquestioned governmental rule. How each contemporary institution, the NTS and the
Scottish Parliament, contends with issues of social inequality, human rights,
environmental crises, and poverty may prove its relevance to Scottish soddétyather

institutions across its borders.



In many ways Scotland’s current exports of cultural products and pradhees (
visual and performing arts, for example) parallels the labor of other natidms in t
changing socio-political terrain of Europe. As increased information, eoneation, and
transportation technologies appear to shrink and/or homogenigapheational
territory of Europe, its constituent countries seek to distinguish themselgaghHocal
heritage production (museums, galleries, performance venues, local products, and
festivals) that attempt to take advantage of ever-increasing tourisiensiigind
apparently diminishing borders. Scotland, like other small European nationsjlgtens
lacking the resources of its larger neighbors, must find innovative ways to raacket
promote itself as a tourist destination and its peoples as innovative thinkers and
producers. This process requires flexibility, adaptability, and creatrein the
politicians, artists, organizations, and cultural institutions spread acrosanscaVhat
events like the NTS and the Festival of Polititake apparent is a desire (and perhaps
necessity) to draw from the resources that provide Scotland with its unique sense of
place, community, and environment, its particular geological and geographicalip
its complicated relationship as part of the UK, its social and political fest@and its
performing arts (music, theatre, dance, opera). A danger lies, however, ighhis ri
complex landscape of places, stories, and practices becoming circulatingpddies
that displace the material conditions of their development and translate ing kasdh
like the ubiquitous tartan that spills out of shops across the capital and, indeed, the

country.



As | move forward with this research, one area that | would like to consider in
more depth is Scotland’s recent cultural policy decisions. Here | want to dlithent
Homecoming Scotland 20@@ogramming and reception to see the kinds of relationships
and narratives produced and sponsored by this tourism initiative and how specaifsc eve
within its agenda explored, articulated, or questioned geocultural aspectsttftess.
| am also interested in researching the development of Creative Scotlamm&dota
begin operation in 2010 through the convergence of the Scottish Arts Council and
Scottish Screen. Undoubtedly the decision to design and implement Creative Scotland
draws, at least in part, from the rampant development of the “creative industriles”

UK, which promote, develop, and export artistic practices (crafts, film and,vide
performing arts, architecture, fashion) that the state feels contribiisesiconomy. | am
curious about the labor relations involved in this kind of postindustrial, neoliberal
marketing scheme and the role of artists and artisans in developing the pdlicy a
distributing the funding. | am also interested in how Scottish history becoawwated
and, perhaps, revalued in this process as Scotland attempts to carve out anzecapitali

its creativity and innovation.
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