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We shall not cease from exploration 

And the end of all our exploring  

Will be to arrive where we started  

And know the place for the first time.  

Through the unknown, unremembered gate  

When the last of earth left to discover  

Is that which was the beginning;  

At the source of the longest river  

The voice of the hidden waterfall 

And the children in the apple-tree 

 

T.S Eliot, from ‘Little Gidding’, Four Quartets, 1941 
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Figure 62       Chapter Two, p.226 
The artist, Will Maclean, in his studio, Fife. Edinburgh Arts 72. 
[source:www.demarcoarchive.ac.uk/assets/1095p1972_will_maclean_in_his_stu 
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 [source:www.demarcoarchive.ac.uk/assets/1151p1972_richard_demarco_jack_ 
burnham_edinburgh_arts_1972p] 
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Figure 70                                                                                             Chapter Two, p.247 
Caroline Tisdall (left) and Cordelia Oliver, ROSC, Dublin 1971  
[source: www.demarco-archive.ac.uk] 
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R-L Jack Burnham, Alec Finlay, Fredi Wolgin and Janis Lobel, at Ian 
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[source:www.demarcoarchive.ac.uk/assets/4725p1972_rl_jack_burnham_alec_f
inlay_fredi_wolgin_janis_lobel] 
 
Figure 72                                                                                             Chapter Two, p.252 
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Paul  Neagu’s  drawing  workshop  and  action,  Greyfriar’s  Kirkyard,  Edinburgh. 
Edinburgh Arts 1972. 
[source: www.demarco-archive.ac.uk] 
 
Figure 75                                                                                             Chapter Two, p.255 
Drawing Workshop Greyfriars Kirkyard, Edinburgh. Edinburgh Art 1972 (Paul 
Neagu (left with red shirt) Faynia Williams (far right). Note EA participant with 
drawing depicting stylised hand 
[source: www.demarco-archive.ac.uk] 
 
Figure 76                                                                                             Chapter Two, p.257 
Paul Neagu -- Palpable Art Manifesto p. 1, Edinburgh, 1969 
 
Figure 77                                                                                             Chapter Two, p.259 
Paul Neagu, Palpable Art Manifesto p. 4, Edinburgh, 1969 [source: www.demarco- 
archive.ac.uk] 
 
Figure 78                                                                                             Chapter Two, p.261 
Paul Neagu, ‘Drawing Original for Object Palpable Multiple’ (1969) 
[source: www. aksenovff.com/en/object-palpable-multiple/] 
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Figure 79                                                                                            Chapter Two, p.265 
Paul Neagu, sketch for Fishs’ Net, Inchcolm, Edinburgh Arts 72 
[source: www.kontaktcollection.net ] [12870] 
 
Figure 80                                                                                             Chapter Two, p.266 
Paul Neagu, Fishs’ Net, Inchcolm, Edinburgh Arts 72. Photograph by George Oliver. 
[source: www.kontaktcollection.net ] [12870] 
 
Figure 81                                                                                             Chapter Two, p.268 
Paul Neagu, sketch for Cake Man event at Sigi Krauss Glallery, London, 1971 
 
Figure 82                                                                                             Chapter Two, p.270 
Paul Neagu, Sketch for Lord Melville Statue, Romanian Art Today catalogue (1971) 
 
Figure 83                                                                                             Chapter Two, p.271 
Paul Neagu Plans for the Melville statue (4 works), 1969 
[source:www.artnet.com] 
 
Figure 84                                                                                          Chapter Three, p.279 
Edinburgh Art 73 Timetable, handwritten by Demarco 
 
Figure 85                                                                                          Chapter Three, p.280 
Edinburgh Arts 1973 Lecture Programme  
[source:www.demarcoarchive.ac.uk/assets/6432p1973_programme_lectures_ed
inburgh_arts_1973p] 
 
Figure 86                                                                                          Chapter Three, p.283 
Lizzie Higgins, Scottish traditional singer, Edinburgh Arts 1972 
[source:www.demarcoarchive.ac.uk/assets/1116p1972_lizzie_higgins_alie_mun
r o_rdg_edinburgh_arts_1972p] 
 
Figure 87                                                                                          Chapter Three, p.286 
Edinburgh as seen from Regent Road, looking south-west towards the castle and 
the  skyline  of  the  Royal  Mile.  Catalogue  of  exhibition  of  Richard  Demarco’s 
paintings and drawings at Ian Clarkson Gallery Two, Edinburgh (1967) 
[source:www.demarcoarchive.ac.uk/assets/99321967_catalogue_brochure_pag 
e_23_exhibition_richard_demarco039s_paintings_drawings] 
 
Figure 88                                                                                          Chapter Three, p.293 
Invitation card to EA 73 exhibitions, including those by EA students. 
[source:www.demarcoarchive.ac.uk/assets/9707p1973_invitation_card_verso_
e dinburgh_arts_1973_rdg_programme_exhibitions] 
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Figure 89                                                                                          Chapter Three, p.295 
Notice  for  Richard  Demarco  lecture  on  Edinburgh  Arts  73  at  San  Francisco 
Museum of Art, February 16, 1973. 
[source:www.demarcoarchive.ac.uk/assets/97131973_notice_demarco_lecture_
s an_francisco_museum_art_usa_ref] 
 
Figure 90a                                                                                        Chapter Three, p.296 
EA 73 participant, Judith Isaacson, a student at Minneapolis College of Art, at one 
of the cists associated with Nether Largie North Chambered Cairn, Kilmartin Glen, 
Argyll   
[source:www.demarcoarchive.ac.uk/assets/213p1973_judith_isaacson_nether_l
argie_north_kilmartin_argyll_edinburgh_arts 
 
Figure 90a                                                                                        Chapter Three, p.296 
Nether Largie North Cairn 
[source: canmore.org.uk/site/39482/nether-largie-north] 
 
Figure 91                                                                                          Chapter Three, p.298 
Edinburgh Arts 73 brochure with timetable 1 
 
Figure 92                                                                                          Chapter Three, p.299 
Edinburgh Arts 73 brochure with timetable 2 
 
Figure 93                                                                                          Chapter Three, p.300 
Edinburgh Arts 73 brochure with timetable 3 
 
Figure 94                                                                                          Chapter Three, p.302 
Letter from Demarco to Louis Kahn, 2 March, 1973 
[source:www.demarcoarchive.ac.uk/assets/5766p1973_letter_from_demarco_l
o uis_kahn_ref_edinburgh_arts_1973p] 
 
Figure 95                                                                                          Chapter Three, p.303 
Letter from Demarco to Louis Kahn, 4 July, 1973 
[source:http://www.demarcoarchive.ac.uk/assets/5767p1973_letter_from_de
m arco_louis_kahn_ref_edinburgh_arts_1973p] 
 
Figure 96                                                                                          Chapter Three, p.306 
Announcement card for lecture by Dr Peter Selz (Director of the Art Museum at 
the University of California at Berkeley) as part of Edinburgh Art 73. 
[source:http://www.demarcoarchive.ac.uk/assets/5746p1973_announcement_c 
ard_lecture_by_peter_selz_edinburgh_arts_1973p] 
 
Figure 97 .                                                                                       Chapter Three, p.309 
Tadeusz  Kantor’s   
, playing the role of Cardinal, is second from right. In the audience (seated) 
are [R. to L.] Auberon Waugh, Tina Brown and Sean Connery. 
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[source:www.demarcoarchive.ac.uk/assets/3783p1973_kantor039s_production_ 
lovelies_dowdies_forrest_hill_poorhouse_edinburgh_edinburgh] 
 
Figure 98                                                                                         Chapter Three, p.312 
Paul Neagu (left) during his performance ‘Waffle Piece’ at he Museum of Modern 
Art, Oxford, May 1972 around the time of Sandy Nairne’s first meeting with 
Demarco. Nairne is standing second from left. 
 [source:www.demarcoarchive.ac.uk/assets/6772p1972_paul_neagu_waffle_scul 
pture_piece_museum_modern_art_oxfordp] 
 
Figure 99                                                                                         Chapter Three, p.313 
Letter from Richard Demarco to Nicholas Serota, 1973 
[source:http://www.demarcoarchive.ac.uk/assets/5788p1973_letter_from_de
m arco_nicholas_serota_director_museum_modern_art] 
 
Figure 100                                                                                        Chapter Three, p.321 
Joseph Beuys and his wife, Ewa, with their children, Wenzel and Jessyka. 
Documenta 4, Kassel, Germany 1968. Beuys’ work or aktion, presented his family 
as an art object, challenging traditional notions of the separation of life and art. 
 
Figure 101                                                                                        Chapter Three, p.322 
Patrick Reyntiens being interviewed in his home, Somerset, September 
2018. Photograph: Giles Sutherland 
 
Figure 102                                                                                        Chapter Three, p.326 
Patrick Reytiens (in kilt) at Burleighfield House, May 1976. The stained glass artist, 
Doreen Balabanoff, (last on right) is demonstrating stained glass techniques. 
[source:www.demarcoarchive.ac.uk/assets/1762p1976nbsppatrick_reyntiens_b 
urleighfield_house_buckinghamshire_edinburgh_arts_1976br_p] 
 
Figure 103                                                                                        Chapter Three, p.327 
Patrick Reyntiens lecturing at Melville College, Edinburgh Arts 1973 
[source:www.demarcoarchive.ac.uk/assets/4248p1973_patrick_reyntiens_lectu
r e_melville_college_edinburgh_arts_1973p] 
 
Figure 104                                                                                        Chapter Three, p.329 
Charles Stephens, 17 August 1974, Edinburgh Poorhouse 
[source:www.demarcoarchive.ac.uk/assets/1333p1974_hitchcock_event_rat_tr
a p_edinburgh_arts_1974p] 
 
Figure 105                                                                                        Chapter Three, p.335 
Front and back cover of the publication, The Road to Meikle Seggie (1978). The 
front cover shows a line drawing, in ink, in Demarco’s characteristic style, 
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known as the ‘Radical Road’. The Latin-based etymology of the term ‘radical’ 
derives from ‘root’ or ‘source’, an apt description of the metaphorical and physical 
beginnings of a journey. Demarco’s caption for the drawing reads “The Road to 
Meikle Seggie beginning at the Salisbury Crags, Edinburgh”. 
 
Figure 106                                                                                        Chapter Three, p.336 
The location of Meikle Seggie farm in the Ochil Hills, near Milnathort and Kinross 
[Grid Reference: NO 10024 06288. GPS Position 56.24058, -3.45330,16] 
 
Figure 107                                                                                        Chapter Three, p.339 
Road sign in the village of Milnathort, Kinross-shire showing directions to Meikle 
Seggie, Edinburgh Arts 1973. The sign no longer exists. 
 [source:www.demarcoarchive.ac.uk/assets/222p1973_road_sign_meikle_seggie 
_milnathort_edinburgh_arts_1973p 
 
Figure 108                                                                                        Chapter Three, p.341 
Edinburgh Arts 73 participants on the Road to Meikle Seggie 
[source:www.demarcoarchive.ac.uk/assets/293p1973_edinburgh_arts_particip
a nts_the_road_meikle_seggie_scotland_edinburgh] 
 
Figure 109                                                                                        Chapter Three, p.344 
Richard Demarco’s drawing of ‘The Official Road Sign in Milnathort to Meikle 
Seggie’, Richard Demarco, The Road to Meikle Seggie, (1978) p. 12 
 
Figure 110                                                                                        Chapter Three, p.346 
Film-still   from   Devorah   and   Wendy   Cutler’s   film   Edinburgh   Arts   74:   A 
Chronological Documentation showing the ‘10-mile’ sign near Meikle Seggie 
 
Figure 111                                                                                        Chapter Three, p.348 
Joseph Beuys 12-Hour Lecture: An Homage to Anacharsis Cloots, Melville College, 
Edinburgh. Edinburgh Arts 1973. (A cameraman, who is unidentified, extreme 
right) can be seen recording the event. 
 [source:www.demarcoarchive.ac.uk/assets/54p1973_beuys_twelve_hour_lectur 
e_edinburgh_arts_1973p] 
 
Figure 112                                                                                        Chapter Three, p.349 
Buckminster Fuller lecturing at the Poorhouse, Edinburgh, as part of the Black and 
White Oil Conference. Edinburgh Arts 1974. Joseph Beuys is in the audience 
(second row, middle, with hat). (A cameraman, unidentified, extreme right) can 
be seen recording the event. 
 [source:www.demarcoarchive.ac.uk/assets/1667p1974_buckminster_fuller_lect 
ure_oil_conference_edinburgh_arts_1974p] 
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Figure 113                                                                                      Chapter Three, p.353 
A still from the film Edinburgh Arts 74: A Chronological Documentary showing the 
Road to Meikle Seggie. The film’s caption reads: ‘Meikle Seggie: The road from 
nowhere to nowhere. A winding, narrow path that exists topographically, though 
not on any map, for ten miles’ 
 
Figure 114                                                                                      Chapter Three, p.354 
A still from the film Edinburgh Arts 74: A Chronological Documentary showing 
Richard Demarco in one of Edinburgh’s closes. Demarco commentary observes: “ 
There was a walkabout, naturally…people discovered once again what it was like 
to be pedestrians in a city that was built for pedestrians…a city that had to be 
explored to be understood…and so I invited people to come with me into those 
small and secret spaces that are hidden from most visitors…I was not inviting 
anyone to be a tourist…there was work to be done…things to be seen for the first 
time…we discovered the spirit that was Europe…” 
 
Figure 115                                                                                      Chapter Three, p.356 
A still from the film Edinburgh Arts 74: A Chronological Documentary showing 
Douglas Hales (Chicago Art Institute) [Centre] performing Bicycle Happening, 
Warriston Crescent, Edinburgh. 
 
Figure 116                                                                                      Chapter Three, p.357 
Jimmy Boyle (centre) with Phil Hitchcock (left) and Jane Whittaker, and two 
unidentified Barlinnie Prison officers. Boyle was on day-release from the Special 
Unit in order to attend the exhibition Scottish Prisoners’ Art which was being held 
at RDG during Edinburgh Arts 74 
 [source:www.demarcoarchive.ac.uk/assets/6155p1974_jimmy_boyle_group_for 
rest_hill_edinburghp] 
 
Figure 117                                                                                      Chapter Three, p.363 
Page 39 of the Edinburgh Arts 1974 Catalogue showing a photograph from Phil 
Hitchcock’s A Rat Trap. The text reads: “Paintings by Francis Bacon become part 
of the Penthouse décor;/ A performance includes a lobotomy, and the audience is 
only bemused;/Is this the response the artist intends to provoke?/Or, in so far as 
society is concerned;/Is the contemporary artist only tap dancing in an empty 
room?/If the artist now plays a peripheral role in altering the perceptions/ Of his 
society, then what alternatives are open for his playing a/ more central role?” 
Note Edinburgh Arts 74 logo on top right.  The catalogue (full title:  The Richard 
Demarco Gallery Edinburgh Festival 1974 Edinburgh Arts Exhibitions and Events) 
was edited by Mark Francis and designed by Tom Ockerse 
 
Figure 118                                                                                      Chapter Three, p.364 
Devorah and Wendy Cutler editing the Edinburgh Arts 74 documentary (location 
unknown). 
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[source:www.demarcoarchive.ac.uk/assets/1396p1974_wendy_devorah_cutler
_edinburgh_arts_1974p] 
 
Figure 119                                                                                      Chapter Three, p.364 
Detail from Edinburgh Art 1974 Catalogue (page 27) showing the Cutler sisters, 
Wendy and Devorah. Photographs (left) show Wendy Cutler, with video camera, 
and in inset (photographs by Robert Sherbow, University of Maryland). The 
photograph (top right) shows Cutler, right and James (Jamie) Blevins (left), a 
student from Cleveland State University, next to black taxi cab, outside Merchiston 
Castle, Edinburgh. 
 
Figure 120                                                                                      Chapter Three, p.365 
A negative print strip from Edinburgh Arts 74 (photographer unknown – possibly 
George Oliver). Devorah Cutler and Richard Demarco are shown in print no. 10 
 
Figure 121                                                                                     Chapter Three, p.365 
Detail of Figure 120. 
 
Figure 122                                                                                           Chapter Four, p.368 
Richard Demarco in his office in The Richard Demarco Gallery, 18a Great King 
Street, Edinburgh, 1974 
 [source:www.demarcoarchive.ac.uk/assets/5896p1974_richard_demarco_rdg_e 
dinburghp] 
 
Figure 123                                                                                        Chapter Four, p.369 
http://www.demarcoarchive.ac.uk/assets/96741975_announcement_private_v
i ew_card_aspects_03975_exhibition_contemporary_yugoslav 
 
Figure 124                                                                                       Chapter Four, p.372 
The Edinburgh Arts 1976 publication, From Hagar Qim to the Ring of Brodgar (p.2) 
showing the route of the journey from Malta to Italy, Sardinia, France, England, 
Wales, Ireland and Scotland. 
 
Figure 125                                                                                       Chapter Four, p.373 
The  Old  Fruitmarket  building  in  Market  Street,  Edinburgh  –  venue  for  the 
exhibition From Hagar Qim to Callanish (1975). The RDG Exhibitions Officer, Anne 
Goring is standing, left. 
 [source:www.demarcoarchive.ac.uk/assets/1520p1975_from_hagar_qim_callani 
sh_edinburgh_arts_1975p] 
 
Figure 126                                                                                       Chapter Four, p.374 
Detail of Edinburgh Arts 75 catalogue To Callanish From Hagar Qim (p. 44) The 
map, diagrams and annotations, by Richard Demarco, were given to EA 75 
participants as part of the preparatory reading material for the journey. 
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Figure 127                                                                                       Chapter Four, p.377 
Cordelia Oliver, ‘Edinburgh Arts’, The Guardian, September 8, 1975 
 
Figure 128                                                                                       Chapter Four, p.378 
Invitation to the exhibitions To Callanish From Hagar Qim at Monteith House and 
1 Market Street [source: GMA A37-2-105-18] 
 
Figure 129                                                                                       Chapter Four, p.380 
Lecture entitled ‘Beauty in the Future Age of the Education of Feeling’ by Slobodan 
Dan Paich, Edinburgh Arts 75, as part of the EA 75 Symposium, 23 August 1975 
 
Figure 130                                                                                       Chapter Four, p.383 
The EA 75 catalogue showing photo-assemblage by Rose and Jane 
Chisholm, (To Callanish from Hagar Qim, p. 57) 
 
Figure 131                                                                                       Chapter Four, p.387 
Demarco (centre) at the opening of his exhibition on Malta, 1969 with Richard 
England (left) 
 
Figure 132                                                                                       Chapter Four, p.391 
Richard England (third from right) lecturing to Edinburgh Arts 75 participants on 
Hagar Qim at the National Museum of Archaeology in Valletta, Malta. The group 
includes the artist Pat Martin Bates (left) and Ann Christine Filipson (third from 
left) 
 
Figure 133                                                                                       Chapter Four, p.391 
To Callanish From Hagar Qim, back cover (p.75) detail showing Maltese section of 
Edinburgh Arts 75, including diary notes. The catalogue was given to Zbigniew 
Makarewicz by Richard Demarco in 1975. 
 
Figure 134                                                                                       Chapter Four, p.393 
Sculpture by Edinburgh Arts 75 participant, Woody van Amen, outside St. Joseph’s 
Parish Church, Manikata, Malta (designed by Richard England, 1962-74) 
[source:www.demarcoarchive.ac.uk/assets/1456p1975_woody_van_amen_scul 
pture_st_joseph039s_parish_church_manikata] 
 
Figure 135                                                                                       Chapter Four, p.393 
St. Joseph’s Parish Church, Manikata, Malta in 2011 
[source:www.timesofmalta.com/articles/view/20110805/local/Manikatachurch
- gets-Grade-1-protection.378879] 
 
Figure 136                                                                                       Chapter Four, p.394 
Paoli Patelli’s ‘architectural intervention’ in Malta, Edinburgh Arts 75. Source: To 
Callanish from Hagar Qim catalogue, p. 21. Patelli also participated in Edinburgh 
Arts 74. 
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Figure 137                                                                                        Chapter Four, p.398 
Howard Walker (right) filming Woody van Amen at St. Joseph’s Parish Church, 
Manikata, 23 June, 1975. Van Amen is draped in the Dutch flag, and holds a map 
of Malta. A drawing by Anselmo Anselmi (vertical and horizontal axes in the form 
of a cross and signed Anselmo Anselmi) is visible on the external wall of the church. 
[source:www.demarcoarchive.ac.uk/assets/1449p1975_woody_van_amen_vide 
o_interview_malta_edinburgh_arts_1975p] 
 
Figure 138                                                                                        Chapter Four, p.395 
Paolo Patelli (in white shorts, third from left) with one of his improvisatory work 
(a long piece of light-coloured paper on which are painted two black lines). The 
work, and Patelli’s explanation of it, are being filmed by Howard Walker (sixth 
from left, in white shirt, behind camera) Edinburgh Arts 75, 26 June 1975 
[source:www.demarcoarchive.ac.uk/assets/1443p1975_paolo_patelli_video_sho 
ot_malta_edinburgh_arts_1975p] 
 
Figure 139 & 139a                                                                          Chapter Four, p.397 
Zbigniew Makarewicz (left), with interpreter Stefan Boron. Formula X lecture, 
Melville College, Edinburgh, Edinburgh Arts 73 
 
Figure 140                                                                                        Chapter Four, p.398 
Letter from Zbigniew Makarewicz to Richard Demarco, 11 March, 1976, discussing 
Edinburgh Arts 75 
 [source:www.demarcoarchive.ac.uk/assets/5723p1976_letter_demarco_from_z 
bigniew_makarewicz_barbara_koslowska_ref_edinburgh] 
 
Figure 141 & 141a                                                                           Chapter Four, p.401 
Barbara Kozłowska, Edinburgh Arts 75 catalogue. The top image shows a grid 
super-imposed on a photograph of Kozłowska, (left) and an unidentified 
companion. The text in the grid reads: “AUGUST 1967 L. BAYKAL; AUGUST 1973 
NORTH SEA; AUGUST 1970 BALTIC SEA; AUGUST 1971 
BALTIC SEA; AUGUST 1975 ATLANTIC OCEAN; THE LINE, JOURNEY; JOURNEY THE 
LINE”. The written text in black ink reads: “Ja buduję model sztuki i rzeczywistości 
równolegle” – ‘ I am building a model of art and reality in parallel 
(simultaneously)’. 
The lower image shows a super-imposed, diagrammatic representation of Border 
Line on Dalbeg Beach, Lewis, dated 10 August, 1975 
To Callanish From Hagar Qim, Edinburgh Arts 75 catalogue, p. 49 
 
Figure 142                                                                                         Chapter Four, p.403 
An excerpt from the Edinburgh Arts 1975 catalogue, To Callanish from Hagar 
Qim,(p. 37), showing Demarco’s annotated photographs, as a form of instruction, 
additional information and pedagogy. 
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Figure 143                                                                                          Chapter Four, p.404 
The Maltese artist Gabriel Caruna (left) and two other unidentified artists taking 
part in the Kozłowska/ Makarewicz action, Border Line, on Ghajn Tuffieha beach, 
Malta, as part of Edinburgh Arts 75, 26 June 1975 
 
Figure 144                                                                                          Chapter Four, p.405 
Kozłowska/Makarewicz action, Border Line, on Ghajn Tuffieha beach, Malta, 
Edinburgh Arts 75, 26 June 1975. Barbara Kozłowska (second from left) Zbigniew 
Makarewicz (third from left). Richard England (fifth from right in blue t-shirt). 
[source:www.demarcoarchive.ac.uk/assets/1438p1975_koslowska_makarewicz
_ action_malta_edinburgh_arts_1975p] 
 
Figure 145                                                                                          Chapter Four, p.405 
The same image (taken from the Edinburgh Arts 75 catalogue, To Callanish from 
Hagar Qim, (p. 37) annotated by Demarco as “Barbara Kozłowska. Zbigniew 
Makarewicz Beach ‘Piece’”, indicating that Demarco either did not know the title 
of the work, or had forgotten it. 
 
Figure 146                                                                                          Chapter Four, p.406 
Barbara Kozłowska. Border Line, Ghajn Tuffieha beach, Malta. Edinburgh Arts 75. 
Photograph by Zbigniew Makarewicz. 
[source: www.repozytorium.fundacjaarton.pl] 
 
Figure 147                                                                                          Chapter Four, p.406 
Barbara Kozłowska. Border Line. Cramond Beach, Edinburgh, Edinburgh Arts 1973. 
Photograph by Zbigniew Makarewicz 
[source: www.repozytorium.fundacjaarton.pl] 
 
Figure 148                                                                                          Chapter Four, p.409 
European section of Edinburgh Arts 75, showing details of itinerary (Malta [section 
missing], Italy, Croatia and France] 
[source: To Callanish From Hagar Qim – back cover] 
 
Figure 149                                                                                          Chapter Four, p.412 
Plan of the Barlinnie Prison Special Unit, showing garden area, sculpture court and 
studio and communal living area. 
[source: The Special Unit Barlinnie Prison: Its Evolution Through Its Art, p. 12] 
 
Figure 150                                                                                          Chapter Four, p.413 
Edinburgh Arts 75. Barlinnie Prison Special Unit (L-R) Jimmy Boyle, Anne Goring, 
Jimmy Lindsay, J.C. Smith, Zbigniew Makarewicz, 26-27 July, 1975 
[source:www.demarcoarchive.ac.uk/assets/1545p1975_meeting_in_special_unit 
_barlinnie_prison_glasgow_edinburgh_arts] 
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Figure 151                                                                                          Chapter Four, p.413 
Edinburgh Arts 74, (L-R) Richard Demarco, Joyce Laing and Jimmy Boyle, with 
Boyle’s sculptures in the exhibition, Scottish Prisoners’ Art, held at the Richard 
Demarco Gallery, 142 High Street, Edinburgh, 18 August – 7 September, 1974. 
[source:www.demarcoarchive.ac.uk/assets/1401p1974_demarco_laing_boyle_e 
dinburgh_arts_1974p] 
 
Figure 152                                                                                          Chapter Four, p.414 
Edinburgh Arts 1975. Participants’ response to the Barlinnie Prison Special Unit, 
shown at the exhibition To Callanish from Hagar Qim. The images show six shirts, 
representing the ‘absent’ inmates, suspended from the walls, below which are 
graphic reprentations in form of lines and crosses. Below are numerical 
representations of the prisoners and their conditions: (10’ x 12’ = the dimensions 
of a prison cell; 5’ 10”, 5’ 6”, etc. = the heights of the respective prisoners; 85K, 
73K, etc. = the weights of the prisoners). To Callanish from Hagar Qim 
catalogue, p. 62 
 
Figure 153                                                                                          Chapter Four, p.415 
Barbara Kozłowska: ‘An Open Dialogue with Jimmy Boyle’ 
[source:www.demarcoarchive.ac.uk/assets/5724p1975_statement_by_barbara
_ koslowska_dialogue_with_jimmy_boyle_edinburgh] 
 
Figure 154                                                                                          Chapter Four, p.419 
John Kerr's article in The Guardian, 25 July, 1974, p. 13 
 
Figure 155                                                                                          Chapter Four, p.422 
Joseph Beuys (centre) at the opening of the Jimmy Boyle exhibition, ‘In Defence of 
the Innocent’, at the Richard Demarco Gallery, Monteith House, 61 High Street, 
Edinburgh 16 January – 17 February 1976.  Boyle’s sculpture, made from found 
metal elements and welded together, as assemblage, was enclosed between two 
screens and could only be viewed from above, by stepladder. RDG Exhibitions 
Officer Anne Goring is standing (left) and The Guardian art critic, Caroline Tisdall 
(frontright). 
[source:www.demarcoarchive.ac.uk/assets/476p1976_beuys_representing_boyl 
e_opening_boyle_exhibition_rdgp] 
 
Figure 156                                                                                          Chapter Four, p.423 
Leader article in The Daily Record, 16 January, 1976, discussing the sculpture, 
and forthcoming exhibition, by Jimmy Boyle, In Defence of the Innocent, 
at the Richard Demarco Gallery, Edinburgh 
 
Figure 157                                                                                          Chapter Four, p.433 
Coyote sculpture by Jimmy Boyle (cast bronze) 1974. The sculpture conflates the 
head of a coyote with that of Beuys, in fedora hat. Photograph by Caroline Tisdall 
(Joseph Beuys: We Go This Way, p.198) 
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Figure 158                                                                                         Chapter Four, p.434 
Joseph   Beuys,   ‘Freedom   for   James   Boyle’   (1975).   Ink   with   Hauptstrom 
(Mainstream) stamp. Beuys’ drawing, which is based on Jimmy Boyle’s sculpture, 
‘In Defence of the Innocent’, posits five spheres (circles) or states of being, 
expressed through Boyle’s work and his experience of incarceration. At the centre 
is the physical body; the second sphere, ‘body of perception’, indicates the how 
the senses operate in a confined space; the third, ‘body of feeling’ reflects the 
intense emotions expressed by Boyle; the fourth, ‘body of thinking’, suggests 
Boyle’s intellectual energy and drive; the final sphere presents the ‘body of 
consciousness’ as a state of awareness by Boyle of his condition and 
circumstances, his ability to transcend this, and formulate the idea that ‘prison is 
a state of mind’. Photograph of drawing by Caroline Tisdall (Joseph Beuys: We Go 
This Way, p.201). Boyle wrote about the exhibition, In Defence of the Innocent: 
“23 August ’75. Tomorrow the Edinburgh Festival opens and I have some 
sculptures on exhibition at Ricky’s. In a way part of me is outside as I put 
tremendous feeling into the pieces on show.” Jimmy Boyle, The Pain of 
Confinement, p. 72 
 
Figure 159                                                                                       Chapter Four, p.435 
Part of Beuys’ dialogue with Jimmy Boyle. HM Prison notepaper, provided to 
prisoners for correspondence onto which Beuys attached a photograph of himself 
and the text: “Prison Powerfield in the Mind. Freedom is not a question of physical 
prison (ENCAGEMENT)”. 
[source: Caroline Tisdall, ‘Beuys and the Celtic World’, Joseph Beuys: Diverging 
Critiques, p. 
111] 
 
Figure 160                                                                                       Chapter Four, p.436 
Edinburgh Arts 74 catalogue, p.17.   Documentation (by Caroline Tisdall) of 
exhibition ‘Coyote: I like America and America Likes Me’ presented at the Forrest 
Hill Poorhouse, 19 August to 7 September, 1974. 
 
Figure 161                                                                                       Chapter Four, p.437 
Letter from Richard Demarco to Jimmy Boyle, 13 December, 
1975 [source: GMA A37 1 671] 
 
Figure 162                                                                                       Chapter Four, p.438 
Letter from Jimmy Boyle to Caroline Tisdall discussing the sculpture and exhibition 
In Defence of the Innocent at The Richard Demarco Gallery, 16 January – 17 
February1976.[source:GMA A37 1 671] 
 
Figure 163                                                                                       Chapter Four, p.439 
One of several pages in the Edinburgh Arts 76 catalogue A Journey from Hagar Qim 
to the to Jimmy Boyle and the Barlinnie Prison Special Unit. Boyle’s prose-poem 
implicitly links the experience of prison with the journey of the Edinburgh Arts 
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participants. Boyle’s photographic portraits reflect the various ‘stages’ i.e. moods, 
emotions and states of mind, to which the writing makes explicit reference. 
 
Figure 164                                                                                      Chapter Four, p.444 
Coyote:  Limited edition poster-print by Joseph Beuys with photographs and text 
by Caroline Tisdall documenting the action Coyote: I Like America and America 
Likes Me (1974) 
[source:www.tate.org.uk/art/artworks/beuys-coyote-ar00733] 
 
Figure 165                                                                                      Chapter Four, p.446 
Calanais I – VII, the sites listed by Alexander Thom in the vicinity of Loch Roag, 
Lewis. [source: Alexander Thom, Megalithic Sites in Britain, p. 125]. Calanais I was 
the focus of Edinburgh Arts 75 
 
Figure 166                                                                                      Chapter Four, p.447 
Location Map of Calanais. The Calanais Survey and Excavation, 1979-88, p. 7 
(https://issuu.com/hspubs/docs/calanais_survey_and_excavation    197) 
 
Figure 167                                                                                      Chapter Four, p.448 
Aerial view (looking approximately north-east) of Calanais 
I [source: https://canmore.org.uk/site/4156/lewis-
callanish] 
 
Figure 168                                                                                      Chapter Four, p.450 
Richard Demarco Gallery assistant Sally Holman at Kilmartin Church with medieval 
grave-slabs, 1969. Kilmartin Glen is the sites of an extensive complex of Neolithic, 
and later, monuments and structures. 
[source:www.demarcoarchive.ac.uk/assets/5097p1969_sally_holman_kilmartin_ 
churchyard_argyll_scotlandp] 
 
Figure 169                                                                                      Chapter Four, p.453 
Details from an Edinburgh Arts 75 photo-board showing images of the islands of 
Skye and Lewis, including Calanais. Four artworks, or interventions, by EA 
participants are also visible: James McGlade’s beach sculpture at Diabeg; Barbara 
Kozłowska’s work at Diabeg, Lewis; Andrew Drummond’s work at Shawbost, Lewis 
‘in homage’ to Calanais and Debbie Haggard’s ‘Farewell to the Stones – a Sonic 
Meditation’. [source: Calanais, p. 35) 
 
Figure 170                                                                                      Chapter Four, p.455 
David Harding, ‘Henge’ Glenrothes,: courtesy of David Harding] 
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Figure 171                                                                                          Chapter Four, p.462 
Richard Demarco, (centre) with Wanda Gołkowska (left), Zbigniew Makarewicz 
(second left) considering work for the exhibition, Atelier 72, including that of 
Barbara Kozłowska, in Wrocław, 1971. 
[source:www.demarcoarchive.ac.uk/assets/4728p1971_poland_demarco_polish 
_artistsp] 
 
Figure 172                                                                                          Chapter Four, p.463 
Detail of catalogue of Atelier ’72 showing Barbara Kozłowska’s conceptualisation 
of  her  international/transcontinental  ‘Border  Line’  project,  begun  in  1967, 
encapsulated by the phrase ‘Reality of Art and Reality of Life – makes unit’ 
[source: Atelier ’72 catalogue, p. 21] 
 
Figure 173                                                                                          Chapter Four, p.464 
Kozlowska action at Dalbeg, Lewis. Part of the Border Line series of artworks 
[source:http://www.demarcoarchive.ac.uk/assets/1580p1975_koslowska_maka
r ewicz_action_dalbeg_bey_lewis_edinburgh_arts_1975p] 
 
Figure 174                                                                                          Chapter Four, p.465 
Barbara Kozłowska. ‘Border Line’ diagram from To Callanish from Hagar Qim 
catalogue, Edinburgh Arts 75. The diagram shows a circle defined by four 
Edinburgh Arts participants/collaborators: 1) Tina Chaden 2) Diane Fitzgerald 3) 
Jonathan Phipps 4) Denis Bolohan, each of whom can be seen in the photograph 
shown in Figure 173.  The symbol ‘K’ stands for  ‘Kamera’ = Camera and refers to 
the fact that the event was being filmed (a camera and tripod are visible at the far 
right of the photograph). 
The symbol ‘P’ refers to ‘Punkt’ = Point or Stop and is defined by the five places or 
points where Kozłowska stopped as she traversed the circle. The work relates to 
other manifestations of ‘Border Line’, one of which was performed in Malta. 
 
Figure 175                                                                                           Chapter Five, p.469 
Front cover of Rick Cluchey’s play, The Cage, published by Barbwire Press, 1970 
 
Figure 176                                                                                           Chapter Five, p.470 
St Quentin Prison Workshop cast of The Cage with pupils from Melville College as 
part of Edinburgh Arts 73. Rick Cluchey is second from right. 
[source: www.demarco-archive.ac.uk] 
 
Figure 177                                                                                           Chapter Five, p.474 
Front cover of The Hardman by Jimmy Boyle and Tom McGrath, published in 1977 
 
Figure 178                                                                                          Chapter Five, p.480 
Rose Frain, 'The Journey on the Marques' (1980). Frain’s art work is composed of 
items of coastal ephemera that were sent to the inmates of the Barlinnie Prison 
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Special Unit and assembled by them as a form of diary installation. For artist’s 
statement see Appendix 30.0 Statement by Rose Frain – ‘Mail to Barlinnie 1980’  
(July 1984) Photograph ©rosefrain 
 
Figure 179                                                                                          Chapter Five, p.481 
Rose Frain, 'The Journey on the Marques', (1980) (detail).  The illustration shows 
a fragment of bladder wrack (Fucus vesiculosus) collected by the artist on Isle 
Ornsay, Skye, on August 7, 1980. Photograph ©rosefrain 
 
Figure 180                                                                                          Chapter Five, p.486 
The Road to Meikle Seggie outside Monteith House Marked by the Fountain Well 
in the Royal Mile, Edinburgh’. Demarco’s illustration from ‘The Road to Meikle 
Seggie’ (p.4) shows the Medieval structure of that part of the High Street and the 
immediate environs of The Richard Demarco Gallery then located at 61 High 
Street, Edinburgh. The World’s End pub (not illustrated) is on the other side of the 
road 
 
Figure 181                                                                                          Chapter Five, p.489 
Edinburgh Arts 1978. The calvaire and church at Brigognan Plage, Brittany [source: 
www.demarco-archive.ac.uk] 
 
Figure 182                                                                                          Chapter Five, p.491 
Unidentified spectator at Henry Decor Gallery, Edinburgh, 1963. Demarco’s 
exhibition, entitled Watercolour Paintings of Brittany and Normandy was shown 
adjacent to the work of Caithness Glass, established in 1961. [source: 
www.demarco-archive.ac.uk] 
 
Figure 183                                                                                          Chapter Five, p.492 
Edinburgh Arts 1978 Application Form (recto) The form makes clear that 
Edinburgh Arts 1978 “…exists for artists who wish to extend their work into new 
areas of time and space. No excess baggage – physical or mental – should be 
carried from the past of participant…. [EA]…will NOT provide ideal space for those 
artists wishing to work only within the space of a studio over an extended period. 
[EA]…is about risk and experiment.” [source: www.demarco-archive.ac.uk] 
 
Figure 184                                                                                          Chapter Five, p.493 
Edinburgh Arts 1978 Application Form (verso) with itinerary in 12 stages. [source: 
www.demarco-archive.ac.uk] 
 
Figure 185                                                                                          Chapter Five, p.494 
Itinerary of Edinburgh Arts 1977 (p.3) 
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Figure 186                                                                                          Chapter Five, p.495 
Itinerary of Edinburgh Arts 1977 (p.4) The itinerary followed a similar pattern to 
Edinburgh Arts 1975,1976, 1978 and 1979.  Demarco comments: “Much of the  
journey is over water and so involves many voyages and many islands including 
Malta, Gozo, Grado, Burano, Torcello, Gavrinnis, Holy Island, Anglesey, Mull, Iona, 
Skye, Harris, Lewis, The Garvallochs, Rousay, Hoy, White island, Lusty Beg, Island 
Beagh, Boa. The first and last destination was HM Prison Barlinnie. 
 
Figure 187                                                                                          Chapter Five, p.496 
Dr John MacInnes at Rodel, Harris (top) [source: A Journey From Hagar Qim to the 
Ring of Brodgar, p. 140 (Edinburgh Arts 1976 catalogue)] 
 
Figure 188                                                                                          Chapter Five, p.497 
Dr John MacInnes lecturing to Edinburgh Arts 1978 students at the School of 
Studies at The University of Edinburgh [source: www.demarco-archive.ac.uk] 
 
Figure 189                                                                                          Chapter Five, p.498 
John Carson: A Bottle of Stout in Every Pub in Buncrana (1978) shown at the 
Edinburgh Arts 78 exhibition at the Fruitmarket Gallery, Edinburgh, May 1979  
[source: www.demarco-archive.ac.uk]] 
 
Figure 190                                                                                          Chapter Five, p.500 
Christine Koenigs, My Line is Rain or Rainshower, (film still). Edinburgh Arts 1978. 
The performance took place in a multi-storey car-park Market Street, Edinburgh 
adjacent to the Fruitmarket Gallery [source: www.li-
ma.nl/lima/catalogue/art/christine-koenigs/my-line-is-rain/643] 
 
Figure 191                                                                                          Chapter Five, p.504 
An illustration from James Boswell’s ‘Journal of the Tour to the Hebrides’, (1909 
edition) London: J. M. Dent & Co. The map inside the book’s front cover shows the 
route of Boswell’s and Johnson’s tour. The journey included several places on the 
various itineraries of Edinburgh Arts, including Fife, Angus, Aberdeenshire, Skye, 
and Argyll.] 
 
Figure 192                                                                                          Chapter Five, p.505 
Front cover of the catalogue of the Edinburgh Arts 1977 exhibition, held at the 
Fruitmarket Gallery, Edinburgh, March 11-April 1, 1978. 
 
Figure 193                                                                                          Chapter Five, p.506 
Edinburgh Arts 1977 Exhibition Catalogue (Back Cover). It states: “Edinburgh Arts 
1977 began and ended at the Demarco Gallery, at World’s End, on the Royal Mile 
of Edinburgh. A part of the city full of symbols related to King Arthur. The Holy 
Rude (the Holy Cross) St Anthony of Padua, the Knights of Malta, The Sphinx, The 
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Unicorn, St Giles, St Margaret, and the empire of Charlemagne. It developed out 
of the 1976 journey, as the 1976 journey developed out of those of 72, 73, 74, 75. 
It was, as all of them, a summer journey influenced by the summer solstice. It 
paved the way for the Edinburgh Arts 78 journey, its natural extension. 
 
Figure 194                                                                                          Chapter Five, p.507 
Cover of Edinburgh Arts 1979 catalogue, documenting EA 79, which had evolved 
from a partially static pedagogical undertaking (as ‘summer school’) into a wholly 
peripatetic series of journeys, that involved the sailing barque, the Marques, as a 
kind of floating university.] 
 
Figure 195                                                                                          Chapter Five, p.514 
The front and rear cover of The Artist as Explorer (first edition). Two versions of 
this booklet/extended essay were produced. The front cover of the first edition 
shows Demarco’s drawing of the Boa Island figure (see below). The text of The 
Artist as Explorer, which emerged from Demarco's reflections on the Edinburgh 
Arts Journeys, was first delivered in February 1978 to the conference Canada and 
the Celtic Consciousness at the University of Toronto (organised by Robert 
O'Driscoll with Celtic Arts of Canada). It was developed into an RDG/Edinburgh 
Arts publication under the same title later that year. 
 
Figure 196                                                                                          Chapter Five, p.514 
The second edition shows a drawing by Demarco of Arthur’s Seat and the Radical 
Road, Edinburgh 
 
Figure 197                                                                                          Chapter Five, p.515 
Boa Island bilateral figure in the cemetery at Dreenan, Lower Lough Erne, County 
Fermanagh, Northern Ireland. The sculpture is probably of a pagan deity and dates 
from the 8th-12th centuries AD. Edinburgh Arts, 23-29 June 1977. [source: 
www.demarco-archive.ac.uk] 
 
Figure 198                                                                                          Chapter Five, p.515 
Edinburgh Arts 1979.  The director, actor and writer Neil Bartlett (b.1958) viewing 
‘Chalice with Flowers and Pepperpot’ (c.1954-5) by the Welsh modernist artist and 
writer, David Jones (1895-1974) at the Tate Gallery, London. Jones was one several 
artists and writers discussed and read aboard the Marques.  Jones converted to 
Catholicism in 1921. This, and the Eucharistic theme the painting, clearly appealed 
to Demarco and illustrated some of the spiritual aspects of the Edinburgh Arts 
Journeys. [source: demarco-archive.ac.uk] 
 
Figure 199                                                                                          Chapter Five, p.516 
Route of Edinburgh Arts 1979 in Britain, Ireland and France. The Marques sailed 
from Fowey in Cornwall to Guernsey, Sark, St Malo, Roscoft (thence by land to St 
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Thegennieux) Belle Ile, Brittany, Tenby (Wales), and Cork, Kinsella (Ireland), The 
Scilly Islands (UK). Part of the reasoning behind the journey lay in demonstrating 
the connectedness and proximity of the ‘Celtic world’ by sea routes in a way not 
possible by land and road. [source: EA 79 catalogue] 
 
Figure 200                                                                                          Chapter Five, p.518 
(L-R) Joseph Beuys, Seth Siegelaub, Georg Jappe and Peter Townsend, London, 
May 1970. Photograph by Richard Demarco. The meeting in London followed 
Beuys’ and Demarco’s ‘reconnaissance’ visit to Scotland (Argyll, Edinburgh, 
Rannoch Moor) in preparation for the Strategy: Get Arts exhibition at Edinburgh 
College of Art in August 1970.  Townsend was, at that time, editor of Studio 
International. Siegelaub (1941-2013), a US artist and curator, was Project Editor of 
‘Studio International’, Vol. 180, No. 924, July/August 1970. Jappe (1936-2007) was 
a German critic, artist and academic. He contributed a significant critical essay to 
the ‘Strategy: Get Arts’ catalogue (1970). [source: www.demarco-archive.ac.uk] 
 
Figure 201                                                                                          Chapter Five, p.524 
Edinburgh Arts participants in Brodick Bay, Arran, Scotland aboard the ‘Marques’, 
August 4, 1980. The art critic Cordelia Oliver is seated (centre). Demarco has 
commented: “Among my most precious memories of Cordelia and George Oliver 
was when they joined the 1980 Edinburgh Arts circumnavigation of the British Isles 
on the sailing ship Marques anchored off Brodick Harbour, Arran. They travelled 
from Glasgow together with their friends George and Daphne Wyllie, and Chris 
Carrell, Director of the Third Eye Gallery. They were so very happy to be in the sea-
girt world – the world of Cordelia Oliver's childhood.” Richard Demarco, ‘Cordelia 
Oliver: An Appreciation’, ‘Artwork’, 159, Winter 2009/2010 [source: 
www.demarco-archive.ac.uk] 
 
Figure 202                                                                                          Chapter Five, p.525 
Cordelia Oliver (fourth from right) on the roof garden of Goldberg’s Store, 
Edinburgh during an exhibition of sculptures by Menashe Kadishman (1932-2015) 
and Amikam Toren (b. 1945), presented by The Richard Demarco Gallery, August-
September 1968 [source: www.demarco-archive.ac.uk] 
 
Figure 203                                                                                          Chapter Five, p.528 
Joseph Beuys on Rannoch Moor, May 7, 1970.  Rannoch Moor was one of several 
places which featured on Demarco’s journey with Joseph Beuys on the latter’s first 
visit to Scotland. Beuys came to Scotland as part of the preparations for the 
‘Strategy: Get Arts’ exhibition at Edinburgh College of Art, in August 1970.  This a 
part of the journey was filmed by Mark Littlewood and later incorporated into 
Beuys’ performance-action ‘Celtic Kinloch Rannoch Scottish Symphony’. [source: 
www.demarco-archive.ac.uk] 
 



Giles Sutherland                                                                                                                                     List of Illustrations 
2020  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

LIST OF ILLUSTRATIONS 

 

 33 

Figure 204                                                                                          Chapter Five, p.530 
(L-R) Joseph Beuys, Georg Jappe, James Haritas  and Lesley Benyon at North 
Queensferry, looking east towards the Forth Bridge, May 1970. [source: 
www.demarco-archive.ac.uk] 
 
Figure 205                                                                                          Chapter Five, p.530 
Edinburgh Arts 1972 participants at South Queensferry, July 1972. The Forth 
Bridge is to the right (east) and the Forth Road Bridge to the left (west). [source: 
www.demarco-archive.ac.uk] 
 
Figure 206                                                                                          Chapter Five, p.531 
Publicity material and information for Edinburgh Arts 1979 (1/2). [source: 
www.demarco-archive.ac.uk] 
 
Figure 207                                                                                          Chapter Five, p.532 
Publicity material and information for Edinburgh Arts 1979 (2/2). [source: 
www.demarco-archive.ac.uk] 
 
Figure 208                                                                                          Chapter Five, p.535 
Edinburgh Arts 1978. The architect Michael Scott (1905-1989) (centre), holding 
the death mask of James Joyce in has home, the modernist building ‘Geragh’, built 
in 1938, which is adjacent to the James Joyce Tower and Museum, Sandycove, 
near Dublin. [source: www.demarco-archive.ac.uk] 
 
Figure 209                                                                                          Chapter Five, p.535 
The Irish art critic, writer and curator, Dorothy Walker (1929-2002) with Edinburgh 
Arts 1978 participants, in Dublin. Walker was, like Demarco, a Contributing Editor 
to ‘Studio International’ and a founding member (with Michael Scott) of ‘ROSC’, 
the international exhibition of contemporary art, based in Dublin, which ran from 
1967 to 1988.   [source: www.demarco-archive.ac.uk] 
 
Figure 210                                                                                          Chapter Five, p.541 
Richard Demarco ‘Furling Sail by Moonlight (1991) Screeprint. The image is based 
on the Edinburgh Arts 1980 voyage of the ‘Marques’. 
 
Figure 211                                                                                          Chapter Five, p.542 
Ian Hamilton Finlay, ‘The Little Seamstress’ [collaboration with Richard Demarco] 
(1970). Demarco shared with Finlay a love of fishing boats, and other nautical craft 
– these motifs and representations occurred frequently throughout the careers of 
both artists. Demarco’s fascination with the archetypal form of the sailing boat 
can partly explain his decision to charter the ‘Marques’ – as a vessel of exploration 
and creative discovery for Edinburgh Arts. [source: 
www.tate.org.uk/art/artworks] 
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Figure 212                                                                                          Chapter Five, p.548 
Exhibition poster for ‘Two One-Man Exhibitions: Horia Bernea and Paul Neagu’ at 
The Richard Demarco Gallery June 23 – 8 August 1976. The poster was designed 
by Paul Neagu (note stamp, bottom right: “Edinburgh Arts – Paul Neagu – Since 
1972”. The top image is based on a photograph by Jane Chisholm and shows 
Neagu wrapped in a blanket in an impromptu ‘action’ relating to the standing 
stones at Calanais, Lewis in 1975. In a manner similar to Demarco, Neagu has 
annotated the photograph and the marginal space around it. Part of the text 
reads: “Forty-six unseen drawings on horizontal rain stage drawing on photo Outer 
Hebrides 1975. Generator at Calanais Leodhas…The generator is the instrument 
for research through Gradually Going Tornado…” The central, drawn image relates 
to the ‘Hyphen’, which Neagu articulated in both graphic and sculptural form. 
[source: www.demarco-archive.ac.uk] 
 
Figure 213                                                                                          Chapter Five, p.549 
Paul Neagu at Calanais, Edinburgh Arts 1975. The photograph shows the same 
‘action’ as that in the Bernea / Neagu poster above, although this image is by 
Richard Demarco and shows Neagu draped in a blanket, facing away from the 
camera, in an emulation of one of the Calanais stones, where the artist’s body 
assumes sculptural form. This way of working, which Neagu termed an ‘action’ 
was one that he developed throughout his career and took the form of both 
impromptu and planned performances. [source: www.demarco-archive.ac.uk] 
 
Figure 214                                                                                          Chapter Five, p.555 
Announcement card for Hamish Fulton exhibition at The Richard Demarco Gallery 
(July 8 – August 4, 1971). The exhibition clearly demonstrated Demarco’s interest 
in Fulton’s work, which included walks along pilgrimage routes in Japan, the UK 
and Spain. In 1971 Fulton walked the ancient pilgrim’s route between Winchester 
and Canterbury. 
 
Figure 215                                                                                          Chapter Five, p.557 
(L-R) Unknown, Sally Holman, Li Yuan-chia, Melville Street, Edinburgh, 1969 
[source: www.demarco-archive.ac.uk] 
 
Figure 216                                                                                          Chapter Five, p.557 
Announcement card for exhibition of work by Catherine Matheson from the 
collection of LYC Museum at The Richard Demarco Gallery, 1979. [source: 
www.demarco-archive.ac.uk] 
 
Figure 217                                                                                          Chapter Five, p.567 
Two sketches made by Richard Demarco, partly illustrating his idea for 
'thresholds'. The left-hand sketch depicts the Pump House, Sutro Baths, California 
(February 20, 1976) and the other, St Govan’s Well near St Govan’s Chapel, 
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Pembrokeshire (July 7, 1977). The drawings are reproduced in The Artist as 
Explorer, p.64 
 
Figure 218                                                                                          Chapter Five, p.568 
The Pump House, Sutro Baths, near San Francisco, California with inscription by 
the artist Dennis Leon entitled ‘Sutro Baths Suite #3’ (1975). Stencilled paint on 
concrete (66” x 74”) 
 
Figure 219                                                                                          Chapter Five, p.570 
St Govan’s Well, Pembrokeshire. Edinburgh Arts 1978. [source: www.demarco-
archive.ac.uk] 
 
Figure 220                                                                           Conclusion & Summary, p.581 
An example of Demarco’s annotated photography. Here it is likely that the 
photograph was annotated near the time the photograph was taken (1972), as Ian 
Hamilton Finlay’s ‘sculpture garden’ and home is referred to by its original name, 
‘Stonypath’, which was renamed Little Sparta in 1983 
 
Figure 221                                                                           Conclusion & Summary, p.587 
A search of the NGS Demarco Archive catalogue (GMA A37) 
 
Figure 222                                                                           Conclusion & Summary, p.588 
Cloud-based Box storage and filing system with the author's own nomenclature 
and filing of GMA A37 
 
Figure 223                                                                           Conclusion & Summary, p.590 
The Demarco Archive, Skateraw Farm, East Lothian c. 2006 
 
Figure 224                                                                           Conclusion & Summary, p.594 
Road sign in the village of Milnathort, Kinross-shire pointing to Meikle Seggie, 1974 
source: www.demarco-archive.ac.uk] 
 
Figure 225                                                                           Conclusion & Summary, p.595 
Paul Neagu and Edinburgh Arts 1972 participants in Greyfriars Kirkyard, 
Edinburgh. Neagu (centre, in red shirt) is leading a drawing workshop and 
performance  [source: www.demarco-archive.ac.uk] 
 
 
Figure 226                                                                           Conclusion & Summary, p.596 
The Romanian Room at The Demarco Archive, Summerhall, Edinburgh showing 
work that includes Paul Neagu ('Hyphens', foreground) and Ion Bitzan (on wall, 
right). [Photograph courtesy of Terry Ann Newman at The Demarco Archive]. 
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Figure 227                                                                           Conclusion & Summary, p.611 
Richard Demarco – map-drawing of Scotland showing some destinations and 
participants of Edinburgh Arts ‘Exploring the Spirit of the Edinburgh Festival on the 
Shorelines of Scotland’. The map lists several key Edinburgh Arts participants and 
teachers, as well as locations, such as, “To Arran with Margot Sandeman, Cordelia 
Oliver, John David Mooney and Gabriella Cardazzo”; “To Little Sparta The World 
of Ian Hamilton Finlay, with Guiseppe & Giovanna Panza, Jean de Loisy, Ryszard 
Stanisławski and Gabriella Cardazzo”; “To Callanish with Paul Neagu, John 
MacInnes, Murdo the Ever Young ‘the Bard of Melbost’, Robert and Treasa 
O’Driscoll, Rose Finn Kelsay, Tina Keane”; “To Raasay with Sorley Maclean, Adam 
Robson”. [source: www.demarcoarchive.com] 
 
Figure 228                                                                           Conclusion & Summary, p.614 
The weaver, Marion Campbell, in her loom-shed in Plockropool, on the Isle of 
Harris with Edinburgh Arts 1976 participants [source: www.demarco-
archive.ac.uk] 
 
Figure 229                                                                           Conclusion & Summary, p.614 
Edinburgh Arts 1975. Paul Neagu at the Blackhouse Museum at Arnol  on the Isle 
of Lewis, holding a ragwort plant (Jacobaea Vulgaris). Ragwort is one of several 
plants that weavers, such as Marion Campbell, use to create natural dyes for wool 
as part of the process of manufacturing Harris Tweed.  
[source: www.demarco-archive.ac.uk] 
 
Figure 230                                                                           Conclusion & Summary, p.615 
Exhibition flyer for an exhibition by Patricia Douthwaite organised by The Richard 
Demarco Gallery, 1985. Douthwaite exhibited with RDG on several occasions from 
that late1960s onwards. She also participated in several Edinburgh Arts 
‘expeditions’ in the 1980s. Douthwaite is one of a significant number of female 
artists whose work with Demarco and Edinburgh Arts is under-represented. 
[source: www.demarco-archive.ac.uk] 
 
Figure 231                                                                           Conclusion & Summary, p.618 
Edinburgh Arts 1978. Picinisco, Lazio, southern Italy. Edinburgh Arts 1978. 
Picinisco is the village from where Demarco’s paternal ancestors emigrated in the 
19th Century [source: www.demarco-archive.ac.uk] 
 
 
Figure 232                                                                           Conclusion & Summary, p.620 
Tadeusz Kantor’s production of Stanisław Ignacy Witkiewicz’s play, Kurka Wodna 
(The Waterhen). Forrest Hill Poorhouse, Edinburgh, 1972. Wiesław Borowski, far 
right. [source: www.demarco-archive.ac.uk] 
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Figure 233                                                                           Conclusion & Summary, p.621 
Ryszard Stanisławski outside The Richard Demarco Gallery, 8 Melville Crescent, 
Edinburgh, at the opening of the Polish exhibition, Atelier 72, 1972. Stanisławski 
(1921-2000) was Director of the Museum Sztuki in Łódź from 1966 to 1990 and 
was a close collaborator with Demarco in the organisation of Atelier 72. Demarco 
met Stanisławski in Poland, in 1969 and was in contact with him until his death, in 
2000. [source: www.demarco-archive.ac.uk] 
 
Figure 234                                                                           Conclusion & Summary, p.622 
The front cover of the Atelier 72 catalogue. The exhibition presented the work of 
43 Polish artists in the RDG, 8 Melville Crescent, Edinburgh during the Edinburgh 
International Festival in 1972. The cover design is a photograph of a box made by 
the Foton company for photographic paper. Foton was a Polish state monopoly 
and at that time, in 1972, was one of the few brands of photographic paper 
available in that country. The box, which measures 18 x 24cm, was commonly used 
to send papers and documents via the postal network, in the absence of dedicated 
products. The package was sent on May 15, 1972 and the sender is indicated as 
“Nadawca: Muzeum Sztuki w Łódźi, Łódź, Więckowskiego 36, Poland”. The Atelier 
72 catalogue was designed by John Martin at Forth Studios, Edinburgh. The cover 
image illustrates, literally, Demarco’s shared idea that art in its ‘expanded’ form 
could be based on pre-existing objects and imagery (an idea that had been popular 
since the time of Marcel Duchamp in the early 20th Century). The package has also 
been stamped with a dedicated triangular motif (designed in Poland) referring to 
the Atelier 72 exhibition.  The design (and content) of such RDG publications (of 
which there are many) could in themselves form the subject of an independent 
study, such as a dissertation, which locates them in the context of graphic art in 
the UK and other parts of Europe, such as Poland, where in the case of the latter, 
the genre was sophisticated and well-developed. The critic and art historian, Klara 
Kemp-Welch, has written about the notable designs of RDG publications and in 
repsect of the ‘Atelier 72’ catalogue, notes: “Every page was an art work in itself…” 
K. Kemp-Welch, ‘Networking the Bloc’ (p.233) 
 
Figure 235                                                                           Conclusion & Summary, p.623 
The Polish Room at The Demarco Archive, Summerhall, Edinburgh, showing work 
that includes the poster for the exhibition, ‘Atelier 72’, designed by Janusz 
Wiktorowski (b.1939). [Photograph courtesy of Terry Ann Newman at The 
Demarco Archive]. 
 
Figure 236                                                                           Conclusion & Summary, p.623 
Richard Demarco, Droga do Meikle Seggie (2020) (The Road to Meikle Seggie) –- 
Polish edition 
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Figure 237                                                                           Conclusion & Summary, p.624 
Richard Demarco, Artysta Jako Odkrywca (2020) (The Artist as Explorer) –- Polish 
edition 
 
Figure 238                                                                           Conclusion & Summary, p.625 
Art work for Janusz Wiktorowski’s ‘Atelier 72’ poster purchased by the National 
Galleries of Scotland, 1980 [ source: www.nationalgalleries.org/art-and-
artists/1616/art-work-atelier-72-poster-demarco-gallery-edinburgh-
international-festival] 
 
Figure 239                                                                           Conclusion & Summary, p.628 
The Romanian Room at The Demarco Archive, Summerhall, Edinburgh, showing 
work that includes Paul Neagu ('Hyphens', foreground), Ion Bitzan (on wall, right) 
and the glazed box-constructions of Neagu’s friend, the Scottish artist, Fred Stiven 
(on back wall).  [Photograph courtesy of Terry Ann Newman at The Demarco 
Archive]. 
 
Figure 240                                                                           Conclusion & Summary, p.630 
The German Room at The Demarco Archive, Summerhall, Edinburgh, showing 
work that includes enlargements from the ‘Strategy: Get Arts’ exhibition 
catalogue, 1970.  [Photograph courtesy of Terry Ann Newman at The Demarco 
Archive]. 
 
Figure 241                                                                           Conclusion & Summary, p.630 
The German Corridor at The Demarco Archive, Summerhall, Edinburgh, showing 
work that includes a suite of negative prints of Joseph Beuys at the Forrest Hill 
Poorhouse, 1974 (far left).  [Photograph courtesy of Terry Ann Newman at The 
Demarco Archive]. 
 
Figure 242                                                                           Conclusion & Summary, p.632 
The performance artist, Aletia Upstairs (Aletia Badenhorst) with Richard Demarco 
in ‘The Artist as Explorer’, Summerhall, Edinburgh, 2017. .  [Photograph courtesy 
of Terry Ann Newman]. 
 
Figure 243                                                                           Conclusion & Summary, p.634 
Aletia Upstairs performing ‘Momentronome’ at Summerhall, Edinburgh, 2015. 
The piece was created, in part, as a response to images in The Demarco Archive of 
Paul Neagu's Fish's Net (1972), an action-performance created for Edinburgh Arts 
1972, on the island of Inchcolm, near Edinburgh. [source: Badenhorst, A., An 
Imaginative Reworking and Performative Manifestation of The Richard Demarco 
Archive, (2018), p. 59] 
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Figure 244                                                                           Conclusion & Summary, p.635 
Paul Neagu, Fish's Net performance for Edinburgh Arts 1972, Inchcolm, near 
Edinburgh  [source: www.demarco-archive.ac.uk] 
 
Figure 245                                                                           Conclusion & Summary, p.639 
A chart by Déborah Laks showing the geographical evolution of Edinburgh Arts, in 
three distinct stages. Lakes’ determination of the evolution of the Edinburgh Arts 
Journeys in three distinct stages: 1/ Scotland; 2/Celtic Pre European and 3/Sea-
Travel, the islands,  could provide a useful model-template for further research  
[source: ‘The psychedelic Celtic journeys of Richard Demarco’s Summer Schools 
(1972-1980)’ – Seminar at the University of St Andrews, May 25, 2018] 
 
Figure 246                                                                           Conclusion & Summary, p.644 
Cassandre Langlois’ catalogue file for a box (2017) from The Demarco Archive at 
Summerhall. 
 
Figure 247                                                                           Conclusion & Summary, p.644 
Envelope 
 
Figure 247a                                                                        Conclusion & Summary, p.645 
Envelope and letter from Richard Demarco to Giles Sutherland, March 9, 2017, 
showing Demarco’s method of written communication in his distinctive hand-
writing, which uses a random combination of upper- and lower-case characters.  
The letter refers to the Romania artist, Ion Bitzan (1924-1997) with whom 
Demarco had a long association. Bitzan and Demarco were recorded in 
conversation in Bucharest by me, as part of a BBC Radio Scotland programme, in 
December 1990. 
 
Figure 248                                                                           Conclusion & Summary, p.648 
Sunhoney Stone Circle, Aberdeenshire, as illustrated in Lucy R. Lippard's text, 
Overlay (1983), p.71.  The photograph is attributed to the artist, Chris Jennings, 
who participated in Edinburgh Arts 1979 when he was then resident in Ardpatrick, 
Argyll. 
 
Figure 249                                                                           Conclusion & Summary, p.649 
Edinburgh Arts 1976. Sunhoney Stone Circle, near Midmar, Aberdeenshire.  
[source: www.demarco-archive.ac.uk] 
 
Figure 250                                                                           Conclusion & Summary, p.651 
The Traverse Room at The Demarco Archive, Summerhall, Edinburgh, showing 
work that includes posters advertising new theatrical productions and paintings 
by William Crozier.  Photograph courtesy of Terry Ann Newman at The Demarco 
Archive. 
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Figure 251                                                                           Conclusion & Summary, p.657 
Edinburgh Arts 1980. The Gaelic poet Somhairle MacGill-Eain (Sorley Maclean) 
[1911-1996] on board the Marques, in the Sound of Raasay, reading from his 
collection, Reothairt is Conntràigh / Spring Tide and Neap Tide, Selected Poems 
1932-72. [The photograph is reproduced in Sealladh as Ùr air Ealain na 
Gàidhealtachd: The Visual Significance of Gaelic Culture (p.64)] 
 
Figure 252                                                                           Conclusion & Summary, p.658 
Edinburgh Arts 1975. Murchadh MacPhàrlain (Murdo Macfarlane) [1901-1982], 
known as ‘the Melbost bard’, reading his poetry at Calanais, Lewis. [The 
photograph is reproduced in ‘Sealladh as Ùr air Ealain na Gàidhealtachd: The 
Visual Significance of Gaelic Culture’, (p.79)] 
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ABSTRACT 

 

This thesis sets out to critically examine Richard Demarco’s experimental 

summer school, Edinburgh Arts, between the years 1972 and 1980. The thesis 

makes a number of claims, the most important of which is the uniqueness of the 

journeys themselves as a pedagogical undertaking. These summer schools, initially 

based in Edinburgh during the International Festival, became increasingly 

peripatetic, culminating in two voyages on the sailing barque, The Marques in 

1979 and 1980, espoused a new pedagogy, encapsulated in the idea of a journey.  

The traditional boundaries between student and teacher were deliberately 

blurred, while the summer school approached the idea of learning and teaching 

through art as an inter-disciplinary pursuit that included ecology, architecture, 

archaeology and literature, as well as traditional crafts and folk culture. 

 

The journeys themselves, involving multiple participants in many locations 

in Britain, and Europe, including Malta, followed increasingly complex itineraries. 

The majority of student participants were initially recruited from North American 

universities and art colleges and the idea of bringing students to experts, rather 

than the reverse, was a central part of the pedagogical ethos. As the journeys 

developed, they began to attract an increasingly diverse group of participants of 

all ages and backgrounds. 
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The thesis is divided into a number of chapters, each dealing with a specific 

aspect of Edinburgh Arts. A major research resource has been the Demarco 

Archive, located in the National Galleries of Scotland. The archive runs to several 

hundred linear metres of shelf space and also includes photographs, exceeding 

one million in number.  The thesis is the first major academic work to critically 

assess the overall structure, content and impact of Edinburgh Arts, a pedagogical 

experiment which deserves to be as well-known as the institution on which it was 

partly modelled, Black Mountain College. 

 

The thesis Introduction sets out the scope of the study and what it intends 

to examine. 

 

Chapter One examines Demarco’s cultural, religious and educational 

background and explains some of his motivations in his trajectory towards the 

establishment of Edinburgh Arts.    

 

Chapter Two looks at Edinburgh Arts 72, the first summer school, its 

content, processes and procedures, as well as its outcomes and successes.  

 

Chapter Three analyses Edinburgh Arts 73 and Edinburgh Arts 74, as a 

continuation of Edinburgh Arts 72, and looks at the faculty and structure of the 

summer school and how this moved from a ‘static’ model of education to a 

peripatetic one.  
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Chapter Four engages with Edinburgh Arts 75, essentially a staged journey 

over several weeks, entitled To Callanish To Hagar Qim, which as the name 

suggests, began in Malta and ended in Lewis, Scotland. This section critically 

engages with the work of several Edinburgh Arts participants, including the Polish 

artists Barbara Kozłowska and Zbigniew Makarewicz, who participated in the 

entirety of journey and made a number of significant artworks in response to this.  

An additional focus is the Edinburgh Arts engagement with the Barlinnie Prison 

Special Unit, and, in particular, with Jimmy Boyle, a Glasgow criminal turned artist 

and writer, with whom Demarco and Edinburgh Arts developed a sustained 

relationship. 

 

Chapter Five examines the last major Edinburgh Arts journey, in 1980, 

which involved a circumnavigation of the British Isles in nine stages on The 

Marques, beginning from Fowey in Cornwall, including visits to the Channel 

Islands, Wales, Eire, Northern Ireland and Scotland (Arran, Argyll, Iona, Skye, 

Wester Ross and Orkney), returning by the east coast of England to Fowey.  The 

voyage included visits to the sculptor David Nash, the poets George Mackay Brown 

and Sorley Maclean, the painter Jon Schueler, and the performance artist Alastair 

MacLennan, each of whom contributed to Edinburgh Arts in the form of readings 

and discussion. Embedded in the voyage was the long-standing trope of the 

pilgrimage, embodied in the Edinburgh Arts groups’ engagement with the island 

of Iona as well of a number of other major religious and spiritual sites throughout 

Europe. The chapter examines the idea of the sea voyage as a pedagogical journey 
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and looks at the success and otherwise of such an undertaking.  The chapter 

examines the contributions of those participating on the voyage, in terms of 

artwork and other documentation, much of which is has remained in archival 

storage. 

 

The Conclusion of the thesis summarizes the most significant aspects of 

Edinburgh Arts and the journeys and sets these within a wider art historical 

perspective and context. The Conclusion also points the way forward for the future 

use of the archive as an educational and artistic resource and gives some examples 

of current work on the Demarco Archive. The conclusion also sets out a case for 

further critical academic study of Edinburgh Arts and suggests ideas and structures 

for a full-length publication, expanding on the work of the current thesis. 
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LIST OF ABBREVIATIONS 
 
 
AAC — Aegina Arts Centre 
AJFHQTTRB – A Journey From Hagar Qim To The Ring of Brodgar (name given to 
the Edinburgh Arts 76 journey, and to accompanying exhibition and catalogue) 
BMC – Black Mountain College 
BPSU – Barlinnie Prison Special Unit  
CKRSS — Celtic (Kinloch Rannoch) Scottish Symphony  
DAT – The Demarco Archive Trust 
DEAF — Demarco European Art Foundation  
EA – Edinburgh Arts 
ECA — Edinburgh College of Art  
EIF — Edinburgh International Festival  
FIU — Free International University  
ICA — Institute of Contemporary Arts  
MHTTC – Moray House Teacher Training College (now known as Moray House 
School of Education) 
NGS — National Galleries of Scotland  
RDG — The Richard Demarco Gallery  
SAC — Scottish Arts Council  
SGA — Strategy: Get Arts exhibition, Edinburgh College of Art, 1970  
SNGMA — Scottish National Gallery of Modern Art  
TCFHQ – To Callanish From Hagar Qim (name given to the Edinburgh Arts 75 
journey, and to accompanying exhibition and catalogue) 
TPB – The Paperback Bookshop 
TTTC – The Traverse Theatre Club 
TTTG – The Traverse Theatre Gallery 
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The road to Meikle Seggie exists in reality as a winding and undulating, seven-mile 

stretch of an historic pathway linking Milnathort in Kinross-shire with Dunning in 

Perthshire through the Ochil Hills. It is the road on which I invite artists to travel, in the 

footsteps of the prehistoric megalithic temple builders, Celtic and medieval saints and 

scholars, Roman legionaries, and generations of Highland cattle drovers. The road, once 

taken, teaches all those who travel on it, preferably on foot, to discover its extensions 

all over Europe from the northwest extremities of the Hebridean coastline to those of 

the Mediterranean as far southwest as Malta.1 

Richard Demarco, 2000 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1  

Sketch by Richard Demarco, 5 May 1973. The 
sketch was made in the context of Demarco’s 
visit to Poland of that year. The drawing was 
made near Oswięcim (Auschwitz) on the 
road from Kraków to Zakopane. The image 
illustrates the idea that The Road to Meikle 
Seggie, as metaphor, extended to all 
topographical/geographical and conceptual 
areas of Demarco’s activities and to the 
Edinburgh Arts journeys. 

                                                
1 Richard Demarco, ‘The Road to Meikle Seggie’ in The Demarco Collection and Archive (ed. John 
Martin) p. 19 
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1.1 The Research Questions – What this study is about and what it is not 
about 
 

The primary aim of this study is to explore the nature of Demarco’s 

pedagogy – undoubtedly his ‘core’ activity and central to all his primary 

motivations and impulses. It is neither an exercise in archival studies nor, strictly 

speaking, in pedagogical practice.  Nor is it a thesis that uses particular 

methodologies from other disciplines such as visual studies, anthropology, 

philosophy, theology, ecology, archaeology, architecture, musical theory and 

practice, theatre studies  or literary studies, although all of these disciplines, and 

more, have formed part of Demarco’s pedagogical project.  All of these fields have 

been assimilated into Edinburgh Arts because Demarco, an auto-didact in the best 

sense of the term, is passionate about the history of ideas. 

 

The thesis therefore is situated firmly within the discipline of art history, 

which, despite its limitations, is an expanding field, in the same way as the nature 

of art itself continues to expand to encompass increasingly experimental, novel 

and surprising subject matter, media and methods. Given Demarco’s continual 

championing of the avant-garde, this approach seems entirely appropriate. A clear 

example of this is the relatively new discipline of ‘event photography’. This has 

been adopted, post-hoc, by Demarco as part of his way of working and fits entirely 

with the methodology and subject matter of this thesis, given the fact that 

photography has become at least as important an interpretive tool in relation to 

artistic practices as writing and other forms of comment and analysis.  
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Given the general lack of sustained academic research in relation to 

Demarco’s activities in general and the EA journeys in particular, and the 

erroneous and incomplete nature of the output of ‘authoritative’ commentators, 

my research points and questions can therefore be framed thus: 

 

1/  to assess the EA Journeys in the context of European and 

international art movements, groups and individuals 

 

2/  to assess the EA Journeys in the context of Scottish and UK art 

movements 

 

3/  to assess and analyse the EA Journeys per se, given the fact that the 

majority of material relating to these is in the form of 

documentation (rather than analytical writing/commentary) and 

that they have escaped the general rigour of published, peer-

reviewed traditional art-historical analysis 

 

4/  to analyse the EA journeys in order to determine their worth in 

terms of cultural, artistic production 

 

5/  to assess and determine their uniqueness, or otherwise,  among art 

movements and the work of individual artists, curators and gallery 

owners 

  



Giles Sutherland                                                                      Introduction 
2018  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

INTRODUCTION 

 

 5 

1.2 The Personal & the Familial 

In 1972, the Edinburgh-based gallerist, artist, illustrator, former school 

teacher and cultural entrepreneur, Richard Demarco (b. 1930) established an 

experimental, multi-disciplinary summer school – Edinburgh Arts (EA). As part of 

the curriculum, students were taken on, and invited to make, a series of journeys. 

Initially these were modest, small-scale affairs which embraced mainly local sites 

and points of interest, and took the form of day-trips in and around Edinburgh. 

Gradually the journeys evolved into grander affairs that extended their scope to 

other parts of Scotland and, in time, to other areas of Great Britain, Ireland and 

other parts of Europe.  The Demarco Digital Archive notes that: 

 

…from a relatively modest beginning the Edinburgh Arts summer schools evolved 

into a series of journeys, the journey itself becoming the medium of the learning 

experiences that Demarco orchestrated. By 1975 the journey had become a trans-

European expedition from the Neolithic temples of Hagar Qim on Malta to the 

Neolithic stone circle at Callanish on the Island of Lewis in the Outer Hebrides. The 

evolution of the Edinburgh Arts journeys was stimulated by Demarco’s discovery 

of the road to Meikle Seggie in 1973, a country road in Kinross-shire, which he 

followed on impulse. The idea of the Road to Meikle Seggie became his metaphor 

for the road that weaves together the geography and cultures, the past and the 

present, of western Europe from the Mediterranean to its northern limits, and, by 

extension, any journey which reveals to the traveller unexpected intellectual vistas 

and the chance of self-discovery and creative growth.2 

 

                                                
2 Source: www.demarco-archive.ac.uk/richard_demarco_biography.pdf    (accessed 4/5/2018). For 
a Selected Chronology of Exhibitions 1963-2010, see Appendix 1.1; for Richard Demarco Biography 
and CV, see Appendix 1.2; for a summary of recorded interviews as part of the British Library’s 
Artists’ Lives series, see Appendix 1.3; for interviews recorded by Giles Sutherland, and other 
material see gilessutherland.ord/academic/phd 
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This thesis, under the title On the Road to Meikle Seggie, sets out to 

examine critically the Edinburgh Arts Journeys between the years 1972 and 1980.   

In setting out to capture this critical examination, I make several basic assumptions 

that are central to this, and which serve as the focus of this investigation. These 

are: 

 

1. that Demarco’s peripatetic pedagogy was unique for its time and world-

leading in its impact 

2. that the journeys and ‘world-as-classroom’, served not only as the site(s) 

of learning, but as the rupture from ‘normal’ daily life and routine, and as 

such, was a pre-requisite for the type of deep-learning that characterised 

his events 

3. that the Edinburgh Arts trips in these years were profoundly significant for 

promoting spiritual, metaphysical, and revelatory experiences, and as 

such, were important in re-setting and testing the views and, in some 

instances, the artistic practice of the participants 

4. that Demarco’s work in general and Edinburgh Arts and the journeys in 

particular have been too little understood and although they have been 

extensively documented, they have not been sufficiently analysed.  

5. that analysis has been fragmented and the major art histories (in 

particular, those dealing with ‘Scottish art’) have paid scant attention to 

Demarco’s activities.  As a result the Edinburgh Arts Journeys have not 
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entered fully into the general discourse of art history in Scotland, Britain, 

Europe and North America 

6. that such lacunae in understanding and analysis have resulted in an 

impoverished knowledge of Demarco’s achievements 

7. that the current thesis attempts to redress such imbalances and to an 

extent set the record straight regarding the complexity, scope, ambition, 

depth and lasting impact of Edinburgh Arts 

  

I have chosen to label these as ‘pedagogical-creative’ journeys.3 These may 

be seen as being surrounded by various outer layers, including the Edinburgh Arts 

international summer schools (of which the journeys formed a part); the activities 

of The Richard Demarco Gallery; and, beyond this, the almost boundless energies 

and visions of the gallery’s eponymous director, Richard Demarco.  

 

My reasons for choosing these journeys, as the focus of a PhD thesis, are a 

combination of the personal and professional, the intellectual, spiritual and 

emotional, as well as the practical. But as I have laid out above, they are 

quintessentially about Demarco’s new pedagogy, and its unanticipated world-

leading impact. 

 

                                                
3 The term ‘pedagogical-creative journey’ was jointly approved by Dr Euan McArthur and the 
author, and is referenced as such in Appendix 1.0 Memo from Dr Euan McArthur February 2013 
Discussing PhD Structure Thesis and Content 
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As a young boy and the son of an artist mother, I was aware of Demarco’s 

activities from a young age. I first met Demarco when I was around three or four 

years old, in 1967 or 1968, just after Demarco had opened his Gallery in Melville 

Crescent in Edinburgh’s ‘New Town’. The meeting left a vivid impression because 

of Demarco’s passion and enthusiasm. My father was at school with Demarco, 

although 7 years his junior, but has retained an interest in Demarco’s work, and 

so the familial merged with the personal. 
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Figure 2  

Alastair MacLennan, To Walk a Stone, The Richard Demarco Gallery, Edinburgh, 1979 

 

Years later, in 1980, a friend took me to see a performance at Demarco’s 

gallery in one of its many other physical manifestations in the city of Edinburgh. 

The work was by the artist Alastair MacLennan. His work was titled To Walk a 
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Stone and involved the artist, dressed entirely in black, save for his whitened head, 

who circled a stone placed in the middle of the gallery floor, timing his pace and 

movements to the insistent, regular, beat of a mechanical metronome. 

 

I had no idea what the work was about (save for endurance and 

commitment). The following year, 1981, the same friend took me on two separate 

journeys.  The first was to the Special Unit of Barlinnie Prison in Glasgow. A grim 

building on a cold January day. A courtyard full of prison officers in black uniform, 

with key-chains and truncheons. I recall the painted interiors of the Special Unit 

and, finally, an introduction to one of the inmates, Hugh Collins, who, since the 

departure of Jimmy Boyle, had become the unit’s most prominent prisoner.  He 

sat on his bed, dressed in jeans and short-collared Indian cotton shirt, smoking 

roll-ups, chatting amiably. I was 17 and terrified. A large scar, made by a meat-

cleaver, ran from his left ear to his throat.4 Demarco had become involved with 

the Special Unit several years earlier and had promoted the work of Jimmy Boyle, 

Hugh Collins, and others, as part of the Special Unit’s policy of prisoner 

rehabilitation through the creative arts. Boyle had taken part in an exhibition of 

prisoners’ art at The Richard Demarco Gallery; and Demarco had led numerous 

groups, including those associated with the Edinburgh Arts summer schools, to the 

Barlinnie Prison Special Unit over a period of years. It is typical of the Demarco 

                                                
4  A poem, by me, emerged shortly afterwards, entitled ‘Screaming Skull Man’. 
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philosophy that two such apparently opposing places and contexts can become 

assimilated into a part of a single experience. 

 

 

Figure 3  

Hugh Collins, Barlinnie Special Unit, Glasgow, 1980 
[source: www.demarco-archive.ac.uk/assets/6711-p1980_hugh_collins_barlinnie_prison_glasgowp] 

 

The second journey involved a drive into the Ochil Hills near Kinross and 

Milnathort. I knew the area, having been brought up and schooled not far away. 

My friend mentioned the words ‘Meikle Seggie’ and told me we were on a special 

journey. This was her Meikle Seggie because it invoked the idea of a universal and 

transferable idea. The small journey centred on a small farm, Auchentenny, where 

an 18th century marriage lintel above the doorway of a small cottage, had caught 

her imagination. She outlined the heart at the centre of lintel, repeatedly running 

her forefinger over the carved contours of the symbol.  
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Demarco had recently given a talk at our former school, Dollar Academy; 

my friend, Val Rutherford, whose sister, Rosie, was then working with Demarco, 

was greatly impressed by Demarco’s lecture.  She was re-tracing a journey, made 

with Demarco, with me. The significance of this journey was neither historical 

interpretation nor cultural re-iteration, but now, as I understand it, a message, a 

gift and an act of love.5 

 

 

Figure 4 

The marriage lintel (17 I.A. B.G. 02) at Auchentenny Farm, May 2012 [photograph: Giles Sutherland] 
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Figure 5 

Letter from Richard Demarco to Val Rutherford (then a pupil at Dollar Academy), 17 February, 1981. Part 
of Demarco’s hand-written note reads: “Dear Val, I want to thank you for your courage in initiating the 
visit to the Special Unit as a direct extension of my talk at Dollar.” For reasons unknown, the letter 
remained unposted. [source: GMA A 37 2 199 7] 
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The following year, 1982, I began writing in The Student newspaper, while 

an undergraduate at Edinburgh University. I gravitated toward the Demarco 

Gallery, drawn by its intriguing mix of contemporary art and diverse activities such 

as poetry readings, book launches and other events. Demarco’s activities 

interested me more than the subjects I was studying at university, partly because 

of Demarco’s own enthusiasm and partly because they dealt with the living, rather 

than the dead. 
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Figure 6 

Review from The Student newspaper (by Giles Sutherland) of an exhibition at RDG by Royden 
Rabinowitch, 1983 
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One exhibition, by Royden Rabinowitch, that involved constructions made 

from dismantled whisky casks, was a source of interest. In early 1983, I 

accompanied Rabinowitch, Demarco and others on a journey to Cambridge, 

England, to visit Clare College and Kettle’s Yard. It was one of several Demarco-led 

‘expeditions’ that were to have a profound effect on my life. Here, we came into 

contact not only with the privilege and traditions of Cambridge University but also 

with the remarkable vision and philanthropy of H.S. (Jim) Ede who had created 

Kettle’s Yard and gifted the buildings and the collection to the university.  
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1.3 The Journey 

Although apparently tangential, these observations help to contextualise 

my  relationship to Demarco. Each small ‘expedition’, or journey, was an 

intellectual and physical experience.  

 

A few years later, in 1989, I was working as an English teacher, in the Polish 

city of Wrocław, as my first paid job after graduation. Although communications 

were difficult, I learned that Demarco was leading one of his journeys to Poland, 

in May of that year.   

 

I accompanied Richard Demarco and others on an Edinburgh Arts Journey 

to Poland, to the cities of Wrocław, Kraków, Zakopane, Oświęcim (Auschwitz), 

Sandomierz and Lublin. This experience had a profound effect on my life and set 

in train a series of events that remain influential. The roots of this thesis can be 

traced back to 4 May, 1989 in Wrocław when I met a group of artists, writers and 

others who had arrived by coach at the Muzeum Narodowe.6  

                                                
6 I wrote a contemporaneous report of this ‘expedition’, commissioned for The Scotsman 
newspaper, which was unpublished. See Appendix 2.0 The Richard Demarco Gallery 'Edinburgh 
Arts' Expedition to Poland 1-10 may, 1989. 
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Figure 7  

Sketch Maps by Richard Demarco of Edinburgh Arts expedition to Poland 1-10 May, 1989 
[source GMA A37/2/338/1]. The text reads “The sun is shining brightly as we journey from Poznan to 
Wroclaw on the 4th day of the Edinburgh Arts Journey through Poland.  
[source: www.demarco-archive.ac.uk] 
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The following year, I joined Richard Demarco and a group of others, 

including Terry Ann Newman and Jane MacAllister, on a similarly inspiring journey 

across Romania beginning in the studios of artists such as Ovidiu Maitic and Sorin 

Dumitrescu in Bucharest and culminating in the town of Târgiu Jiu, the site of 

Constantin Brancusi’s Endless Column.   The resulting journey was as influential to 

me as the Polish journey in the previous year. Although smaller in scale, the range 

and depth of experience, facilitated by Demarco’s extensive range of contacts, 

built up over a dialogue going back more than two decades, equally influential and 

educational.7 

 

As I was to learn later, this trinity of spiritual, emotional and intellectual 

insight, and revelation, was a factor that united many of the Edinburgh Arts 

Journeys’ participants, over the years. 

 

What links these two sojourns is the idea of a journey, and an expedition. 

The latter term implies exploration and discovery and is traditionally linked with 

scientific or geographical activity, rather than any artistic undertaking.   These 

ideas of collaboration, investigation and seeking were unstated but the idea of 

sharing the profundity of experience, which the journeys offered, with others from 

a variety of backgrounds and disciplines were soon revealed as a form of 

                                                
7 See Appendix 3.0 Art and Religion in Romania. (Originally commissioned for The Guardian 
newspaper, this article appeared in ArtWork, January, 1991). 
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enhanced, experimental pedagogy. Some years later I wrote about the impact of 

these journeys.8 

 

Discussing a kind of Joycean ‘epiphany’ in the studio of the painter Sorin 

Dumitrescu where, through the good offices of Demarco, I had been introduced 

to that pre-eminent artist, I observed that Demarco was a true teacher and that 

he had been so little understood. He is an educator in the broadest and best sense 

of the word. A true teacher is generous, inspired and partial. He or she carries with 

them their knowledge and experience, a conviction and a belief, as well as an 

intense desire to convey something of this to others. 9 

 

This reinforces a key aspect of the main foci of research investigated 

throughout this project. Specifically, how the spiritual, the metaphysical, the 

revelatory, and the numinous were allowed to emerge in these journeys. Without 

the impetus that such a grouping of interlinked, powerful and important aspects 

offers, it is doubtful if my investigation would have been sustained had this not 

been the case.  

 

The core of Demarco’s diverse activities over a period of seven decades has 

been the journeys he has made over that period. Some have been short and local, 

made in the city of Edinburgh with small groups of individuals and some have been 

                                                
8 See Appendix 4.0 Giles Sutherland, ‘The Strange Case of Richard Demarco’, Études Écossaises, 
Numéro 6, 1999-2000. 
9 ibid. 



Giles Sutherland                                                                      Introduction 
2018  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

INTRODUCTION 

 

 21 

more expansive, involving hundreds of people over several months, traversing 

many countries.  During the 1970s these journeys, which I define specifically as 

‘pedagogical-creative journeys’ became formalised as part of Edinburgh Arts, 

Demarco’s experimental, multi-disciplinary summer school. Towards the end of 

this period, the journeys became the medium, the object and the subject of the 

summer schools, so that in 1979 and 1980, Edinburgh Arts became a wholly 

peripatetic, holistic learning and teaching environment centred around the 

voyages of the sailing ship, the Marques. 

 

A long standing friend, colleague, supporter and participant on Edinburgh 

Arts, Treasa O’Driscoll, has described the journeys thus: 

 

Richard initiated ‘the journey’ in 1972 as part of an international Summer School 

for artists interested in exploring Scotland’s Celtic roots. Gradually broadening in 

concept, they took the form of annual pilgrimages or rites of summer. By 1976 it 

had expanded into an odyssey of 7,500 miles, a sixty-three day expedition in which 

Richard led participants over land and water, to explore hills and rivers and 

underground caverns associated with legend and folklore from Malta to Sardinia, 

Italy, Yugoslavia and back through Italy to France, England, Wales, Ireland and 

Scotland.10 

 

Both Treasa and Robert O’Driscoll participated in Edinburgh Arts and 

Robert O’Driscoll organised a seminal symposium at the University of Toronto, in 

                                                
10 Treasa O’Driscoll, Celtic Woman: A Memoir of Life’s Poetic Journey, p. 179.   Treasa O’Driscoll (b. 
c.1940) is a traditional Irish singer and the widow of Robert O’Driscoll (1938-1996), Canadian 
academic and author/editor of The Celtic Consciousness (1981) which contains an essay by 
Demarco, ‘Celtic Vision in Contemporary Art’. The O’Driscolls participated in a number of 
Edinburgh Arts Journeys and expeditions, including those to the Special Unit at Barlinnie Prison 



Giles Sutherland                                                                      Introduction 
2018  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

INTRODUCTION 

 

 22 

1978, entitled The Celtic Consciousness, which had been profoundly inspired by 

the 1977 Edinburgh Arts journey. Robert O’Driscoll, describing his motivation, 

noted: 

 

I was aware during the first couple of days of the journey of the physical, psychic 

and emotional shock, but I quickly realized that if one is to follow the call of the 

spirit one must be released from the prison of self and physical routine…And then 

suddenly, miraculously, after days of assault on my physical routine, I was 

released from my dependence of the body and entered the spiritual space created 

by Edinburgh Arts. It was a release full of wonder, an epiphany if you like, and I 

became for the remaining days of the journey a true pilgrim, an explorer of the 

labyrinth of the spirit.11 

 

Both O’Driscolls, in common with many others, were intent on describing 

their experiences and although Robert O’Driscoll was a respected academic, he 

clearly eschewed academic terminology and, in particular, the structure of art 

historical discourse to frame his response.  His descriptive terminology is 

borrowed primarily from Christian theological discourse and terms such as ‘spirit’, 

‘miracle/miraculous’, ‘epiphany’ and ‘pilgrim’ punctuate his communication. 

 

The O’Driscolls were clearly of the belief (one shared with many) that the 

Edinburgh Arts Journeys were a life-altering, consciousness-raising experience 

that often defied description or analysis, in conventional terms.  Robert 

O’Driscoll’s praise could not have been more fulsome. 

                                                
11 Letter from Robert O’Driscoll to Richard Demarco, 8th October, 1977 [Source: www.demarco-
archive/people/438-robert_odriscoll] 
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To my mind, Edinburgh Arts takes modern man beyond the artistic experiments of 

Eliot, Beckett, Blake and even Yeats.   It is, first of all, an act, a journey where the 

participants travel to those secret places where art and life are still 

interconnected.  The journey or pilgrimage, an ancient symbol, is necessary for a 

number of reasons: in this age of materialism the body must learn to accept its 

rightful place, as the carrier of the spirit. The journey is also necessary for each 

participant to achieve unity of being: one communes with the art as part of the 

life and setting that produced that art. Art galleries are, by their very nature, 

artificial: they select, separate, and in so doing distort and run counter to the 

desired effects.  Tourist tours merely extend the conditions of normal life to a 

different geographical area: nothing fundamentally changes: our reactions are 

conditioned and predictable. Edinburgh Arts, to me, is unique in that it is the only 

journey I know in which an ordinary human being can enter the timeless space I 

referred to earlier, in which a perfect spiritual communion can be established 

between perceiver and perceived. One looks as if out of the eyes of angels, 

because there is no separation between matter and spirit, life and art.12 

 

Robert O’Driscoll’s comment about the uniqueness of the Edinburgh Arts 

journey feeds into the one of the central claims of this thesis (explored in detail in 

section 5.0 of this introduction), which asserts the individuality of the  journeys 

and their unique place in contemporary cultural history.  

 

In a sense, the O’Driscolls’ participation and responses highlight some of 

the challenges and paradoxes of dealing with Demarco in an academic context. His 

work is multi-dimensional, multi-disciplinary and inter-disciplinary, stretching 

across different media, encompassing theatre, visual arts, the spoken word, the 

                                                
12 Letter from Robert O’Driscoll to Richard Demarco, 8th October, 1977 [Source: www.demarco-
archive/people/438-robert_odriscoll] 
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written word, archaeology, pre-history, aesthetics, philosophy and so on. It 

reaches out locally, nationally and internationally across religion, class, ethnicity, 

language and generation. Although Demarco’s work and activities cover many 

fields (archaeology, photography, fine art) this thesis, at its core, is located within 

the discipline of art history, with its attendant methodologies. 
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1.4 The Extant Literature – Self-Interpretation and Scant Analysis 

The multi-, inter-, and cross-disciplinarity of Demarco’s interests and 

activities may offer at least one explanation as to the relative dearth of sustained 

study of his engagements.  Demarco’s activities, while clearly located within the 

context of visual art (photography, illustration, printmaking, murals etc.), 

nevertheless extend outwards embracing the written and the spoken word, 

lecturing, broadcasting etc. His work as a collaborator, facilitator, and contributor 

has often been misunderstood, or down-played, presenting a problem to 

traditional art historians. As an artist (in the traditional sense) in his own right, his 

work is popular and has been an essential component of his income for many 

decades.  Few commentators have fully and truly understood his role as an 

educator and, by extension, the notion of teaching as an artform.  In this context, 

there are clear parallels with Joseph Beuys, with whom Demarco collaborated on 

several occasions throughout the 1970s and 1980s. He has said that, “…to be a 

teacher is my greatest work of art”.13 Such notions of an ‘expanded’ view of art, 

which Beuys termed ‘social sculpture’, are dealt with in the succeeding chapters. 

 

Contemporary academic writing about Scottish art, and art in Scotland14, 

is confined to a relatively small number of commentators – these include 

Professors Murdo Macdonald, Duncan Macmillan, Andrew Patrizio, Craig 

Richardson and Dr Sarah Lowndes, for example, who have all published studies 

                                                
13 Joseph Beuys quoted in Willoughby Sharp, ‘An Interview with Joseph Beuys’, Artforum, 
November, 1969 
14 The two terms are, clearly, not synonymous 
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dealing with aspects of contemporary art in Scotland, and all, to some degree have 

mentioned the work of Demarco.15 Other commentators of note have included Dr 

Charles Stephens, Cordelia Oliver, Caroline Tisdall, Dr Tom Hubbard, the late 

Professor Chris Wainwright, Angela Bartie and Lucy Lippard.  The list is by no 

means exhaustive. 

 

By and large, however, the most prolific commentator on, and analyst of, 

Demarco’s activities, has been Demarco himself and this clearly presents 

challenges for any academic study purporting to review, analyse and draw 

conclusions from the existing literature. 

 

Probably the most serious engagement in this ‘canon’ of academic, 

contemporary art historiography is Richardson, whose recent study, Scottish Art 

since 196016, attempts to engage with that period in Scottish cultural history when 

Demarco was at his most active, creative and prolific.  

 

Demarco is adamant that the definition and exploration of art is not, and 

cannot be, confined to national identities and political borders.  His entire project, 

from the beginning, has been international, European and British. Demarco 

                                                
15 For relevant publications, see Bibliography 
16 Aware of the general paucity of contemporary and near contemporary analysis of art in Scotland, 
Richardson notes: “Scottish art’s future prospects are my abiding interest, its future prospects are 
good and the living past was the best place to start. However, an objective analysis of the post-war 
period in Scottish art which arrives at the contemporary is available only through fragmented 
sources and there is work to be done. I hope for a meaningful outline; the texture must be 
contested.” Scottish Art since 1960, p. xiii. 
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himself rejects the idea of a Scottish art, which he considers confining and too 

confiningly nationalistic.  

 

Richardson, aware of Demarco’s tendency to self-interpretation, either 

through necessity, because of the dearth of commentary elsewhere, or because 

of his own impetus towards self-promotion, observes that, 

 

Although Richard Demarco remained a decisive figure from the 1960s to the 

1980s, this ebullient gallery director is mentioned herein but not in great detail. 

Richard Demarco’s resilience and persistent attempts to self-mythologise have 

become misaligned with the undoubted contribution he made to Scottish art, 

particularly with his exhibition Strategy: Get Arts (1970). This has had a tendency 

to eclipse other important curatorial activity that I wish to bring to the reader’s 

attention.17 

 

However, it is not at all clear exactly what Richardson means by ‘self-

mythologising’ and how this, coupled with Demarco’s undoubtedly resilient 

character, has become ‘misaligned’ with his contribution to Scottish art.   

 

Although technically outside the time-frame of this study, Richardson deals 

in relative detail with the Strategy: Get Arts exhibition,18 which must, surely, count 

as one of Demarco’s greatest achievements.  The exhibition represented a seminal 

point in the history of post-war art in Scotland, not least because it helped to foster 

                                                
17 Richardson, op, cit., p. 3 
18 The Strategy: Get Arts exhibition (1970) brought together some of the most important post-war 
artists working in Düsseldorf and had a major impact on Scottish art, greatly influencing a, mainly, 
younger generation of artists. See gilessutherland.org/2018/09/11/strategy-get-arts-reaction-to-
joseph-beuys-in-scotland-1970/ 
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an enduring friendship and collaborative set of working practices between 

Demarco and one of the most important figures in post-war art, Joseph Beuys.  In 

preparation for the exhibition, which opened in August as part of the Edinburgh 

International Festival, Beuys came to Scotland in May of the same year.  Beuys 

accompanied Demarco (and The Richard Demarco Gallery (RDG) administrator, 

Sally Holman) on a journey whose itinerary included Argyll and Rannoch Moor. 

The journey was Demarco’s instinctive response to his conception of Beuys and, 

therefore, mainly avoided what Demarco then regarded as manifestations of the 

‘art world’, such as galleries, institutions, collections and curators. 

 

This journey represents a pivotal point in Demarco’s and Beuys’ respective 

careers, because it exposed both artists to the other’s working methods, thought 

processes and motivations. Not least, it opened Demarco’s eyes to the way in 

which a journey could be a creative act and how it could act as the catalyst and 

source material for further creativity, for want of a better term. The May 1970 

journey clearly presages, in embryonic form, the later Edinburgh Arts journeys and 

indeed, followed the same or similar routes, in particular to Argyll. Noting Beuys’ 

influence, the Demarco Digital Archive observes:  

 

Edinburgh Arts emerged from Demarco’s experience as a teacher and gallery 

director, his knowledge of contemporary art and the history (and prehistory) of 

Europe, and his belief in the importance of European and North American cultural 

interaction. Through his engagement with European contemporary artists 

(especially Joseph Beuys) he had developed his thinking about the nature and role 

of the artist in society... Demarco’s ambition was to open his participants to new 
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pathways for self-determined creative action, based on encounters and exchanges 

with diverse places, people, artefacts and events.19 

 

 
 

Figure 8 

Joseph Beuys on Rannoch Moor, 8 May 1970  
[source www.demarco-archive.ac.uk/assets/37-p1970_beuys_rannoch_moorp] 

]  

                                                
19 www.demarco-archive.ac.uk/richard_demarco_biography.pdf 
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The art historian, Duncan Macmillan has written minimally about 

Demarco’s work, both as an ‘artist’ in the traditional meaning of the term, and in 

relation to Demarco’s other activities, but he has acknowledged Demarco’s 

contribution as a gallerist and supporter of Scottish art in general. Discussing the 

rise, in the 1950s and 1960s, of the non- or semi-commercial gallery, he observes 

that, 

 

…since then their number has increased steadily. In the sixties and early seventies 

especially, the Demarco Gallery under Richard Demarco played an important role, 

giving their first one-person show to a large number of artists who have gone on 

to distinguished careers.20 

 

In the companion volume to Scottish Art 1460-1990, Scottish Art in the 20th 

Century, Macmillan acknowledges Demarco’s important role in post-war cultural 

life in Scotland – although the small paragraph includes a number of factual errors 

as well as subjective and contentious claims.21 

                                                
20 Duncan Macmillan, Scottish Art 1460-1990, p. 191 
21 a) Demarco did not ‘operate out of The Traverse Theatre’. The correct name was The Traverse 
Theatre Club. He was a Founder Member/Director and Vice-Chairman of the Traverse Committee.  
He was instrumental in creating a small gallery space in the original building in Edinburgh’s 
Lawnmarket. b) The idea that Demarco’s career reached its apogee in 1970 (when he was aged 40) 
is certainly debatable. It falls into the trap of judging achievement in terms of one-off events and 
their spin-offs. Other exhibitions and events, nevertheless, might contend for such a label, such as, 
two years later, Atelier 72 involving a significant number of Polish artists, or Romanian Art Today 
in 1971. However, as this thesis attempts to explain, it is Demarco’s overall achievement that must 
be considered and, in this respect, the Edinburgh Arts Journeys were vital components, in that they 
attempted linkages and connections across space and time, language, culture and means of 
expression. c) ‘Dusseldorf’ is spelled Düsseldorf. d) Beuys went to Rannoch Moor on two occasions 
in 1970, on 8 May and 10 August. The first, in which Beuys enacted Performance on Rannoch Moor, 
was filmed by Rory McEwen (1932-1982), and incorporated into Beuys’ later, multi-media 
performance work, Celtic (Kinloch Rannoch) Scottish Symphony, performed at Edinburgh College 
of Art as part of Strategy: Get Arts. e) Macmillan clearly gives the impression that The Road to 
Meikle Seggie was a single event; it is neither. It is an idea and an enduring, evolving metaphor, 
based on a road connecting a series of actual places. The term was first coined by Demarco in 1973, 
not in 1975 as Macmillan suggests. 
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 Again, discussing the establishment of various commercial galleries in Scotland, 

as well as Ian Hamilton Finlay’s garden in Dunsyre, in 1966,  Macmillan notes: 

 

Richard Demarco (b. 1930) also began to operate out of The Traverse Theatre in 

1963. The following year a gallery was established there, and in 1966 opened his 

own gallery in the city’s Melville Crescent. It was in 1970 that he achieved the high 

point of his career by bringing Joseph Beuys to Edinburgh and to the attention of 

the British public for the first time. The occasion was an exhibition of art from 

Dusseldorf. While he was in Scotland, Beuys gave a performance on Rannoch 

Moor which expressed his feeling for the spirituality of the place. Five years later, 

Demarco followed this  with the organisation of a spiritual journey through 

Scotland and, as it were, back through time entitled The Road to Meikle Seggie. It 

was a timely reminder of the place of spirituality in art, the relationship of 

spirituality to place and of place to history. 22 

 

Macmillan has written rather more extensively and generously elsewhere 

in relation to Demarco.  While it is clear that Macmillan has not exactly promoted 

Demarco’s cause (not his role, many would argue), he has at least recognised the 

scope of many of his achievements. Macmillan, for example, notes Demarco’s 

work in the Barlinnie Prison Special Unit and the symbolic nature of Jimmy Boyle’s 

transformation from criminal to artist, and thus art’s redemptive role.23 

                                                
22 Duncan Macmillan, Scottish Art in the 20th Century, pp. 105-106 
23 Macmillan writes: “Demarco began a series of journeys, pilgrimages or peripatetic summer 
schools. Typical was that from Callanish in the Isle of Lewis to Hagar Qim in Malta in 1978, a journey 
that linked the megalithic sites at the extremes of Europe. The purpose of these spiritual quests 
was to draw a new map of Europe linking us back to our origins. Inspired by Beuys, appropriately 
none of this was driven by a very clearly articulated theory, more by a sense of the osmotic power 
of exposure to art, but also interaction, memorable interaction, like the time that Beuys, Kantor 
and Hugh MacDiarmid sat together on a conference platform.” Duncan Macmillan, ‘Art Impresario 
Extraordinary’,  Modern Painters, Winter 1999 – reprinted in The Demarco Collection & Archive, 
p.10. Demarco initiated two Edinburgh Arts Journey involving the Maltese megalithic temple of 
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Given Macmillan’s and Richardson’s respective critiques – relatively brief, 

incomplete and filled with factual and judgemental error – and the lack of a 

sustained and more comprehensive academic study, it therefore seems 

reasonable to state that the need for such is now timely and necessary.  To redress 

the critical balance, and to address the overview of Demarco’s life’s work, this 

project focuses on his peripatetic pedagogy and its vastly influential impact in 

European art. It is, therefore, imperative to begin this process while many of the 

individuals who travelled on these journeys – not to mention Demarco himself – 

are still alive. 

  

                                                
Ħaġar Qim, which dates from what is known as the Ġgantija period of temple building and 
architecture (3600-3200 BC), and the stone circle and cruciform complex of Calanais/Callanish 
(2900-2600 BC) on the Hebridean island of Lewis in Scotland.  The first, entitled (with later 
accompanying publication) To Callanish from Hagar Qim took place in 1975 and the second, A 
Journey From Hagar Qim To The Ring of Brodgar, in 1976.  
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1.5 Methodology & The Nature of the Archive – A Problem of Scale 

As well as the work of various critics, the information relating to Demarco 

comes primarily in the form of archival material. In 1995, part of the Demarco 

arrive was sold to the National Galleries of Scotland (NGS) and has been 

catalogued, to a certain level. The remaining archival material (several million 

photographs24, several thousand artworks, and the accumulated archival material 

(in the 28 years subsequent to 1995) is now housed in Summerhall, Edinburgh.  

Previously, it was housed in Skateraw Farm, near Dunbar; Craigcrook Castle, 

Edinburgh; New Parliament House, Edinburgh; St Mary’s School, Edinburgh and in 

the various venues that housed RDG. 

 

The material at Summerhall25 currently occupies twelve rooms and 

includes a library with several thousand volumes, a substantial office with an 

ancillary library devoted to printed material that relates directly to Demarco; a 

large, permanent-display room with vitrines and archival boxes linked to 

Demarco’s work related to Poland; an exhibition/display room, with rotating 

collection of contemporary artworks and papers from the Demarco Collection and 

a number of rooms with unsorted material, including papers, catalogues, writings, 

correspondence, photographs, artworks and ephemera. Currently no catalogue 

                                                
24 This is an estimated figure. The exact number of photographs is unknown.  
25 The former premises of the Faculty of Veterinary Medicine at The University of Edinburgh, now 
owned by cultural entrepreneur, Robert McDowell. 
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exists for the post-1995 material, with the exception of parts of the library and 

collection of artworks.26 

 

In view of the amount of material and the uncatalogued nature of the 

Summerhall-based material, I took the decision to focus my attention entirely on 

the part of the archive that is located in NGS, although it has subsequently become 

apparent that much valuable material relating specifically to the theme of this 

study is also located at Summerhall.   

 

The Demarco Archive material includes essays, autobiographical writings, 

photography, audio material, interviews, and a large amount of other material 

(pamphlets, leaflets, catalogues, photographs, typescripts and letters), as well as 

Demarco’s photography and other artwork.  As I demonstrate later in this study I 

have taken the view that much of Demarco’s disparate material is linked in a way 

that he has often described as a Gesamtkunstwerk. Here, I take the view that 

written sources, primary and secondary, interviews, writings and lectures are all 

linked. I also consider Demarco’s use of drawing and printmaking, 

and of photography and annotated photography (a genre that Demarco has made 

his own, and which he has practised since the early 1970s). Demarco’s 

photographic work can be usefully labelled as event photography and is described 

                                                
26 The library catalogue is in a digital form but not publicly available. A portion of the collection of 
artworks from the Demarco Collection has been catalogued (by the National Galleries of Scotland) 
and is available at:                                                       . 
www.dswebhosting.info/NGS/CalmViewA/TreeBrowse.aspx?src=CalmView.Catalog&field=RefNo
&key=DEAF%2f17. It contains 1327 entries. 
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by Stephen von Wiese as “…documentary photography that records the notable 

events of artistic life, mostly in black and white, [that] has in the interim developed 

into an artistic genre of its own. Here art is captured in an artistic way – not just 

documented but also interpreted.” 27 Some aspects of Demarco’s work as a 

practising artist (including his work with photography) is looked at in subsequent 

chapters. 

 

 
Figure 9  

An example of ‘event photography’ – Ute Klophaus’ image of Joseph Beuys performing the Celtic (Kinloch 
Rannoch) Scottish Symphony, as part of Strategy: Get Arts,  Edinburgh College of Art, August 1970. 
Klophaus’ photography differs from Demarco’s in that it is more consciously a form of aestheticized 
‘statement’ (note borders of image above, as an example of aesthetic enhancement). 
[source: Fotos Schreiben Kunstgeschichte, Edited by Renate Buschmann, Stephen von Wiese and Anne Rodler, p.175] 

 

                                                
27 Stephan von Wiese,  Curator of Fotos Schreiben Kunstgeschichte exhibition at Museum 
Kunstpalast, Düsseldorf, (2007)  quoted in The Demarco Collection and Archive, p.18.  See also 
Fotos Schreiben Kunstgeschichte, Edited by Renate Buschmann, Stephen von Wiese and Anne 
Rodler, (2007) 
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Figure 10  

An example of Demarco’s ‘annotated photography’, here showing Joseph Beuys’ Twelve-hour Lecture in 
Homage to Anacharsis Cloots, Melville College, Edinburgh as part of Edinburgh Arts 1973. 
[source: www.demarco-archive.ac.uk] 
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As well as discussing the extant, published and researched material, it is 

clear that the various Demarco Archives represent a rich source of archival 

material to the researcher. 

 

Part of the problem in dealing with any form of academic research at 

doctoral level is to define a focus.  Richard Demarco was born in 1930 and from 

his late teenage years, for almost seven decades, he has been involved in what 

might be termed ‘cultural production’. All of this activity has produced a copious 

amount of material.   

 

The holdings of the National Galleries of Scotland account for over 200 

metres of linear space (this does not include art work and other material 

catalogued separately under Demarco European Art Foundation holdings).  A third 

archival resource is represented by the University of Dundee Demarco Digital 

Archive, while a substantial quantity of taped interview material (now digitised 

and available at the National Galleries of Scotland) is held by the British Library. 

 

The archivists of NGS have divided the Demarco Archive under 11 main 

headings: 

 

The archive and library of Richard Demarco from 1949 - 1995; artworks, 
manuscript and typescript papers, diaries, journals, photographs, scrapbooks, 
publications and news-cuttings relating to the life and career of 
Richard Demarco;  
also papers relating to The Traverse Theatre and The Richard Demarco Gallery. 
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The archive is divided into nine sections: 
 
1. File lists 1949 - 1971 (674 files) 

2. Box hand-lists 1970 - 1990 (420 boxes each with average 10 files) 

3. Framed works (31 items) 

4. Library:  

4/1. Artists Books (50)  

4/2. Books (6,000) 

4/3. RDG publications 1963 - 1995 [352] 

4/4. exhibition catalogues (2,500) 

5. Recordings audio, film, video (175 items) 

6. Photoboards (11 packets) 

7. Posters (8 plan chest drawers) 

8. News-cuttings (7,100 items) 

9. Photographs, negatives and slides (35 files) 

10. Richard Demarco Writings 

11. Legal & Financial Papers 

 

The catalogue architecture thus appears relatively straightforward and 

simple to navigate. As a preliminary search investigation and query, given the  title 

of this thesis, the terms  “Meikle Seggie” and “Edinburgh Arts” were entered into 

the archive’s search engine.  The majority of the information that was returned 

came under the categories GMA A/37/2 and GMA A/37/10 – in other words, box 

hand-lists and writings by Richard Demarco. Each of the boxes (there are 420)  

listed under the former has been allocated a catalogue number and within these 

the separate files (there are around 10 in each)  also have a unique identifying 

catalogue number. A 37/ 2 therefore has around 4200 individual files. Within each 

file there is a varying number of documents and papers, which have not been 



Giles Sutherland                                                                      Introduction 
2018  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

INTRODUCTION 

 

 39 

allocated catalogue numbers. It is at this level that the primary research must 

necessarily be focussed.  

 

Accordingly, for my own research purposes, I  created an individual record 

which records basic data and information.  This is part of the process of meticulous 

documentation which must take place, necessitated by the need for referencing 

and cross-referencing.  All sources must be verifiable and archival sources are no 

exception.  All references in such a doctoral dissertation must therefore be a 

matter of public record and as a corollary be publicly accessible. 

 

It is important to mention here the idea of ‘verification’.28 In other words, 

where events are recalled, discussed and generally perceived through memory, it 

is necessary to provide documentation either in the form of written material, or 

photography which will help either to verify or cast doubt upon a version of 

events.  One of the main challenges of this particular area of research is the lack 

of objective commentary and analysis of Demarco’s activities, either from a 

contemporaneous or slightly removed historical point of view. Even at this stage, 

it is clear that the various participants and collaborators on the Edinburgh Arts 

journeys (many of whom were of an undergraduate age, in their early twenties) 

were involved and often subsumed by the nature of the events, people and places 

which surrounded them. Written testimony of students tends to be in the form of 

                                                
28 The idea of ‘verification’ should be distinguished from ‘triangulation’.  Triangulation, a multi-
method approach to data collection and data analysis, is often used to prevent bias and support 
research validity.  This particular methodology has not been consciously employed in the current 
thesis. 
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statements (a practice that Demarco consistently demanded of participants) after 

the fact. Many appear to have been deeply affected by their experiences but many 

lack critical objectivity in their analysis of events. 

 

It is my intention to evaluate and, when necessary, to question and 

scrutinise aspects of the methodology employed by some commentators, such as 

over-reliance on secondary sources, and the over-reliance on Demarco’s 

testimony. Demarco is, in many instances, the sole commentator on, and 

interpreter of, his own activities, and as such cannot be said to be impartial, 

objective or consistently reliable).  

 

In conducting the necessary literature review for this thesis I sought 

clarification of the purpose and content of such an exercise. 29 

 

The literature has therefore fed into the general structure of this thesis, 

encompassing the following categories of data, information and research.  

 

a)  Printed Sources, primary and secondary 

b)  Interviews, including those conducted by Jenny Simmonds with Richard 
Demarco for the Artists’ Lives project under the aegis of the British Library 

                                                
29 One comment in particular seems helpful in this respect: “The literature review is not an add-on 
but is absolutely integral to the whole work. So, it should be written in such a way that, in the first 
place, within the context of the field, it should set up the reader's expectations of where your work 
fits; it should provide the justification of why you are doing what you are doing; if necessary, it 
should also establish your theoretical framework and your methodology. A chronological 
organisation therefore, although it may first suggest itself, is not usually the best way to achieve 
this. It is more important to isolate the issues and highlight the findings that are relevant to what 
you are doing. To get back to the question, then, the 'correct or proper way' to 
organise your literature review is the way you can best fulfil these needs.  
[source: www.uq.edu.au/student-services/phdwriting/phfaq03.html] 
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c)  Photographs, annotated photographs, drawings, prints and other artwork  

d)  Lectures and other public events  

e)  Archival material (in all categories) 

g)  Personal Participatory Experience 

 

In the end, my general structure has tended towards the chronological, not 

the thematic (somewhat contrary to the advice cited under footnote 27); this has 

seemed the most logical framework given the timescale and the annual nature of 

the main Edinburgh Arts Journeys. The NGS archive is primarily categorised in a 

rough chronology, so my research has tended to follow the organisational 

structure imposed by that institution. Furthermore, each Edinburgh Arts Journey, 

with the exception of 1980, produced a publication in a variety of forms, the most 

important being those from 1975 and 1976 and I have used these as structural 

signposts and way markers on the road to Meikle Seggie. 

 
The last sub-category above is what I have chosen to term ‘personal 

participatory experience’. This is a body of material surrounding two Edinburgh 

Arts ‘expeditions’ in which I was a participant. The first was to Poland in May 1989 

and the second, in the following year, to Romania. Both involved substantial 

groups of people, from Scotland and the rest of the UK, who worked in a variety 

of disciplines, including the arts, as administrators, artists and writers, as well as 

the broadcast and print media. These journeys or ‘expeditions’ were in the mould 

of the earlier Edinburgh Arts Journeys , and indeed were given the name 

‘Edinburgh Arts Journeys’  by Demarco, even if his larger peripatetic summer 

schools were, by then, a thing of the past.  
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1.6 Notes on Terminology 

Throughout this thesis I have made a point of avoiding specialised 

terminology where it is not strictly necessary. The reasons for this are simple 

enough in that the field of art criticism and writing about art has been plagued in 

recent years by a kind of meaningless jargon that ultimately obfuscates rather 

than illuminates. Many find this mode of expression off-putting and in my view 

tends to be written by commentators who often have difficulty in clarifying their 

own thoughts and who use phraseology and terminology that is, at best, only 

partially understood by such users. Although I do not wish to give particular 

examples of this quasi-academic, pseudo-intellectual ‘artspeak,’ it is my 

contention that anyone reading this thesis will be familiar with more than a few 

examples of the kind.  Such writing does a dis-service to the educational and 

analytical ideals it purports to support. 

 

Although the themes and subject matter of this thesis are, by definition, 

specialised, to a degree, they do offer the general reader an opportunity to learn 

about an important area of North American, European, British and Scottish art 

history which has hitherto been largely neglected, at least in contemporary art 

historiography 

.  
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Where ‘specialised’ or specific terminology has been employed it has been 

done by necessity and with careful consideration. These examples include the 

term ‘pedagogy’ and I offer here an explanation of its use. 

 

At an early stage of this thesis, in consultation with my, then, first 

supervisor, Dr Euan McArthur, it was agreed that the Edinburgh Arts Journeys, 

encapsulated under the general heading ‘The Road to Meikle Seggie,’ should form 

the specific focus of this study.  Because these journeys, as is my contention, were 

both unique and largely under -described, -analysed and -defined, there was no 

specific, ready-made abbreviated term that adequately labelled them. It was 

agreed after consultation that the phrase ‘pedagogical-creative journeys’ would 

provide an adequate descriptive term. As a corollary, the terms ‘pedagogue,’ 

‘pedagogy,’ ‘pedagogical,’ etc. have been employed throughout the thesis as a 

way of describing, addressing and analysing the kind of teaching and learning that 

took place within this context.30 

 

As my thinking developed in the construction of this thesis, I realised that 

the term ‘pedagogy’ fitted the needs of my argument for a number of reasons. 

The etymological root of ‘pedagogy’ derives from the Greek: 

 
The word is a derivative of the Greek παιδαγωγία (paidagōgia), 

from παιδαγωγός (paidagōgos), itself a synthesis of ἄγω (ágō), “I lead”, 

and παῖς (país, genitive παιδός, paidos) “child”: hence, “to lead a child” 31 

                                                
30See Appendix 1.0 Memo from Dr Euan McArthur February 2013 Discussing PhD Structure 
Thesis and Content 
31 en.wikipedia.org/wiki/Pedagogy (accessed 23 August, 2019) 
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The original Greek noun, παιδαγωγία (paidagōgia) itself carried three principal 

and related meanings:  

 

1. The act of guiding, attending;  
2. Teaching  
3. Attendance.  
 

‘Attending’ and ‘attendance’ are used in the sense of turning one’s energies to, 

giving practical heed to, applying oneself to, and looking after. 32 

 

The term pedagogy came into the English language through a variety of 

routes, including as a borrowing from the Latin etymon (paedagogia) and from the 

French etymon (pedagogié).  The Oxford English Dictionary recognises three 

principal definitions, two of which are now rare or obsolete.33 The OED’s third 

definition, and one which is in current usage, is defined as: “The art, occupation, 

or practice of teaching. Also: the theory or principles of education; a method of 

teaching based on such a theory.”34 

 

The term pedagogy has over time (in this case, millennia) acquired and 

accumulated meaning and in choosing to use the term I was aware of this 

                                                
32 The Oxford English Dictionary (www.oed.com/view/Entry/12780). (Accessed 24 August, 2019) 
33  1. A place of instruction; a school, a college; a university. Also figurative. Now hist. and rare. 
Frequently used between the 15th and 17th centuries as a name for the universities of Glasgow 
and St Andrews; also for the faculty of arts at both places. 2. Instruction, discipline, training; a 
system of introductory training; a means of guidance. Obsolete.Used of the Jewish law (seen as the 
means by which people are guided to Christianity), chiefly in reference to Galatians 3:24. 
Cf. PEDAGOGUE n. 2. The Oxford English Dictionary (www.oed.com/view/Entry/12780). (Accessed 24 
August, 2019) 
34 ibid 
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historical and cultural weight. It is worth noting that in many European continental 

cultures the term, in its respective linguistic forms (pedagogika [Polish]) 

(pädagogik [German]) etc. is in more common and frequent use.  In Poland, for 

example, after that country’s independence, in 1918, the term covered not only 

educational aspects but also the care of children and adolescents.  There, in 

common with other international definitions of this social science, the meaning 

has become extended to encompass the entire field of educational practice, the 

essence of which is the lifelong development of humanity, which deals with both 

the positive and negative influence on an individual of his or her peers, as well as 

environmental factors. 

 

Other reasons for choosing to use the term pedagogy relate to the aspects 

of teaching and learning as hidden or subliminal practice. The Dictionary of 

Sociology defines ‘pedagogy’ as, 

 

The science or art of teaching. Some sociologists of education use the term 

‘pedagogical practices’ with reference to the methods and principles that inform 

educational techniques, and make a distinction between the expressed pedagogy 

(which the teacher purports to use), and his or her observed pedagogy in practice. 

The former may be liberal (or ‘progressive’), emphasizing the needs and autonomy 

of the individual child, whereas the latter may be conservative (aimed at preserving 

the authority and expertise of the teacher as a professional). This distinction is 

therefore analogous to that between the formal and hidden curriculum.35 

                                                
35 A Dictionary of Sociology, edited by John Scott and Gordon Marshall, 2009 (3rd Edition), 
(www.oxfordreference.com) (Accessed 24 August, 2019)  
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The distinction between an expressed pedagogy and an observed pedagogy 

(analogous to the formal curriculum and the hidden curriculum, as Scott and 

Marshall point out) can be summarised as a set of defined and undefined 

outcomes. In respect of Edinburgh Arts, which I have defined as an ‘experimental 

pedagogy’, where teaching and learning are necessarily fluid, there is also a 

distinction to be made in terms of the formal passing on of knowledge and 

information – and the more informal, even subliminal, messages, codes and values 

that are also transmitted as part of the educational process. The student may be 

more aware of the former while the latter is transmitted less directly, in a more 

subtle and inferred way.  An example of this is Demarco’s insistence on the 

deliberate blurring of the traditional distinction between student and teacher – an 

approach he shared with, amongst others, Joseph Beuys. At one level this can be 

seen as a challenge to the, then, prevalent modes of educational authoritarianism 

which Demarco had encountered as a school pupil and later as a student at 

Edinburgh College of Art. He had pushed the boundaries to their limits as an art 

teacher at Duns Scotus Academy (by, for example, organising exhibitions of the 

pupils’ art work outwith the school premises). His practice as both organiser of, 

and participant in, Edinburgh Arts was merely an extension of this approach and 

this found an echo in wider contemporaneous critiques of education and society 

as expressed by, for example, Ivan Illich. 36  

                                                
36 In Deschooling Society (1970) Illich (1926-2002) argues that the processes of education in 
industrialised societies served the needs of the consumerism and that the credentials gained 
within the system were largely meaningless and valueless. He argued that institutions of mass 
learning could be replaced by informal networks, less structured learning environments and 
voluntary relationships. The editor of The Scottish International Review, Bob Tait, who became a 
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As will be demonstrated, part of Demarco’s thinking about the 

establishment of a multi-disciplinary, international summer school developed on 

the Saronic island of Aegina, Greece while he and his wife, Anne Demarco, were 

guests of Ian and Elizabth Mason. 37  Here Demarco was introduced to Christopher 

Gear and Yannis Zervos, the founders of the Aegina Arts Centre and summer 

school.  Aegina had long been a seat of learning and is the site of the temple of 

Aphaea, the founding of which is estimated to be around 500 BCE. Given the 

strong link between pedagogy and hieractic-religious practices, it seems fitting 

that such an anciently resonant term as ‘pedagogy’ should be used in the context 

of this thesis, given the nascent ideas of Demarco in the foundation of his own 

‘seat’ of learning.  

 

In the next chapter I will look at the way in which Demarco’s pedagogical 

thinking developed, from his early experiences at Holy Cross Academy, Edinburgh 

and Edinburgh College of Art, through to the establishment of The Traverse 

Theatre and The Richard Demarco Gallery. The following chapter, (Chapter 2.0) 

deals with the circumstances and conditions surrounding the establishment of  the 

first Edinburgh Arts Summer School, in 1972, and looks at some of the key aspects 

of this six-week experimental educational exercise. 

                                                
faculty member of Edinburgh Arts, gifted Demarco a copy of Deschooling Society in the early 1970s. 
Illich himself also participated in Edinburgh Arts, at Demarco’s invitation (See Chapter One – 
Richard Demarco’s Pedagogical Development). 
37 See Elizabeth Mason, Cockabully Story, pp. 544-545. 
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2.0 CHAPTER ONE – RICHARD DEMARCO’S PEDAGOGICAL DEVELOPMENT 

 

Contents 

   

2.1 Family Background, Maison Demarco & The Trocadéro 

2.2 St Mary’s, Largs; St John’s Primary, Portobello; Holy Cross Academy, 
Edinburgh 

 
2.3 Edinburgh College of Art & Moray House, Edinburgh 

2.4 Duns Scotus Academy, Edinburgh 

2.5  The Paperback Bookshop & The Traverse Theatre 

2.6 The Richard Demarco Gallery 
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2.1 Family Background, Maison Demarco & The Trocadéro 

In many ways, the story of Richard Demarco, his idea of the Road to Meikle 

Seggie and Edinburgh Arts are intertwined, indistinguishable, and part of a set of 

ideas that may variously be described as spiritual, biographical, historical, 

philosophical – but, above all, pedagogical. In this chapter, therefore, I will focus 

on Demarco’s pedagogy, how it developed and some of its main sources of 

influence and understanding. 

 

The nature of this thesis and study, as a literary, biographical and art-

historical text, therefore determines, to some extent, the inclusion of significant 

elements of Demarco’s familial background, his upbringing, his education, 

his early experiences and what may be described as his first forays into pedagogy. 

 

One of Demarco’s most perceptive interlocutors, Charles Stephens 1 , 

has written:  

 

Richard Demarco is an Italian Scot, a European.  His maternal great-grandfather 

John Fusco, born in Picinisco in the Papal States, was a lieutenant in the Papal 

army of Pius IX during the wars of Italian Unification in the middle of the 

nineteenth century.  The collapse of Papal power in 1870, and the consequent 

confinement of the Pope within the limits of the Vatican City, left John Fusco 

feeling disgusted and betrayed. He did not feel inclined to linger in the new Italy 

of Liberalism, Risorgimento and Vittore Emmanuel so he travelled, on foot, to the 

north, to France and thence, over the water, to Dublin where he married an Irish 

																																																																				
1 Charles Stephens (b. 1955) MA Modern History, New College, Oxford, worked with Richard 
Demarco and Edinburgh Arts in 1972 and 1973 
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girl called Mary McGuinness.  Finally, by way of Belfast, John and Mary Fusco 

came to Edinburgh where they settled in the late 1870s.  Richard Demarco's 

paternal forebears also travelled north from Italy at this time and settled in 

Scotland. Richard's father Carmine was born in Kelty in Fife, where his father ran 

a shop.  Later, the family moved to Dunbar and finally came to Edinburgh where 

Richard was born in a nursing home in Gloucester Place, just by Moray Place, in 

the West End of Edinburgh on the 9th of July 1930.2 

 

Carmine, Richard Demarco’s father, established Maison Demarco 

in the seaside resort of Portobello, east of Edinburgh in the early ‘20s, several 

years before Richard Demarco’s birth.  Maison Demarco was modelled on the idea 

of a European café, of the kind found in Kraków or Paris, where good food, coffee 

and alcohol could be consumed, accompanied by music and other entertainments, 

in a convivial atmosphere. Carmine Demarco readily assumed the role of maître 

d’hôtel or major domo, a mantle that Demarco himself inherited with such ease. 

Maison Demarco and The Trocadéro, as well as the character of his father, and his 

father’s older sister, Tina, provided Richard Demarco with a kind of modus vivendi 

and modus operandi on which he was to base his later ventures, such as The 

Traverse Theatre and The Richard Demarco Gallery. 

 

																																																																				
2 Charles Stephens, Richard Demarco – A Memoir, p.1 
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Figure 11.  

An espresso coffee cup from Maison Demarco c. 1935  
	

Demarco himself has described the atmosphere of Maison Demarco 

with great vividness, and affection: 

 

Maison Demarco... was the unbelievably successful place where you went if you 

were an Edinburgher with any taste. You went ‘abroad’ to Portobello and you also 

went to smell real coffee from a real coffee machine. I can always hear the sound 

of it. Maison Demarco was established in the ‘20s … when the Demarco family 

established a home on the promenade…they built this most beautiful 

manifestation of life in Paris. Everything was Parisian. The wood came from Paris. 

The table docks where you got your coffee were marble, the stained-glass 

windows were art nouveau...There was certainly music. You went there because 

it was a small space where you danced. It was the world of the thé dansant. 

Thé dansant is unthinkable now. Who the hell would want to dance in that 

beautiful manner? …Maison Demarco was the name given to a way of life, and 

the family were also caterers… 

It was completely European… my father managed that theatre… I was actually 

following in his footsteps. He was a remarkable man, much loved by everybody 

who met him, charming, urbane, handsome, dapper, well-dressed. He was a kind 
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of 1920s, 1930s human being that can’t possibly exist now…he was a man of great 

charm, elegance and the perfect maître d’… that’s what I am. I am the person who 

welcomes people into a world that is one-hundred-percent European.3 

 

Demarco paints a picture, in the interbellum, of elegance, charm and good-

living. Given the success of Maison Demarco, Richard Demarco’s parents, Carmine 

and Elizabeth, determined to establish an even more sophisticated version of the 

continental café, in the heart of Edinburgh’s West End, the Trocadéro, in Princes 

Street. The move was made in 1930, the year of Richard Demarco’s birth, but the 

success of the venture was short-lived: 

 

….my parents had moved from Portobello to Edinburgh in 1930, not anticipating 

The Wall Street Crash which swiftly brought disaster to their business: a ‘state of 

the art’ cafe and ‘Thé Dansant’ on Princes Street, which they called ‘The 

Trocadero’. This was an Edinburgh version of ‘Maison Demarco’ on Portobello 

Promenade, a popular meeting place for all those citizens of Edinburgh who 

wished to experience the atmosphere of a Parisian café...4 

 

Although the Wall Street Crash had occurred in the October of the 

preceding year, the repercussions were wide-ranging and disastrous, as they 

permeated every level of society, in all sectors of the economy. Charles Stephens 

notes: 

 

When Richard was no more than a year old, the family was obliged to realise all 

of its assets to pay off its debts.  'The Trocadéro' was closed and the family moved 

																																																																				
3 Richard Demarco interviewed by Giles Sutherland, March 1, 2016 
4 ibid. 
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to Portobello where other members of Carmine's family continued to prosper 

despite the economic blizzard which had brought ruin to his own business. 

Richard's father never worked again as his own master.  His buoyancy and sense 

of confidence never recovered.5 

 

Demarco recalls that, 

 

‘Maison Demarco’ was the very model I had in the back of my mind when I first 

dreamt of The Traverse Theatre and The Demarco Gallery, as places where all the 

arts could be enjoyed in a convivial atmosphere of good food and drink with more 

than a touch of the Continental way of life. 6 

 

Richard Demarco’s mother’s family, the Fuscos, were also in the hospitality 

and entertainment business. Richard Demarco’s mother was the second eldest 

of twelve children, born to Giovanni and Maria Fusco. They owned The Marine 

Café, a single storey wooden building, also on Portobello Promenade, located 

about a quarter of mile from Maison Demarco. Demarco notes that, 

 

…the [Second World] war shattered Maison Demarco and The Marine Café as 

thriving businesses as effectively as the Wall Street Crash had shattered my 

father’s business venture on Princes Street. 7 

 

Demarco recounts a shocking and deeply formative experience in 1939, 

a few weeks after Germany had invaded Poland, when he was nine years old. 

 

																																																																				
5 Charles Stephens, Richard Demarco – A Memoir p. 5 
6 Spirits of the Age: Scottish Self-Portraits, Ed. P.H. Scott, p. 93 
7 ibid.  
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My childhood was blighted by my personal experiences of the Second World War… 

as early as September 1939, …It was on a fateful day of Indian summer weather 

when the Portobello Beach became a battleground. The German Luftwaffe had 

set their sights on the Forth Rail Bridge for the very first target in their initial plans 

for the Battle of Britain. The hail of fire from a Spitfire’s machine guns was aimed 

at the Heinkel Bomber which flew with one engine on fire, 100 feet above my head. 

The Spitfire’s pilot could not have seen the figures of two little boys on the water’s 

edge by the turning tide. I gathered the bullets which were embedded in the sand 

about my feet. They were still warm as I put them into my pockets to give them to 

my distressed mother….8 

 

Demarco recalls seeing the faces of the young German pilot and gunner 

before they were shot down. Notwithstanding the veracity of this detail, 

it is important to note how such a traumatic event fed into Demarco’s narrative 

when, thirty years later, he met the German artist Joseph Beuys (1921-86)9 who, 

as Luftwaffe bomber navigator, had himself claimed to have been shot down over 

the Crimea in 1944.10 

Demarco’s meeting with Beuys was to be of lasting impact. This will be 

explored in subsequent chapters, but it is important to note at this stage that this 

traumatic event in the young Demarco’s life helped to create a connection 

between the two men.  

																																																																				
8 ibid. Demarco recalls the date as September, 1939. The actual date of ‘The Battle of the River 
Forth’ was 16 October, 1939 
9 Demarco first saw Beuys perform at the Kassel Documenta IV in 1968 but did not meet him until 
January 1970, when Demarco went on a preparatory tour of artists’ studios in West Germany, in 
relation to the palindromically titled exhibition, Strategy: Gets Arts, held at Edinburgh College of 
Art, in August, 1970. 
10 Controversy surrounds Beuys’s war-time experiences, in particular his accounts of a plane crash, 
which appear to have changed over time.  See Ulrike Knöfel, Der Speigel, July 12, 2013. 
www.spiegel.de/international/germany/new-letter-debunks-myths-about-german-artist-joseph-
beuys-a-910642.html 
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2.2 St Mary’s Largs, St John’s Primary, Portobello & Holy Cross Academy, 
Edinburgh 

 

As a young child Demarco attended St John’s Primary School in Portobello. 

Discussing his idea of the Road to Meikle Seggie in an autobiographical essay, 

Demarco notes:   

 

I recognize that road. I have given it a name. It is The Road to Meikle Seggie and I 

dedicate this autobiography to all those friends who have dared accompany me 

on that road, on even a small part of the way… I am thinking of my family on that 

road…I am thinking of my wife Anne… I am thinking too of my teachers at St John’s 

Primary School in Portobello, the Ursuline nuns: Mother Vincent and Sisters 

Aloysius and Campion, and at Holy Cross Academy, Hugh Toner, my English 

teacher who taught me to love the English language…11  

 

 There is scant information relating to Demarco’s early education although 

the Ursuline sisters 12  were considered “…good teachers and very strict…” 13  

Demarco’s early years were marked by violence and disquiet. Norah Carlin, who 

was a near-contemporary at Holy Cross Academy, observes that the “…wartime 

experiences of Holy Cross’s Italian children were harsher…”14 (than those of the 

general Roman Catholic population). Carlin adds,  

The violent attacks on the persons and businesses of local Italians over several 

																																																																				
11 Spirits of the Age, p. 88.  
12 “The term Ursulines refers to a number of religious institutes of the Catholic Church. The best-
known group was founded in 1535 at Brescia, Italy, by St. Angela Merici (1474–1540), for the 
education of girls and the care of the sick and needy. Their patron saint is Saint Ursula 
13 Tom Lynch 
www.edinphoto.org.uk/1_edin/1_edinburgh_history_recollections_portobello_1920s-50s.htm 
[Accessed 30 May, 2018] 
14 Norah Carlin, Holy Cross Academy, Edinburgh, p. 74 
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days in June 1940, after Italy joined the war on the axis side, were a stain on 

Edinburgh’s history…This did not mean that all Italians in Scotland supported 

Mussolini’s political system or colonial adventures. Richard Demarco’s father 

agreed with him… that Italy’s invasion of that country [Abyssinia/Ethiopia] was 

wrong.15 

 

Italy declared war on the Allies on 10 June, 1940. Churchill’s subsequent 

cabinet instruction to ‘collar the lot’ led to brutal attacks on Italians living in the UK, 

who were perceived as ‘enemy aliens’, irrespective of political allegiance or length 

of domicile. 

 

Richard Demarco, still at primary school at the time, has recalled: …being 

beaten up in the playground a few days after Italy declared war, by my fellow 

Roman Catholic kids… and of being attacked by older boys in the showers at 

Portobello baths.16 

 

Holy Cross Academy, which was established in 1907 and closed in 1969, 

was one of three Catholic secondary schools which existed in Edinburgh 

in the 1940s. 17  Richard Demarco attended Holy Cross, located on Ferry Road 

bordering the Leith and Trinity districts of Edinburgh, from 1942 to 1947. 

The majority of Demarco’s secondary education was, therefore, undertaken 

during a time of major international upheaval and crisis.  This was reflected 

																																																																				
15 ibid. 
16 op. cit. p. 75 
17  The others were St Anthony’s Secondary School and St Thomas of Aquin’s High School, 
established in 1886. St Augustine’s High School, established in 1969, was formed from the merger 
of Holy Cross Academy and St Andrew’s Junior Secondary. 
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to a great extent in the make-up of the school’s intake, which numbered Italians, 

Poles, Ukrainians and Irish, as well as Scots, amongst its students.  It is clear that 

there was, especially in the years following the Second World War, a persistent 

strain of xenophobic and anti-Catholic bias in Scotland. Attacks on, and other 

forms of abuse, towards Italians were not-uncommon and this also applied to the 

Polish community, with whom Demarco has expressed solidarity throughout his 

career.18 

 

Demarco has commented, 

 

Holy Cross Academy provided an extra and necessary international dimension to 

Edinburgh's secondary school system for a period of sixty-two years, defending 

stoutly the Christo-Judaic cultural heritage of Europe. It came into being, against 

all the odds, in 1907; it ended its all too short life prematurely in 1969 when, under 

the dedicated headmastership of Hugh Toner, it looked well-set to enjoy a future 

which would have proved beyond doubt that it could have enjoyed the success and 

longevity of St. Aloysius College as Glasgow's pre-eminent Roman Catholic 

secondary school. Since my schooldays, I have regarded Holy Cross as the St. 

Aloysius of Edinburgh, not only because both schools shared the same school 

colours - green and gold - but because both schools were founded on the basis 

																																																																				
18 Stephen John McKinney, for example, has noted: “By 1945, there were 24,287 Polish servicemen 
in Scotland. After the War the proposed repatriation of the Poles was not as successful as the 
British Government had hoped. Many Poles did not want to return to life under the new 
communist regime…For some Scots, the continued presence of large number of Polish troops 
which was welcome in war-time became a nuisance, or even a threat, in peace time – there were 
fears that demobbed and settled Poles would compete for jobs and housing …Some opposed the 
continued presence of the Poles because they were Catholic. An anti-Polish demonstration in 
Edinburgh on 3 June 1946, for example, was attended by 2,500 people and focused on both the 
Polish national identity and Catholic religion of the immigrants…In spite of such sectarian and 
xenophobic outbursts, it became clear by 1947 that the majority of the Poles would remain in 
Scotland and that they were, in fact, needed for the rebuilding of the industrial base of the Scottish 
economy…” S. J. McKinney, Catholic schools in Scotland: Mapping the contemporary debate and 
their continued existence in the 21st century, p. 82 
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that the Classics, embodied in the ancient languages of Latin and Greek, were at 

the core of the curriculum.19  

 

Demarco’s reflections on his secondary education were prompted in part 

by the publication of Holy Cross Academy Edinburgh The Life and Times 

of a Catholic School 1907-1969 (2009) by a former pupil, the historian Norah 

Carlin. This is one of the main sources of information, apart from various archives 

and the memories of former pupils, about the school and provides a useful 

counterpart to Demarco’s recollections and commentaries on that period of his 

formative years.   

 

It is clear from the above remarks that Demarco took great pride 

in the reputation and status of his school, which clearly had its own particular 

identity and culture.  From an early age Demarco was a motivated innovator, artist 

and ‘activist’. Clearly identifying with the formal culture of uniforms and group 

identity, Demarco took it upon himself to update and standardise the uniforms 

of the school’s rugby and cricket teams. He believed that appearance, smartness 

of dress and identity were import reflections of self-respect, as well as crucial 

mechanisms in determining the opinion of others towards the school.  

 

Demarco’s experience of secondary education at Holy Cross was 

inextricably linked to that of the wider world: 

																																																																				
19 Richard Demarco, Review of Holy Cross Academy, Edinburgh by Norah Carlin, in Scottish Affairs, 
no. 73, Autumn 2010, p. 122 
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The education I got a Holy Cross was all mixed up with the education I was 

receiving as part of a parish church, and through that I got to know the physical 

reality of people dressed in uniform who spoke Polish; half of the congregation 

wore uniform, speaking Polish, and they were praying shoulder to shoulder with 

Italians, Italian prisoners of war [from Duddingston Camp] with great big yellow 

circles sewn into the back of their jackets… 20 

 

At Holy Cross, Demarco proved to be an active, intellectually curious 

and challenging pupil, apparently unbowed at the prospect of ‘speaking truth 

to power’.  Discussing the art teacher, Teresa Clarke (d.1954), David Harding 

writes: 

 

I recall vividly an occasion when she shouted at someone at the back of the class 

and, as an insecure twelve-year-old, I was shocked to hear one of the sixth form 

pupils shout back. An argument started – something to do with being an artist. 

The protagonists were Teresa Clarke and Richard Demarco…I am not alone of 

those people who went through the Miss Clarke art experience in recalling that, if 

nothing else, it was certainly a special one. Joe Gillies was someone who also felt 

it was very special. He didn’t ‘take art’ (after National Service, he went on to study 

English at Edinburgh University) but the atmosphere in Miss Clarke’s art room was 

powerful enough to motivate him, years later, to write it down as a short play. It 

is called, ‘The Conservatory’, and much of it is taken up with a long running 

disputation between a fictional Demarco and his female art teacher on their 

differing perceptions of painting.21 

 

																																																																				
20 Norah Carlin, Holy Cross Academy, Edinburgh, p. 75 
21 David Harding ‘Holy Cross and Art Education’ quoted in Norah Carlin, op cit. p.  
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It is clear, from Harding’s recollections and Joe Gillies’ short sketch22 that 

Demarco had already formulated theories and ideas about the purpose 

and methodology of art that he had not been taught at school.  Demarco also had 

enough confidence and self-belief to challenge ‘authority’ (in the form of Teresa 

Clarke) by expressing his own views forcefully and eloquently – certainly enough 

so that they were vividly remembered by Harding and Gillies.  This anecdote is a 

clear indication that from a young age Demarco had strong convictions about the 

way in which art should be understood and taught and was prepared to voice 

them even where it meant countering authority figures. 

 

During his time at Holy Cross, Demarco made a number of drawings 

and sketches of the school buildings and grounds (some of these have been used 

in Carlin’s book). They show a remarkable maturity for a late-teenage pupil 

(and anticipate Demarco’s later style and subject matter). Discussing Holy Cross 

and its style of education, Lindsay Paterson notes: 

 

The school was unusual in the context of Scottish Catholic education in not being 

run by a religious order. It also was firmly embedded in what Carlin calls ‘a specific 

Scottish Catholic tradition, rooted in the north-east’, from where two of its four 

rectors came. There was, of course, an important Irish influence, but through the 

Scots-Irish rather than directly. This was a school of the second and later 

generations of immigrant families. Crucially for its ethos, it interchanged staff 

with non-Catholic schools in the city. It could do that readily because it was in the 

mainstream tradition of Scottish liberal education, with its insistence that training 

																																																																				
22 MS in collection of David Harding (email correspondence D. Harding & G. Sutherland, 27 January, 
2017) 
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the intellect was the best way to make leaders of society.23 

 

Paterson’s observation that the school was in the “mainstream tradition of 

Scottish liberal education” is an important one. Elsewhere, Demarco has referred 

to Hugh Toner, a teacher of English, who later became Rector, who instilled in him 

a love of Shakespeare and poetry in general.  Although the school worked within 

the prevalent educational attitudes of the time (in Demarco’s case the 1940s), 

there was clearly enough of a sense of the value of liberal education to allow for 

such breadth. Paterson observes that, 

 

The school also provided opportunity, creating a Catholic middle class through 

promoting social mobility. The liberal academic studies it fostered were a route 

into the liberal professions, and many eminent careers. 24 

 

Holy Cross provided a route to university and art college access for poorer, 

working class or otherwise disadvantaged families, a route which had been denied 

to them historically. Although Demarco may not have seen himself in this socio-

economic category, he was, de facto what today would be termed educationally 

and socially ‘disadvantaged’ because of his ethnic and religious status.  Discussing 

the Italian immigrant minority at Holy Cross from the mid-1920s, Carlin writes that,  

 

Many older people who were the children of Edinburgh’s Italian community say 

that at that date their families did not value education highly, since most of them 

were from a poor, rural part of Italy in the province of Frosinone, where they had 

																																																																				
23 Lindsay Paterson, Scottish Historical Review, Volume 90, Issue 1, p. 163 
24	ibid. 
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often had no schooling themselves, and their priority for their children was to have 

them work in the family business. Richard Demarco’s family were among these, 

and he had to struggle to continue his schooling beyond the minimum leaving age 

when his aunt declared that he was needed in her shop. His aim was achieved 

through the help of an Edinburgh artist, Betty Maxton, who had asked his parents’ 

permission to paint young Richard because he had ‘the face of Mantegna angel’ 

and managed to persuade them that he must go to Holy Cross and qualify for art 

school.25 

 

As Paterson points out: 

 

The opportunities were given not only to working-class boys, but also to girls – the 

school having taught both sexes throughout its history (another mark 

distinguishing it from common practice in the west of Scotland). The academic 

tone is captured well by a comment from rector Alexander Paterson in the 1940s: 

‘intelligent girls don’t need domestic science’.26 

 

There were larger cultural, historical and socio-religious mechanisms 

at play here. Since the Reformation in the mid 16th Century, Roman Catholics had 

had ‘outsider’ status in Scotland. They were a persecuted and ostracised minority. 

As Charles Stephens notes, Demarco’s maternal great-grandfather had fought  

on the side of the Papal Army of Pope Pius IX during the political upheavals which 

followed the 1848 revolution, which sought the unification of Italy. In this sense, 

it might be said that that Demarco’s respect for, and love of, uniform may stem  

																																																																				
25 Carlin, op. cit. p.96.   
26 Paterson, op. cit. p. 163 
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from this part of his familial history. Allegiance to the Pope and to the Roman 

Catholic tradition were clearly important aspects of John Fusco’s character. Such 

an attitude can also be found in Richard Demarco’s outlook. Demarco is almost 

always dressed in a formal, dark blue, dress suit, with black polished shoes. He 

wears a number of neck ties, chief amongst them, that of the City of Łódź in 

Poland.27  

	
	

Figure 12 

Demarco wearing the neck tie of the City of Łódź 
[source: Krzysztof Noworyta, email to Giles Sutherland] 

	

																																																																				
27 Demarco was granted Freedom of the City of Łodz at a ceremony in the city on 12 November, 
2008. [Source: Krzysztof Noworyta, email to Giles Sutherland, 11 Jan, 2017] 
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Figure 13  

Demarco in a procession marking his citizenship of the City of Łódź, 2009  
[source: Krzysztof Noworyta, email to Giles Sutherland, 11 Jan, 2017] 
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Figure 14  

Drawing by Richard Demarco. Reproduced as Frontispiece in Holy Cross Academy Edinburgh by Norah 
Carlin Holy Cross Academy. Afton House with Art Room, 1949. [source:	www.demarco-archive.ac.uk] 
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Figure 15 

Demarco (centre) at the opening of Strategy: Get Arts, Edinburgh College of Art, 1970. On Demarco’s left 
is the German Ambassador to the UK, Karl-Günther von Hase (b. 1917, in Breslau, Germany, now 
Wrocław, Poland). Photograph by George Oliver. 
[source:	www.demarco-archive.ac.uk/assets/7948-1970_official_opening_strategy_get_arts_edinburgh_college_art] 
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2.3 Edinburgh College of Art and Moray House, Edinburgh 

There is limited documentary and archival material relating to this period 

in Demarco’s career. It is clear from the limited commentary provided by Demarco 

on his time at these institutions that he was neither impressed with, nor greatly 

influenced by, their teachings and methodologies. He describes Moray House 

Teacher Training College (MHTTC), for example, as “… the most horrific, disgusting 

experience of my life.”28 It is clear that the example of MHTTC provided Demarco, 

in some senses, with a model of how not to teach. 

 

Demarco studied book illustration, typography, printmaking and mural 

painting at Edinburgh College of Art from 1949 to 1953. He attended Moray House 

Teacher Training College, Edinburgh from 1953 to 1954.  During this period, he 

also travelled to Rome, in 1949, with his father; and to Paris in 1952, as the result 

of a student bursary, where he completed a typographical and illustrative project, 

Paris Diary, which he designed and printed himself.  

 

Discussing his education, and reiterating Carlin’s commentary, Demarco 

writes:  

 

Betty Maxton, the Scottish artist who painted my portrait as a thirteen-year-old 

schoolboy…persuaded my aunt Cristina not to put pressure on my parents to end 

																																																																				
28 Richard Demarco interviewed by Giles Sutherland, 22 February 2016 
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my education at primary school level, but allow me to go on to Holy Cross 

Academy and Edinburgh College of Art. 29 

 

In this autobiographical essay, which would have allowed room for greater 

expansiveness, Demarco goes on to discuss his ‘real education’ via his first 

experience of the first Edinburgh International Festival, in 1947. Such dismissive 

brevity, in relation to two of Edinburgh’s most respected educational institutions, 

is telling, indicating Demarco’s life-long unwillingness to discuss his time at these 

in any great detail. 

 

However, there are aspects of these experiences that were formative, not 

least in Demarco’s reaction against the prevalent educational methods and 

culture of these institutions, particularly in respect of MHTTC.  Nevertheless, at 

ECA, Demarco met and befriended Douglas Soeder30 and John Martin 31, with 

whom he would remain life-long friends.  Both were designers and they went on, 

after completing their studies, to establish Forth Studios – an independent graphic 

design business.  Forth Studios developed and sustained the visual identity of RDG 

																																																																				
29 Spirits of the Age, p. 94 
30 Douglas Soeder (1929-2001). Richard Demarco has written “I first met Douglas Soeder in 1949, 
when he and John Martin and I signed up at Edinburgh College of Art for a special experimental 
three-year course of study which linked the fine arts of painting and sculpture with graphic design, 
mural painting, book illustration, typography and printmaking. It could be said that my very first 
experience of presenting art exhibitions was in collaboration with Douglas when he was elected 
treasurer and I was elected secretary of the Art College Sketch Club.” The Scotsman, 28 September 
2001 www.scotsman.com/news/douglas-soeder-1-579586 [Accessed 31 May, 2018]. See Appendix 
5.0. 
31 John Martin (1930-2018) 
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from the 1960s onwards.  This included the logos for The Traverse Theatre, The 

Traverse Theatre Gallery, and its successor, RDG. 

 

	
  Figure 16 

 The RDG logo, based on a stylised image of the human eye, designed by Forth Studios in 1966 
 [source:	www.demarco-archive.ac.uk 

 

Discussing the SGA (1970) catalogue, for example, John Martin observed:  

 

Suddenly everything was changed by the arrival of Joseph Beuys and his fellow 

Düsseldorf artists…Each artist wanted to supply the material for his own page…a 

freedom of expression would be required which could not be easily tailored to a 

homogeneous typographical layout…In 1967 our studios had produced a large 

format (A3) exhibition catalogue for the bicentenary of Edinburgh’s New Town. 
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This page size would allow more freedom with contrast of scale etc. …web offset 

(normally used for printing cheap news-sheets) …allowed great freedom in 

combining graphic effects at reasonable cost…This must have been one of the first 

uses of web-offset for an art catalogue…This catalogue format was continued for 

a series of Edinburgh Festival exhibitions from Eastern Europe.32 

 

The catalogues to which Martin refers included Atelier 72 – Catalogue 

of Richard Demarco Gallery International Festival; The Richard Demarco Gallery 

Edinburgh Arts Exhibitions and Events – Catalogue of Richard Demarco Gallery 

Edinburgh Arts, 1974; To Callanish from Hagar Qim and a significant number 

of others.  These catalogues were produced after the Edinburgh Arts journeys had 

taken place.  They served both as a lasting documentation to the journeys and as 

a textual and visual component of the exhibitions that routinely followed on from 

them.  Not all followed the large, characteristic A3 format to which Martin alludes; 

and not all were designed by Forth Studios – but it was, in essence, Soeder’s 

and Martin’s collaboration that ensured a visually coherent narrative.  

																																																																				
32 John Martin, The Richard Demarco Gallery Catalogue Designs 1966 to 1990, p.14 
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Figure 17  

The catalogue cover for the 1975 Edinburgh Arts journey to Callanish from Hagar Qim 
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Figure 18 

Examples of catalogue design by Forth Studios showing the Strategy: Get Arts publication (1970) 
	

As John Martin points out, the catalogue produced for the 1970 SGA 

exhibition had a distinctive format which was retained for future exhibitions, 

as well as the exhibition documentation of Edinburgh Arts journey. The catalogue, 

To Callanish from Hagar Qim, is one such example, and although the distinctive 

format is the same, the internal design and layout lacks the visual coherence 

and professionalism of Forth Studio’s approach.  

 

As a young man, Demarco visited Paris on three occasions. The last of these, 

in the first half of September, 1952, was occasioned when Demarco received 

a small travelling bursary from ECA to travel to the French capital with the purpose 

of producing a book documenting his two-week sojourn, entitled Paris Diary. 

As a student of illustration, typography, printmaking and mural painting, Demarco 

employed all of the skills he had learned in these departments and disciplines in 
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the printing, design, illustration and publication of the ‘diary’, and other artwork, 

produced as a result of his travels.33 

 

Despite Demarco’s apparent lack of confidence as a fluent writer of English 

prose34, the writing in Paris Diary is remarkably stylish (if mildly postured, archaic 

and a little pompous) for a twenty-two-year-old student and is early evidence 

of Demarco’s polymathic tastes and abilities.35  Demarco’s Paris Diary does not 

catalogue and describe events on a daily basis (not originally intended 

for publication, as the etymology suggests). Instead, it is a stylised travelogue 

or visual journey, or indeed, a Tagebuch (journal), in the style of Paul Klee or 

Robert Musil. 

 

 As such, Paris Diary acted as a vehicle to display Demarco’s combined 

talents in the fields already noted. Demarco has divided the publication on a 

topographical basis, rather than a temporal one, so that the idea of place, rather 

than time is foregrounded. This presages Demarco’s approach to the EA journeys, 

which although partially determined by temporal constraints and priorities, were, 

in fact, more concerned with the experience of place or topos.  

																																																																				
33 Demarco produced a larger body of work than is illustrated in Paris Diary, including a set of 
murals inside a garage/lock-up in Union Street, Edinburgh, showing architecture and street scenes 
of the French capital.  These works are now presumed destroyed. 
34  Demarco-Richard-010-of-64-National-Life-Stories-Artists' Lives. In this interview Demarco 
explains how he failed his ‘Higher’ English examination. 
35 Paris Diary was set in Granjon Linotype in the “Linotype Department of The Heriot-Watt College”. 
Granjon was a font or typeface designed in 1928-29 by George W. Jones for the British branch of 
the Linotype Company. It most closely resembles Times New Roman but is not commonly found 
on contemporary word processing software, such as MS Word. 
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Each section records Demarco’s thoughts and impression of the various 

Parisian quarters he visited, such as ‘Le Boul Mich’ (Boulevard St Michel), The 

Luxemburg Gardens, St Germain, Montmartre and, outside the capital at Versailles. 

 

Of the last, Demarco writes: 

 

Towards the end of my holiday I decided to forsake the city and devote my 

attentions to the countryside. The day I chose for my walk proved to be one that 

was blessed by unlimited sunshine and warmth...This was fortunate, otherwise I 

might never have accomplished that which…I had no intention of doing. So very 

early in the morning I set out with a friend…from the Porte d’Orléans. We had no 

particular object in view as we made towards the sun-hazed, low line of hills that 

stretched in blurred and rounded sweeps across the immediate horizon. It was 

not long before we left the city sights and quit all signs of Suburbia and our eyes 

were being refreshed by the beauties of Pan’s delightful lot.  

 

Along country roads, lined with the attractive uniformity of tall poplars and past 

mellowed fields and sheltered orchards we went our way, walking as R. L. 

Stevenson would have done for the sake of walking. Occasionally we came 

upon a farmhouse or a pink or yellow pastelled villa, each dwelling more rural 

in appearance than the last. 36 

 

The passage is noteworthy for a number of reasons.  Demarco’s peripatetic 

meanderings around Paris, with their accompanying visual, as well as textual, diary 

entries, parallels Demarco’s relationship to his native city, Edinburgh.  The trip 

to Versailles, with an un-named companion, presages Demarco’s journeys outside 

																																																																				
36 Paris Diary, pp. 20-21 
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the Edinburgh city environs, which he eventually formulated as ‘The Road 

to Meikle Seggie’.  

 

Demarco’s pattern of visiting cities and towns and creating paintings, 

drawing, sketches (some later transformed into prints) while walking from one site 

to another has been repeated throughout his career. This interaction with his 

environment (both urban and rural) is habitual and part of, in a much broader 

sense, his pedagogic methodology.   

 

The passage also mentions a fellow Edinburgher Robert Louis Stevenson. 

As well as being born less than two miles from each other, Stevenson shared 

Demarco’s love of travel. Stevenson’s travelogues (he might be described 

as a proto travel writer) included The Silverado Squatters (1883), Travels with 

a Donkey in the Cévennes (1879) and Edinburgh: Picturesque Notes (1878).37 The 

last publication, in particular, echoes some of Demarco’s most enduring 

treatments of his native city and finds an immediate parallel in A Diary of 

Edinburgh (1981), 38  in which Demarco collaborated with the historian Trevor 

Royle39 in an illustrated history of the city.    

																																																																				
37 Edinburgh: Picturesque Notes has been printed in a number of editions. The book originally 
appeared in magazine form, with etchings that were subsequently used in the book edition.  Later 
editions used coloured illustrations and included work by A. Brunet-Debaines, T. Hamilton 
Crawford, Sam Bough, W.E. Lockhart and James Heron. 
38 A Diary of Edinburgh (1981) Written by Trevor Royle and illustrated by Richard Demarco. 
39 Trevor Royle (b. 1945) 
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Figure 19 

Illustration from Edinburgh: Picturesque Notes (1903) People's Edition. Seeley & Co. Ltd., 38 Great Russell 
Street, London 
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Figure 10  

An illustration by Richard Demarco, introducing the month of February, in A Diary of Edinburgh (1980), 
showing the Royal Mile, or High Street of Edinburgh, looking West.  
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Figure 11  

The front and back cover, and colophon pages, of Demarco's Paris Diary, (1952) 
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At a later date, discussing some of the philosophical and pedagogical ideas 

behind his art work, Demarco comments: 

 

All of my drawings are really about a road… there are very few of my drawings 

which don’t contain the image of a road and the land. I am not making bloody 

landscapes!... I am doing something else…and the two come together… the first 

[Meikle Seggie] journey in 1972 was to Little Sparta…then called Stonypath… my 

students had to be educated... just to see how serious the whole thing was… 40 

 

At ECA Demarco was clearly a talented student.  Following on from 

a similar pattern he had established at Holy Cross Academy, Demarco became, 

for example, Secretary of the Sketch Club: 

	
I worked from the earliest hours of the day at the college…I was the last to leave 

the college.  And I couldn’t understand why people weren’t using the facilities all 

day long.  I worked extremely hard. 

 

I can’t believe that I was not awarded a postgraduate scholarship at the end 

because the teachers must have seen what a hard-working individual I was.  How 

committed I was.  …my instinct for organising exhibitions must have come through 

because I became secretary, which was really director, of the college sketch club 

which means I had to organise outings and exhibitions of the work of my fellow 

students… people like Elizabeth Blackadder… John Houston.41 

   

																																																																				
40 Demarco-Richard-035-of-64-National-Life-Stories-Artists-Lives 
Demarco was a long-time collaborator with the artist, writer and gardener Ian Hamilton Finlay 
(1925-2006). Finlay’s garden and home, which he later renamed Little Sparta, originally called 
Stonypath, and was a series of farm buildings set in the Pentland Hills, near Edinburgh.   
41 Demarco-Richard-035-of-64-National-Life-Stories-Artists-Lives	
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From Demarco’s comments, it is clear that he felt some sense of grievance 

and injustice relating to the fact that he had not been awarded a postgraduate 

scholarship, unlike, for example, his contemporaries Elizabeth Blackadder 42 

and John Houston.43  There is, of course, no way of knowing if Demarco had been 

deliberately over-looked for such distinguished academic honours. What can be 

determined is that such perceptions fed into his sense of alienation, as an outsider, 

and the notion that his career was far from privileged; in addition, this perceived 

discrimination merely served to feed his own desire to work harder and do better.  

The scholarships such as those received by Houston and Blackadder were often 

a direct route into teaching at their alma mater; and, indeed, this is the career 

route that both artists (who later married) followed. Although they were both 

talented painters, working in a tradition of belle peinture, their work appealed to 

the conservative tastes of Edinburgh and Scottish bourgeoisie, and this in part 

accounts for their great success.  

 

Demarco has described his award of an ECA Diploma of Art (DA) as 

signifying ‘Damn All’.44  

 

…I left Edinburgh College of Art with a piece of paper that meant nothing. It was 

called ‘DA’, Diploma in Art…they referred to it as ‘Damn All’, ‘DA’, ‘Damn All’. 

I remember…putting on the academic robe … at the graduation ceremony and 

																																																																				
42 Elizabeth Blackadder (b.1931) Painter. Awarded (1954) Andrew Grant Postgraduate Scholarship 
(ECA) and Carnegie Travelling Scholarship (Royal Scottish Academy) Member of Staff ECA (1957-
1986) 
43  John Houston (1930-2008) Painter. Awarded Postgraduate Scholarship 1953-54 (to Italy). 
Member of Staff ECA (1955-1989) 
44 Demarco-Richard-010-of-64-National-Life-Stories-Artists’-Lives 
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thinking ‘what’s this going to do for me?’.  What it did for you was give you the 

chance to go to Moray House, which was one year of unutterable misery in one of 

the ugliest, horrible buildings imaginable.45 

 

After Demarco’s National Service, in 1957, he was appointed art master at 

the now defunct Duns Scotus Academy, in Edinburgh. Following on from some 

notable teaching successes 46 , Demarco was given the opportunity to teach 

evening classes at ECA.  Discussing his time as a teacher at ECA, Demarco has 

commented: 

 

I loved teaching adults. I was having the same success with students as I was 

having with school children. But instead of being told that’s magnificent… I was 

arraigned before a court and … told by the head of design, John Kingsley Cook, 

that … what I had taught didn’t fit in with the ideas of art education in design… 

[by teachers of the]…Leeds experiment in design, which was a special way of 

teaching design… their students would be taught by them as day students and 

then come along to me… I was teaching a completely different way of learning 

design. They said this is counterproductive, so if you don’t get rid of Richard 

Demarco we will go on strike. 47 

 

There is no independent means of corroborating Demarco’s version of 

events. This scenario, like many others, illustrates one of the main problems in 

dealing objectively with Demarco’s work because he is, in so many instances, the 

main commentator on his own activities.  However, the story is important in that 

																																																																				
45 ibid. 
46 Demarco claims that his teaching at Duns Scotus achieved 100% success rate in his art students 
gaining access to art school (Demarco-Richard-015-of-64-National-Life-Stories-Artists’-Lives) 
47 Demarco-Richard-015-of-64-National-Life-Stories-Artists’-Lives 
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it demonstrates Demarco’s view that his services were dispensed with because of 

his competence, rather than his incompetence.  There are, however, numerous 

anecdotes and many documented instances of his personality and behaviour 

being directly responsible for the ultimate failure of projects and damage to 

relationships.  

 

An example of this, which occurred at around the same time as Demarco’s 

dismissal from ECA, is recounted in relation to Hamish Henderson. Henderson 

wrote to Midlothian County Council, supporting Demarco in his application for 

funding folk music and related events at The Traverse Theatre. However, as Tim 

Neat observes,  

 

Once Demarco had the money, however, things went haywire. Hamish’s singers 

were left high and dry and he wrote a letter of complaint that included a verse 

telling things as they were: 

 

De Marco, ye hae made it plain 

Why a’ your ploys will be in vain. 

Justice you’ve earned, and, by the Book, 

Your just deserts ye winnae jouk. 

Ye’d fairly mak a body boak. 

If this is how ye’re treatin folk 

That micht be willing tae befriend ye, 

I read ye richt – your slicht will end ye. 

 

Demarco apologised but Hamish was unappeased: ‘Dear Richard – thank you for 

your letter. I accept your apology, but I have to say I remain pretty sore about the 

whole episode…I do find it a strain to excuse that sort of conduct. The show last 
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Tuesday was a success and I see no reason why I should have lost money on it…I 

realize you have difficulties, and I make allowances for that, but failing to keep an 

appointment with a person who has given up time to help you is just bloody 

impertinence. Also, it is exceedingly unintelligent.’ 48 

 

Although there is no way of establishing the ultimate truth regarding these 

events, the anecdote does serve to illustrate that Demarco did not have universal 

approval. Since this thesis is neither hagiography nor defamation, it is important 

to include such observations in the interests of balance and objectivity.  

Henderson’s account certainly supports the current and long-standing popular 

narrative that Demarco is ‘his own worst enemy’ and that many of his failures are 

not because of his own perceived victimisation, but rather arise out of his habit of 

exploiting the goodwill of others.  Any serious assessment of Demarco’s career, 

which this thesis attempts to express, must consider Demarco’s litany of botched 

projects, personal antipathies, reckless spending and a real sense, amongst many, 

that their goodwill and energy had been dissipated, and irretrievably lost. 

 

Given Demarco’s mercurial, highly energetic, enthusiastic personality it is 

not surprising, in some ways, that his achievements have been so profound and 

wide-ranging. As Neat notes, Demarco is an ‘apolitical radical’49  and he is, by 

																																																																				
48 Tim Neat, Hamish Henderson: Poetry Becomes People (1952-2002), pp. 135-136. (NB. Neat does 
not give a reference for his original source material).  Henderson wrote in English and Scots. The 
verse can be roughly translated thus: Demarco, you have made it plain/Why all your ploys will be 
in vain. / Justice you’ve earned, and by the Book, /Your just deserts you will not escape. / You’d 
really make someone throw up. / If this is how you treat people/ That might be willing to defend 
you, /I read you correctly – your slight will end you. 
49 ibid. 
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instinct, prone to question authority and the accepted manner of doing things. 

This, of course, extended to his formal education, and it is perhaps, worth noting 

that his experience of ECA and Moray House were highly formative in the sense 

that they gave Demarco something to react against. 

 

Demarco has made this sentiment clear on many occasions. Discussing the 

establishment of Edinburgh Arts, Demarco, in typically bullish form, discusses his 

open challenge to the established methodologies of art teaching and training as 

represented by ECA: 

 

I was doing something absolutely totally beyond the confines of even the Institute 

of Contemporary Art in London... I was spurred on to do this [because of what I] … 

thought were perfect spaces for artists: Foksal in Warsaw, the Cavallino in 

Venice50… Roland Penrose51 was a terrific supporter of mine…Roland Penrose… 

can you imagine at the Edinburgh College of Art with Bucky Fuller52 and Joseph 

Beuys and Peter Selz53… My God, I was finally getting the art education I needed. 

 … I’ve never stopped believing that I’m anything [other than] … an art student, 

desperately in need of a decent education.  [My ECA] …  Diploma in Art.  Damn 

All… That’s what you got… I couldn’t say that I was ready to be an artist, I’m…with 

my feet really on the ground.  I wanted to make art on a small scale. I wanted to 

make art that was site-specific, like if it was a mural, it’d be on a wall.  Okay?  If it 

were to be artworks, I could duplicate them.  Even away back in these days… 

 

																																																																				
50 The Galeria Foksal in Warsaw and the Galleria del Cavallino in Venice were two organisations 
with which Demarco collaborated extensively.  The former was run by Wiesław Borowski and the 
latter by Gabriella Cardazzo, both of whom participated in several Edinburgh Arts journeys. 
51 Sir Roland Penrose (1900-1984) Art historian, painter and major promoter of the work of the 
Surrealist Movement. Penrose participated in Edinburgh Arts 1974. q.v. Chapter 3 
52  Richard Buckminster “Bucky” Fuller (1895-1983) Theorist, inventor, designer, author. Fuller 
participated in Edinburgh Arts 1974. q.v. Chapter 3 
53  Peter Selz (1919-2019) Art historian, academic and former Chief Curator of Painting and 
Sculpture at the Museum of Modern Art in New York. 
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…some of the students were famous… Tina Brown54 who became the editor of the 

New Yorker.  Or Sandy Nairne55, now the director of the National Portrait Gallery.  

Mark Francis56 became director of the Andy Warhol Museum in Pittsburgh… these 

are not ordinary people and they needed what I was giving them, which was a 

decent education beyond Oxford or Cambridge or wherever…57 

 

	

Figure 12 

L-R., Jenny Agutter, Peter Selz, Caroline Tisdall, Lyn Hershman, Tina Brown, Edinburgh Arts  
1973.[source:www.demarco-archive.ac.uk/assets/231-
p1973_peter_selz_jenny_agutter_caroline_tisdall_lyn_hershman_tina] 

																																																																				
54 Tina Brown (b. 1953) Journalist, editor, columnist and talk-show host. Brown participated in 
Edinburgh Arts 1973 
55 Sandy Nairne (b. 1953) English gallery director, author and broadcaster. Nairne worked for 
Demarco in 1972 and 1973 and participated in Edinburgh Arts during those years.  
56 Mark Francis (b. 1953) Currently director of the Gagosian Gallery, London 
57 Demarco-Richard-041-of-64-National-Life-Stories-Artists’-Lives 



Giles Sutherland                   Chapter One 
2020  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

RICHARD DEMARCO’S PEDAGOGICAL DEVELOPMENT 

 

 
135 

	

Figure 13 

The musician, John Kelly, in a garage in Union Street, Edinburgh. Kelly is standing in front of 
a series of murals (now lost), which Demarco created as a result of his trip to Paris in 1952. 
[source:www.demarco-
archive.ac.uk/assets/9060196263_john_kelly_with_richard_demarco_murals_edinburgh] 

 

Demarco’s teachers at ECA included Sir William Gillies (1898-1973) and 

William Wilson (1905-1972). From Gillies, who was Principal of the college from 

1959 to 1966, he learned the principles of painting and drawing landscape; and 

from Wilson, arguably the more influential in terms of style and subject matter, 

Demarco learnt the celebration of the everyday, as well as the skills of 

draughtsmanship and printmaker, in particular etching. Wilson’s subjects included 

townscape of Edinburgh and there are obvious comparisons to be made between 

his treatment of such subjects and Demarco’s. Wilson’s were finely detailed works 

in which he celebrated the relationship between the city and its dramatic 

topography of Salisbury Crags and Arthur’s Seat, subjects which Demarco has 

never tired of depicting. 
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Wilson was also an accomplished watercolourist, a description that also 

applies to Demarco, who is a member of the Royal Scottish Society of Painters in 

Watercolours (RSW), to which he was elected in 1969. Wilson’s treatment of the 

Neoclassical church of San Simone Piccolo in Venice58 bears a striking similarity to 

some of Demarco’s renditions of the same city – a subject,  which, like his native 

Edinburgh, he has returned to throughout his career. 

 

	
Figure 14 

Canongate by William Wilson (date unknown)  
[source: National Galleries of Scotland] 

																																																																				
58 Built in 1718-38 by Giovanni Antonio Scalfarotto 
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Figure 15 

Holyrood in Snow by William Wilson (date unknown)  
[source: National Galleries of Scotland] 

 

Discussing Gillies, in particular, Demarco is unable to articulate specifically 

what, either in terms of his teaching or his art, was especially influential. Demarco 

does recount, at some length, an anecdote that is instructive, in terms of Gillies’ 

pedagogical approach:  

	

…the august and slightly terrifying figure of this mysterious person called Sir 

William Gillies… came in… [to]…  do a crit. He went all around the room and I 

thought he’s not going to mention me…he went up to my very small-scale etching 

of a landscape and… he said… ‘this is an artist who I’m very pleased to see takes 

Samuel Palmer very seriously’. And I thought… ‘who is Samuel Palmer?’…If I 

actually said I don’t know who the hell Samuel Palmer is I’d be making a fool of 

him as well as myself. So, there was this moment, I think it stretched to at least 

three of four seconds where there was a silence, and he continued looking at it. It 
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was obviously something he found interesting. Which was a great thing for me. 

And then he passed on. 

 

The first thing I did was I rushed to the library…the librarian … had difficulty in 

finding something. But eventually I was shown it. And there it was. The poetic, 

romantic, view of the sacred nature of landscape in moonlight… The heavens 

conjoined with the earth. Human beings working in this environment. And it 

suddenly struck me that I did have a love of landscape with one or two figures 

usually at work, either in a garden scape or in a farm scape with one or two 

animals in a kind of atmospheric, timeless world. I could be describing the work of 

Samuel Palmer. It was the great tradition of romantic painting that was there in 

the 18th century.59 

 

Demarco’s work had appealed to Gillies, partly because it reflected the 

teacher’s own concerns.  Demarco cites a number of other influential teachers 

at ECA, including Leonard Rosoman. 60  Rosoman, who had made his name 

as an official war artist, joined the staff of ECA in 1948, where he taught mural 

painting, one of Demarco’s primary areas of study. Discussing Rosoman, Demarco 

notes: 

 

…Rosoman was a great craftsman and a great teacher, and he taught me the basic 

principles of how you put paint onto a piece of paper or onto a wall surface… the 

basic principles of design and composition, and I realised he was the 

personification of a school of designer craftsmen artists for whom I felt a very 

great affinity. I felt instinctively attracted to their work because it was going back 

to the world of English school of wood engravers, illustrators… It was actually 

																																																																				
59 Demarco-Richard-016-of-64-National-Life-Stories-Artists’-Lives 
60 Leonard Henry Rosoman (1913-2012). English artist, illustrator and mural painter 
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going back to the world of Samuel Palmer and to that wonderful artist who 

illustrated the world of that incredible naturalist… [Thomas]Bewick.61 

 

 As Michael McNay notes, “Rosoman…flourished in an English Romantic, 

linear tradition that could be traced back from Graham Sutherland through 

Samuel Palmer to the Elizabethan miniaturist Nicholas Hilliard.”62  It is precisely 

this tradition to which Demarco aligns himself and to which he was instinctively 

attracted when a student at ECA, and in the years to follow. As well as these artists 

Demarco also cites others, such as Edward Ardizzone, Ronald Searle, and Eric 

Ravilious63 as well as the Norwich School. However, it is worth mentioning in this 

context, two Scottish contemporaries with whom Demarco shares some common 

points, Sylvia Wishart 64  and Frances Walker 65 .  Both artists, and Wishart 

in particular, made extensive use of drawn ink line; and both delight in the 

architectural and landscape opportunities afforded by Scotland’s coastline 

and interior topographies.  Demarco’s early painting, in particular, bears a striking 

similarity to Wishart’s work in the same medium; and both were fascinated by 

similar subject matter, such as working harbours and fishing boats. 

 

																																																																				
61 Demarco-Richard-016-of-64-National-Life-Stories-Artists’-Lives 
62 Michael McNay, ‘Leonard Rosoman: Obituary’ The Guardian, 29 February, 2012 
63 Eric Ravilious (1903-1942). English painter, designer, book illustrator and wood-engraver. 
64 Sylvia Wishart (1936-2008) Scottish artist 
65 Frances Walker (b. 1930) Scottish artist 
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Figure 16 

Sylvia Wishart, Watchful (c. 1970) Oil on wood 
	

	
Figure 17 

Sylvia Wishart, The Double Houses, Stromness (1968) [Taken from the publication An Orkney 
Tapestry] 
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Demarco’s drawings, in particular, can also be placed in a tradition 

of Scottish art, despite his frequent iterations to the contrary. However, more 

importantly, Demarco draws no distinction between his admiration and respect 

for the European avant-garde, such as Kantor and Beuys, with whom he has 

worked extensively, and the apparently conventional and traditional art that he 

himself creates. Discussing drawings of fishing boats at Fisherrow, Musselburgh, 

that he made when still a student at ECA, and his reasons for not pursuing a full-

time career as a visual artist, Demarco has stated: 

 

… what’s the connection between Richard Demarco and the avant-garde?  You’ve 

got it right here. Don’t say for one minute that I’m doing something different …my 

career in the Scottish art world would lead me nowhere. I would end up being 

imprisoned within the Scottish art world history of Scottish art. I had to belong to 

a world which was a true world of art and which was the international art world, 

and I had to link myself with the English art world which produced great artists in 

a great tradition who painted the kind of things that I love. People like Christopher 

Wood and the artists connected with St Ives.66 

 

																																																																				
66 Richard Demarco Interviewed by Giles Sutherland, 23 February, 2011 
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Figure 18  

Richard Demarco. Drawings of fishing boats at Fisherrow, Musselburgh (c. 
1952) These drawings were shown at the Royal Scottish Academy, February 
2011. Photograph by Giles Sutherland. 
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Figure 19	

Richard Demarco, Venetian Church Under Scaffolding. Monotype with watercolour and pencil 25.5cm x 
25.5 cm (2003). [source: National Galleries of Scotland] 
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Figure 20 

William Wilson, San Simone Piccolo (date unknown), (Venice) [source: National Galleries of Scotland] 
	

There is clearly a great deal of scope to pursue more extensively some of 

the ideas around Demarco’s career as a visual artist, including his influences 

and teachers. However, this lies somewhat outwith the scope of the present 

study.  This brief discussion is included here to contextualise Demarco’s work as 

a visual artist and teacher, and to make the point that Demarco’s use of his various 

visual media, including painting, drawing, print-making and photography, are not 

separate activities that lie disconnected from his other work as a lecturer, writer, 
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gallerist, curator, catalyst etc. All of these are part of a seamlessly integrated 

modus vivendi and modus operandi. They are integral to, and part of, his pedagogy 

and his pedagogical development. 

 

The origins of his extended metaphor for the process of artistic exploration 

and discovery, which he terms ‘The Road to Meikle Seggie’ can also be traced back 

to a series of series of drawings that Demarco made when sketching and drawing 

a small, almost forgotten route through the Ochil Hills, connecting Perthshire 

and Kinross-shire in Scotland. Demarco has used visual media, including the 

practice of drawing and painting, both as a means of communicating and as a 

means of instruction, and he has kept a record of many of his journeys (including 

the most significant Edinburgh Arts Journeys) in visual form, both in terms of 

photograph and drawing, and often a combination of both. 

 

At ECA, Demarco also met fellow student, Patrick Reyntiens who was to 

become an instrumental member of his EA ‘faculty’ so many years later. Reyntiens, 

who was Demarco’s senior by five years, studied fine art at ECA and it was later in 

his career that he established himself as a glass artist, collaborating with the 

painter John Piper amongst others, with whom he designed the stained-glass 

windows for Coventry Cathedral.  Reyntiens’ wife, Anne Bruce67, whom he married 

in 1953, also studied at ECA; and, in 1960, the couple set up Burleighfield House, 

																																																																				
67 Anne Bruce (1927-2006) English painter and teacher. Bruce took part in The Richard Demarco 
Gallery’s exhibition ‘Five One Man Shows’ in January 1973, which also included work by Patrick 
Reyntiens, John Kent, Ian Ledward and Richard Noyce. 
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a multi-disciplinary arts centre, which may, in part, have acted as a model for 

Demarco’s own Edinburgh Arts Summer Schools. 

 

Such an extensive background and training at ECA, with its multiple 

connections and opportunities clearly had a profound and long-lasting effect on 

Demarco, socially, aesthetically and educationally. Here he made friendships 

which endured a life-time and laid the ground work for his highly successful career 

as a gallerist, artist and educator. To describe such achievements 

and opportunities as signifying ‘Damn All’ seems, at the very least, to be 

disingenuous, although despite some disappointments and perceived slights 

Demarco clearly benefited from the experience in some respects. 

 

In later years, Demarco was to return to his alma mater with a series of 

exhibitions, which, like the EA summer schools and journeys, were calculated 

to represent a direct challenge to the perceived pedagogical and aesthetic 

conservatism of ECA.  
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2.4 Duns Scotus Academy Edinburgh 

Demarco taught at Duns Scotus Academy on Corstorphine Hill, Edinburgh, 

between 1957 and 1967. The school was set up by a lay order of Irish Catholic 

teachers, the Christian Brothers 68 , in 1953, and closed in 1977. It occupied 

Beechwood House, the former home of Lord Boothby69 and was named in honour 

of the Scots theologian and philosopher John Duns Scotus,70 who assumed a major 

role in the development of these disciplines, throughout Europe. 

 

As with other parts of Demarco’s life and career, there are various lacunae 

surrounding his time at Duns Scotus Academy. He has, however, discussed some 

aspects of his work there, notably for the Artists’ Lives series. This chapter is 

included to contextualise the progression of Demarco’s pedagogical experience 

and thinking, and to iterate one of the main points of this thesis – that Demarco’s 

life and work were part of an integrated whole, and that the primary aspect of his 

professional interest was, and still remains, in the pedagogical sphere. 

 

 

																																																																				
68  The Congregation of Christian Brothers (Congretatio Fratrum Christianorum) is a religious 
teaching order within the Catholic Church. The first school opened in Waterford, Ireland, in 1802, 
under Edmund Rice (1762-1844) 
69 Robert John Graham Boothby, Baron Boothby, KBE (1900-1986), British Conservative politician. 
70  John Duns Scotus (c. 1266-1308) was educated at the University of Oxford, taught at the 
University of Paris and died in Cologne. A Franciscan theologian and teacher, he was influenced by 
the work of Aristotle, Thomas Aquinas and Augustine of Hippo. Scotus’ sarcophagus bears the Latin 
inscription, Scotia me genuit. Anglia me suscepit. Gallia me docuit. Colonia me tenet. “Scotland 
brought me forth. England sustained me. France taught me. Cologne holds me.” 
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Demarco joined Duns Scotus Academy in 1957, at the age of 27, after 

completing his National Service in Bicester, and his teaching training at Moray 

House Teachers Training College (MHTTC).  At that time, the school had been 

established for only four years and as a young and energetic teacher Demarco 

made a profound impact and was instrumental in directing its art teaching towards 

some successful goals.	

 

	

Figure 21a 

Beechwood House, Corstorphine Hill, Edinburgh 
 [source: https://commons.wikimedia.org/wiki/File:Beechwood_House_SW.png] 

Figure 31 

Traditional crest of the Christian Brothers 



Giles Sutherland                   Chapter One 
2020  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

RICHARD DEMARCO’S PEDAGOGICAL DEVELOPMENT 

 

 
149 

	

Figure 22 

“A  winding  rural  carriageway,  umbrageous,  shady  with  wood,  strikes  from  the  Murrayfield  Road 
northward past the ancient and modern houses of Ravelston… a large square-built mansion…”  Cassell’s 
Old and New Edinburgh by James Grant, Vol.5 p. 105 
 [source: www.oldandnewedinburgh.co.uk/volume5/page116/single] 
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Discussing his time at Duns Scotus Academy , Demarco has written, 

	

On demobilization, I added to my experience of teaching in the Army by beginning 

my ten years as art master of Duns Scotus Academy.  I benefitted greatly from this 

by working alongside Arthur Oldham71, who was also choirmaster of St. Mary’s 

Roman Catholic Cathedral and later to be chorus master of the Edinburgh Festival 

Chorus and the Paris Conservatoire – as well as Miles Baster72 and his fellow 

members of The Edinburgh Quartet. With such teachers, the boys of Scotus 

Academy proved to me that every single one of them could be considered as 

a creative soul despite the fact that most of them were ill-suited to academic life.73 

	

Figure 23  

Arthur Oldham  
[source: www.discogs.com/artist/838985-ArthurOldham] 

																																																																				
71 Arthur William Oldham (1926-2003) Choirmaster and composer 
72 Miles Baster (1935-2004) Baster was educated at the King’s School, Canterbury, The Royal 
Academy of Music, London and the Julliard School in New York. He became leader of the Edinburgh 
Quartet in 1960. [www.scotsman.com/news/obituaries/miles-baster-1-559918; 
www.heraldscotland.com/news/12413966.Miles_Baster_Violinist_who_helped_revitalise_music_
in_Scotland] 
73 Richard Demarco, ‘Too Rough to Go Slow –  On the Road to Meikle Seggie’ in Spirits of the Age, 
Ed. P.H. Scott, p.97	
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Despite the Beuysian echoes inherent in the phrase ‘every single one 

of them could be considered as a creative soul’74, Demarco devotes only one 

paragraph	 of a forty-page autobiographical essay to the ten years he spent 

as a teacher at Duns Scotus Academy. And yet it is clear from the small amount of 

information elsewhere that this time was highly formative, forming an intellectual 

bridge between his student days, National Service and his later work in the 

Traverse Theatre and RDG.  It could be argued that such an early, influential 

experience of human potential and creativity under-pinned Demarco’s later 

attitudes to education. Demarco realised that, with the appropriate nurturing and 

educational environment, most individuals had the potential to achieve a creative 

‘inner life’.  By creativity, Demarco understood not the type of art, and its teaching, 

which generally manifested in school classrooms, but as an expanded idea which 

had at its core fresh, innovative and questioning ways of thinking.  

 

Demarco describes the small room in which he instructed around 200 boys, 

in classes of up to 40 pupils, as confining, with small windows and limited light, 

but it was anything but intellectually constraining. Although the pupils of Duns 

Scotus Academy were not as apparently hopeless as some of those students in the 

‘secondary moderns’ where Demarco was obliged to carry out teaching training, 

																																																																				

74 Joseph Beuys (1921-1986), German artist and frequent collaborator with Demarco. One of Beuys’ 
most recognisable aphorisms is “Everyone an artist”. The sense of the words has often been 
misconstrued because Beuys’ definition of ‘art’ and ‘artist’ extended beyond the confines of their 
popular meaning. In Beuysian terms, an artist was someone who lived in a creative way and thus 
art was anything, or any action, that was pursued in a self-consciously creative manner.  Demarco 
understood Beuys’ definition of the term from around 1970 (when he met Beuys), and his labelling 
of his pedagogical process involving the Dun Scotus pupils was therefore applied post hoc. 
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when at MHTTC, many of the boys were not naturally intellectually gifted 

or  ‘artistic’. Discussing MHTTC he has said: 

 

Never can I imagine the horror of that...the experience of being in ‘secondary 

modern’ schools, of children – who I knew shouldn’t be there – being educated, 

who were very unhappy, who were judged not to have intellectual lives or 

academic lives (that’s why they were there) and they were going to finish their 

education at the age of 14 or 15.75 

 

There were, therefore, at that time, limited possibilities for teaching in full-

term (up to the age of 18) secondary education for those who, like Demarco, were 

Roman Catholics, because the majority of teachers from that cultural-religious 

background were expected to teach in Catholic Schools. The choice was, therefore, 

between state schools such as St Thomas Aquinas, funded by Midlothian Council, 

and those that were privately funded, through the payment of school fees. 

Demarco explains that he,  

 

…did want to have an intellectual engagement, almost one adult to another…. but 

I soon learned that wasn’t going to be the case. The chances were that you weren’t 

going to go to a secondary school. I remember noting that they had me down as 

a Catholic… and there was no way I was going to get into a non-Catholic school. 

There were practically no Catholic schools that were secondary schools, so you 

had a very small choice, and I didn’t really like going back to Holy Cross Academy.76  

	

																																																																				
75 Demarco-Richard-017-of-64-National-Life-Stories-Artists’-Lives 
76 ibid. 
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Inspired by the examples of Arthur Oldham and Miles Baster, Demarco 

soon realised that even the most apparently unpromising pupil could, given 

the right circumstances, be persuaded to take an interest in the life of the artist.  

 

My dream was that every single boy would end up doing art… I was helped greatly 

because I had the good fortune to be there at a time when the school believed 

in music rather more than visual art…employed Miles Baster, leader of Edinburgh 

Quartet… so we had for a short time a proper group of professional musicians… 

and an extraordinary man was appointed music master... if they had held on 

to they could have become the number one school for music, Arthur Oldham…  

 

	

Figure 24 

Richard Demarco in his art room at Duns Scotus Academy with senior pupils.  
[source: www.demarcoarchive.ac.uk/assets/8014196263_richard_demarco_in_his_art_room_duns_scotus_academy/] 

 

Despite limited resources of space and materials (the annual budget for art 

materials was £40.00, around £875.00 on today’s terms) Demarco achieved some 

remarkable successes, including, as has been stated the placement of pupils at 
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ECA. At least one pupil, William Gillon, (b.1942) went on to become a notable artist 

and President of the Society of Scottish Artists (1983-1986). 

 

Demarco’s teaching methods included reading to his pupils and playing 

music to them, citing the examples of J.D. Salinger’s The Catcher in the Rye (1951) 

and Leonard Bernstein’s and Stephen Sondheim’s West Side Story (1957). Both 

were, then, contemporary works, and both were controversial because they 

employed urban vernacular and focussed on working class characters. Clearly, 

Demarco felt that such works (although still in the category of ‘high art’) would 

appeal to his charges, many of whom came from similar backgrounds and from 

religious and ethnic minorities. 

	

As well as presenting such ‘cutting edge’ contemporary fiction and music 

Demarco also made use of contemporary art exhibitions and posters, 

as exemplars. One is The Art of the Impossible, an exhibition featuring the work of 

Francis Bacon (1909-92), held in London, and another on British and French Book 

Design. Like the literary and musical examples already noted, these were 

contemporary and ‘of the moment’. Bacon’s work, in particular, had proven 

controversial for its use of vivid, religious metaphor and violent subject matter and 

had appealed to Demarco precisely because of its religious underpinnings and 

Bacon’s ‘outsider’ status, and Irish Catholic background. 

	

Demarco’s focus on design and illustration were also an important aspect 

of his teaching. Examination of some of the archival photographs from this time 
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reveal pupils' work on the classroom walls. Some of this work includes the pupils’ 

essays in record sleeve design, featuring, for example, Time Out by Dave Brubeck, 

which was released in 1959. Demarco also introduced his pupils to painting 

and drawing out of doors, en plein air, including to Edinburgh Zoo, which adjoined 

the grounds of Duns Scotus Academy on Corstorphine Hill.   

 

Demarco initiated a number of innovative teaching techniques when at 

Duns Scotus Academy. One of these involved organising exhibitions of pupils’ work 

at Jim Haynes’ The Paperback Bookshop and, later, at The Gateway Theatre in 

Edinburgh.77		

																																																																				
77 The building, located in Elm Row, at the top of Leith Walk, that housed the theatre, was originally 
the New Veterinary College, which opened in 1882. The building existed in various incarnations, 
including an ice=skating rink and a cinema. The premises were gifted to the Church of Scotland and 
opened as a theatre in 1946, when it became known as The Gateway. In 1953, it became the home 
of an independent professional theatre company, eventually closing as a theatre in 1965. 
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Figure 25  

Original album artwork for Time Out by S. Neil Fujita 
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Figure 26 

Richard Demarco in his classroom at Duns Scotus Academy (c.1960).  Note pupils' art work in background, 
including record sleeve designs for ‘Take 5'  
[source:www.demarcoarchive.ac.uk/assets/8008196062_richard_demarco_his_desk_duns_scotus_academy_edinburh 
 

	

	

Figure 27 

Art works by pupils of Duns Scotus Academy on show  
at The Paperback Bookshop, Edinburgh (c. 1960). ) (detail). 
Note record sleeve designs for ‘Take 5’  
[source: www.demarcoarchive.ac.uk] 
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Discussing the exhibitions ‘curated’ by Demarco at The Paperback 

Bookshop, Jim Haynes notes:  

 

The bookshop was not just a bookshop, it was also a salon, it was a coffee house, 

it was a gallery, it was a meeting place, it very quickly became a real centre. 

People would walk across Edinburgh just to have some coffee and a book in my 

bookshop. I dug out the basement and made a tapestry and pottery gallery and 

that made all the weavers and potters happy; many people had exhibitions there. 

I asked Ricky Demarco to organise a children’s drawing and painting exhibition; it 

was Ricky’s first public exhibition and it worked out very well. 78 

	

But perhaps the most radical step occurred during the period when 

Demarco was teaching part-time at Duns Scotus Academy and working to establish 

and then run his fledging gallery. 79   

 

I knew that I was being attracted to taking the boys’ work outside of the school 

and showing it in the arena of the general public… I showed exhibitions of their 

work in the Gateway theatre… and The Paperback Bookshop...I was doing 

something that no art master would have considered… taking the work of the 

children and placing it in highly sophisticated spaces… towards the end of my time 

I was taking my class into the Demarco Gallery… there’s no doubt in my mind that 

the gallery was a classroom… that every child needed. I could then say: ‘this is 

what you are aiming at… that’s a John Piper…a Victor Pasmore… a Barbara 

Hepworth…  I can’t show you these things at the school because there’s no place 

to show them…they are not for me, they are for you… everyone... not just special 

people’.  I knew that if I did it correctly they would feel at home in such a place.80 

																																																																				
78 Jim Haynes, Thanks for Coming!, p. 41 
79 The Richard Demarco Gallery was established in 1966. For around a period of a year, from 1966 
to 1967, Demarco worked part-time at Duns Scotus Academy and part-time at RDG. 
80 Demarco-Richard-017-of-64-National-Life-Stories-Artists’-Lives	
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Demarco’s claim that his actions in showing his pupils’ work in an art 

gallery were unique is difficult to substantiate. It is nevertheless possible to say 

that his actions in this regard were, if not unique, then pedagogically advanced. 

Such an undertaking would certainly have had a positive impact on the pupils’ self-

esteem, encouraging in them the belief that their efforts were to be taken 

seriously.81   Such advanced, and revolutionary, pedagogy was certainly being 

discussed by contemporary thinkers, such as Ivan Illich, who suggested, for 

example,  that in respect of learning in general, and creative learning in particular, 

that it is, 

 

…the human activity which least needs manipulation by others. Most learning is not 

the result of instruction. It is rather the result of unhampered participation in a 

meaningful setting…82 

 

As a corollary, using the experience of an art gallery as an essential 

component of primary and secondary art education, which is now commonplace, 

was similarly unusual at this time. What emerges from Demarco’s interventions is 

his willingness to experiment in the realm of art education. The idea of taking the 

																																																																				
81 This is a practice that Demarco has continued to develop throughout his career. An exhibition in 
Summerhall, Edinburgh, in 2017, for example, showcased the work of pupils from Glenalmond 
College in Perthshire. [source: www.glenalmondcollege.co.uk/media/848851/p1-51-pages-from-
chronicle2017.pdf]. 
82 Ivan Illich, Deschooling Society, p. 39. Illich’s book was known to Demarco and was gifted to him 
by Robert Tait (editor of Scottish International Review). Deschooling Society (1970) was originally 
published in Britain by Calder and Boyars, in 1971. Calder and Boyars was the joint publishing 
venture co-owned by Demarco’s friend, John Calder (1927-2018). Illich accompanied Demarco on 
a visit to the home of Colin Lindsay MacDougall, Laird of Lunga, near Oban (see Demarco-Richard-
038-of-64-National-Life-Stories-Artists’ Lives). 
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experience of art outside its normal context and testing it in unusual 

circumstances is something which Demarco employed consistently throughout his 

career. The use of such techniques in the 1960s presaged the experimental 

pedagogy of Edinburgh Arts. 
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2.5 The Paperback Bookshop, The International Writers’ Conference  
& The Traverse Theatre 

 
The Paperback Bookshop was more than its name suggests.  It was a gallery, 

a coffee shop, a theatre, a meeting place and a salon. Opened on the cusp of the 

societal and cultural changes sweeping western countries in that decade of reform 

and upheaval, it both reflected, and contributed to, this revolutionary cultural 

shift. 

 

The cultural historian, Angela Bartie, has pointed out that “The Paperback 

Bookshop’s influence in Edinburgh was far-reaching”.83  Bartie’s analysis is astute 

in that she contextualises the prevailing socio-cultural changes that The Paperback 

both symbolised and inspired.  She observes that part of its attraction was that 

“…it provided tea and coffee in a relaxed environment, remained open until eight 

in the evening and also opened on Sunday afternoons. This was unusual 

in Edinburgh (and Scotland) at that time, though there was no Scots law to prevent 

it.” 84 

 

Another aspect of its attraction, apart from the fact that paperback books 

were generally much cheaper than their hardback equivalents, and thus 

affordable to students and others on a low income, was the type of publication 

the shop sold. Haynes has said, 

 

																																																																				
83 Angela Bartie, The Edinburgh Festivals: Culture and Society in Post-war Britain, p. 96 
84 ibid.	
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It was the only bookshop in Britain to stock every serious paperback in print, not 

just British paperbacks but a wide range of American and European ones...I also 

sold a lot of books that were supposedly not to be sold for one reason or 

another…85 

 

Demarco had met Haynes in 1957, at the Edinburgh Festival Fringe, 

following a performance of Ugo Betti’s Corruption in the Palace of Justice 86 

by Oxford University Dramatic Society, and so the pair had enjoyed a friendship 

for two years before The Paperback Bookshop’s opening.  As has been noted, at 

Haynes’ invitation Demarco began presenting exhibitions there, including those 

by his Duns Scotus pupils. Richard Demarco and his wife, Anne Demarco87 had 

already been hosting an unofficial salon in their flat at 29 Frederick Street, 

Edinburgh for some years, and The Paperback Bookshop and a small number of 

other places such as the Laigh coffeehouse simply extended this idea. Haynes had 

become a friend and also a neighbour and this proximity, spatial as well as 

intellectual, helped to generate a ferment of ideas and action, which gave birth 

not only to The Paperback Bookshop, but also to The Traverse Theatre and The 

Richard Demarco Gallery. As Demarco has commented on many occasions, such 

ventures grew out of a meeting of friends, from the ‘grass-roots’ upwards, rather 

than by initiatives by bodies such as the Scottish Arts Council, which tended to 

favour a ‘top-down’ approach to the creation and support of cultural initiatives. 

																																																																				
85 Jim Haynes, Thanks for Coming!, p. 38 
86 Ugo Betti (1892-1953) Corruption in the Palace of Justice (Corruzione al Palazzo di Giustizia)  was 
published in 1944-45 
87 Anne Demarco, née Muckle, (b. c. 1935)	
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The Traverse Theatre Club 

 

In 1963 Haynes and Demarco established the Traverse Theatre Club.88 

Demarco had been given the confidence to do so by his experience of mounting 

exhibitions at The Paperback Bookshop. Haynes and Demarco identified a 

premises in the Lawnmarket, off the High Street in Edinburgh, owned by the 

property developer, Tom Mitchell.   

 

The origins of the Traverse have what Bartie describes as a “contested 

history.” 89  She cites a number of versions of the theatre’s origins referring 

to Demarco, Haynes, Tom Mitchell, the actor John Malcolm and the theatre 

director Terry Lane. Bartie adds, “…one account suggests that the idea had been 

‘kicking around the Haynes-Demarco circle for years’. ” 90 

 

Although the purpose of the current study excludes the possibility 

and necessity of a more comprehensive account of the Traverse Theatre Club’s 

origins, it is important to note the complex set of historical cultural and societal 

changes that set the preconditions for the establishment of such an organisation. 

The licensing laws in Edinburgh and Scotland at that time precluded the serving 

of alcohol after 9.00pm on week-days and was prohibited on Sundays. By 

																																																																				
88 The exact date was 2 January, 1963 (see for example, Bartie, p. 118) 
89 Angela Bartie, The Edinburgh Festivals, p. 118 
90 op. cit., pp. 118-119. Bartie cites Joyce McMillan, The Traverse Theatre Story,  p. 14 
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establishing a private members’ club, such as TTTC, these laws were effectively 

circumvented. Like The Paperback Bookshop and the Demarcos’ flat in 29 

Frederick Street, the Traverse effectively became a salon, where people, mostly of 

them young, energetic and artistic, could associate freely. The combination of free 

association between the sexes, the serving of alcohol and the presentation of 

avant-garde theatre, certainly represented a paradigm shift in the social mores 

and cultural outlook of the Scottish capital.  Citing Joyce McMillan, Bartie 

comments,  

 

During the 1960s… the Traverse ‘was at the epicentre of an intellectual ferment 

that rocked the capital’s prissy façade…’ It was not just a theatre, but ‘an attempt 

to create a cultural environment’ 91 

 

As well as providing theatre space, TTTC, like its predecessor, TPB, 

provided a permanent space for the visual arts. This was Demarco’s domain 

and he soon began to organise a series of exhibitions in the Traverse Theatre 

Gallery.  These shows included work by Mark Boyle (1963, 1964), Alastair Michie 

(1964), Xavier Corbrero (1964) and Yago Pericot (1965). 

 

																																																																				
91 Bartie, op. cit. p. 121	
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Figure 28 

Brochure for Yago Pericot (b. 1922) Exhibition at The Traverse Gallery 7-26 March, 1966, designed by John 
Martin [source: www.demarco-archive.ac.uk/collections/286-traverse_gallery] 
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Figure 29   

Richard Demarco with work from the first group exhibition at The Traverse Gallery, December 1963. [source: 
www.demarco-archive.ac.uk/assets/8012-1963_richard_demarco_first_group_exhibition_traverse_gallery_edinburgh] 

 

As well as presenting work within the premises of The Traverse Theatre, in 

James Court in Edinburgh’s Lawnmarket, Demarco also curated shows under the 

auspices of TTG at other locations, including the Bank of Scotland, Edinburgh,92 

the University of Durham,93 and the University of Edinburgh.94 

Demarco’s work as director of TTG (undertaken while still working full-time 

as an art master at Duns Scotus Academy) eventually led to the establishment of 

																																																																				
92 The Traverse Gallery Festival Exhibition 15 August-5 September, 1964 at the Bank of Scotland, 
97-99 George Street, Edinburgh. The artists were: Mark Boyle, Xavier Corbero, Olivier Herdies, 
William Featherston, Esther Gentle, Abraham Rattner and Allen Leepa. For detailed information 
about The Traverse Theatre programme for 1965, see Appendix 6.0. 
93 9 Scottish Artists: John Busby, Robert Callender, Clapham, James Cumming, Richard Demarco, 
Jack Firth, Alexander Fraser, John Martin, Alastair Michie and the Polish painter, Marian Bohusz, at 
the Durham University Fine Arts Society Gallery, 73 New Elvet, Durham, 9-21 March, 1964 
94 Patrick Heron and Bryan Winter, presented by The Traverse Gallery at David Hume Tower, The 
University of Edinburgh, 30 August-11 September, 1965	
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The Richard Demarco Gallery at 8 Melville Crescent, in Edinburgh, in August 1966. 

Although the genesis was gradual, there was almost an inevitability about the fact 

that Demarco should open the first gallery in Edinburgh dedicated to 

contemporary visual art, with an international dimension.   Demarco’s version 

of events is described thus: 

 

I needed the support of all those who shared my enthusiasm for what was made 

manifest through the Traverse Theatre… I now know that nothing I achieved 

would have been possible without the friendship and support of John Martin and 

his wife, Dorrie. It was Dorrie who suggested that The Traverse Gallery should 

establish itself in Edinburgh’s New Town… in a Georgian-style town house. It had 

provided a temporary exhibition space for artists who had exhibited at the 1965 

Ledlanet Festival. They were organized by Alex MacNeish. John Martin, together 

with Andy Elliott and Jimmy Walker were the original board members of both the 

Traverse Theatre and Demarco Gallery.95 

 

																																																																				
95 Spirits of the Age, p. 101.  The Ledlanet Festival was set up in 1962 by the publisher John Calder 
(1927-2018) whose family home, Ledlanet House, near Kinross gave the festival its name. The 
festival included opera, theatre, recitals and orchestral concerts, as well as visual art and folk 
music.  Much of this is described in Calder’s autobiography, Pursuit (2001) 
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Figure 30 

Announcement card for Traverse Festival Exhibition of International Contemporary Art, 1964.  
[source: www.demarco-archive.ac.uk/people/1102-xavier_corbero] 
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2.6 The Richard Demarco Gallery 

The Demarco Gallery’s inaugural exhibition, in August 1966, was 

an ambitious undertaking, which included sculpture, prints and paintings by 53 

Scottish, English, European, North American and other, international, artists. This 

involved sculpture by the Canadian, William Featherston (1927-2009),  the 

Argentinian Mauro Kunst (b.1930), the Englishmen John Berry (1925-2017) and 

Joe Tilson (b. 1928) and New Zealander, Colin Lanceley (1938-2015).  Demarco also 

showed prints by R.B. Kitaj (1932-2007) and by an older generation of artists, such 

as Victor Pasmore (1908-1998),  John Piper (1903-1992)  and Graham Sutherland 

(1903-1980).   

 

Demarco’s Scottish contemporaries were represented by Barbara Balmer 

(1929-2017), Elizabeth Blackadder (b. 1931),  John Houston (1930-2008), Ian 

McKenzie Smith (b. 1935), and the brothers Alastair Michie (1921-2008) and David 

Michie (1928-2015). Demarco also included a number of his former teachers at 

ECA, such as Robin Philipson (1916-1992) and Leonard Rosoman (1913-2012). 

Work by the  Polish artists Josef Herman (1911-2000) and Henri Hayden (1883-

1970), and the Russian, Serge Poliakoff (1906-1969) was also included. 
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Figure 31  

The catalogue cover for the RDG Inaugural exhibition, August 1966. The catalogue design and logo are by 
John Martin. The logo is based on the original logo for the Traverse Theatre Gallery and represents a stylised 
human eye within a picture frame.  
[source:www.demarco-
archive.ac.uk/assets/6877catalogue_cover_inaugural_exhibition_the_rdg_8_melville_crescent_edinburgh] 

 

In the introduction to the catalogue of the exhibition, Demarco, along 

with Andrew Elliot, James Walker and John Martin wrote: 
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It probably seems to the art-conscious Londoner, New Yorker or Parisian that 

Edinburgh, in spite of two decades of International festivals, is a ‘provincial’ city. 

An opinion which until recently was perhaps justifiable. But the success of ventures 

such as the Traverse Theatre (in the establishment of which we were all closely 

involved) has led us to believe that Edinburgh is ripe to regain the place she held 

in her ‘Golden Age’ when she was a centre of thought and culture in Europe.96 

 

Clearly, for Demarco, and his supporters and backers, the new gallery 

venture was an auspicious start, which promised a transformation of the visual 

arts in the Scottish capital, after decades, if not centuries, of perceived 

‘provincialism’.97  As with many aspects of Demarco’s work, it is important to note 

that his version and interpretation of events and circumstances should be viewed 

as one source, among several, and not taken to be the sole ‘truth’. This illustrates 

the importance of citing external sources, such as the extensive referring in this 

thesis, where possible, in an attempt to verify and clarify Demarco’s stated ‘facts’. 

In general, such instances illustrate the recurring problem of arriving at 

established factual information because, often, Demarco has been the sole or 

primary commentator on his own activities and achievements.  Demarco has been 

unstinting in his analysis of Scotland’s cultural scene, especially in relation to the 

visual arts, as ‘conservative’, ‘provincial’ and ‘lacking in ambition and vision’. This 

is not without its own merits in many ways, but the further corroboration—or 

																																																																				
96 The Richard Demarco Gallery Inaugural Exhibition catalogue, 1966, p.3 
97 As example, one may cite the activities of the Society of Scottish Artists. Keith Hartley notes that 
the society invited work by the Italian Futurists Luigi Russolo and Gino Severini (1913); Edvard 
Munch (1931);  Polish art (artists unnamed) (1932); Paul Klee (1934); Georges Braques and Chaim 
Soutine (1935); Raoul Dufy (1936)	
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even the contrasting reports and interpretations by others – builds a fuller picture 

of contested events. However, It is important to note that Scotland’s cultural 

vision has always been connected to international movements. Evidence for this 

is strong, covering several centuries and research by various art historical and 

cultural  authorities has emphasised this sense of internationalism.98  

 

The line-up for the Inaugural Exhibition, representing some of the best-

known names in contemporary art, across a variety of media, was a direct 

challenge to the prevalent tastes and expectations of Scotland in general 

and Edinburgh in particular.99  In fact, it may be construed that the Inaugural 

Exhibition was a de facto manifesto of intent, signifying the spirit of contemporary 

internationalism with which the gallery’s name was to become associated in the 

years that followed. 

 

Demarco pursued this agenda with relish, energy, enthusiasm and 

commitment over the new few years.  By the summer of 1972, when the first 

Edinburgh Arts Summer School took place, he had organised upwards of many 

scores of shows, involving the work of several hundred artists.  As the example of 

																																																																				

98 See, for example the work of Duncan Macmillan (Scottish Art 1460-2000, [2000])  and Murdo 
Macdonald (Scottish Art, [2000]), both of whom emphasise the European and international 
contexts of Scottish art historical development. 
99 Demarco’s was not the first gallery of its kind in Scotland. In 1963, Glasgow’s New Charing Cross 
Gallery was established by Cyril Gerber (1917-2012), Tom MacDonald, Bet Low and John Taylor. It 
showed the work of younger, predominantly West of Scotland artists.  In Edinburgh, in the same 
year, The 57 Gallery was established, and exhibited the work of a younger generation of 
contemporary (mainly Scottish) artists such as Glen Onwin, Bill Scott, Ainslie Yule and Sandy Moffat. 
(see Duncan Macmillan, Scottish Art in the 20th Century, p. 105) 
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The Traverse Theatre Gallery had shown, Demarco’s ambitions for the exhibitions 

and the artists whom he represented, far exceeded the capacities of the physical 

space he had available. This also became readily apparent, even at the time of the 

Inaugural Exhibition, when he noted, “Because of lack of space the works 

illustrated in this catalogue may not be on display but can be seen on request”.100 

The display of work by Featherston, the abstract painter Michael Tyzack (1933-

2007) and the British-Canadian painter Alan Wood (b. 1935) was effectively ‘out-

sourced’ to other venues, in this case The Saltire Society Gallery101 in Gladstone’s 

Land in the Lawnmarket, Edinburgh.  

 

Commenting on the prevailing artistic climate in the late 1960s and early 

1970s, which included the establishment of the Scottish Arts Council in 1967, 

102and which provided Demarco with high levels of publicly-funded support until 

1980, Duncan Macmillan has observed that, 

 

A whole new stratum of art organisations was created which reflected a 

significant shift in the economy and organisation of living art and the new 

importance of public subsidy…These changes in structure meant that, more and 

more, the one-person show became the main avenue for an artist to reach the 

																																																																				
100 op. cit., p.5 
101 The Saltire Society was established in 1918. Discussing the venue, which was owned by the 
National Trust for Scotland, the cultural historian Elizabeth Cumming, writes: “The Saltire Society 
was formed by ‘a group of people who wished to see Scotland restored to its proper position as a 
cultural unit’.  Its declared non-political creed stated that ‘the nation that forgets its past is dead’ 
and blamed the break ‘with tradition caused mainly by the Industrial Era, which smote Scotland 
with especial violence’.”, ‘Scottish Everyday Art, or how tradition shaped modernism’ in Craft, 
Space and Interior Design, Edited by Sandra Affoldy and Janice Helland, p. 97 
102 The Scottish Arts Council was formed in 1994 following a restructuring of the Arts Council of 
Great Britain, but had existed as an autonomous body since a royal charter of 1967. 
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public; and through installations, the one person show itself could become an art 

work…The 57 Gallery, the Charing Cross Gallery and Demarco provided the first 

opportunities for artists to do this. Cyril Gerber and Richard Demarco were 

especially important during the early 1970s for the solo shows they gave 

to promising young artists.103 

 

However, from the outset, it was clear that RDG was not a commercial 

gallery in the normal sense, where the display, promotion and sale of art was the 

primary, or only, concern – although the gallery, in its early days, was also 

successful in purely commercial terms. The gallery’s programme of events during 

this early period (1966-72) demonstrates Demarco’s ambition to establish the 

gallery not only as a place for showing visual art but also to extend its remit, 

encompassing the values of a salon and, ultimately, an ‘arts centre’.  In this sense, 

it pre-dated many similar institutions across the UK, including Glasgow’s Third Eye 

Centre, established by the writer and playwright, Tom McGrath, in 1974. 

 

This multi-disciplinary ambition clearly presaged the development of 

Edinburgh Arts and can be seen as part of a gradual evolution in Demarco’s 

thinking and pedagogical methodology.  For example, in March 1967, as part of 

the exhibition Contemporary Italian Art, representing the work of 37 Italian artists, 

RDG also presented a  recital by Kevin Miller104 (tenor) and Jimmy Porter (piano).  

																																																																				
103 Duncan Macmillan, Scottish Art in the 20th Century, pp. 106-7 
104 Kevin Miller, (b. ca 1930) in Adelaide. He joined Glyndebourne in 1955 with whom he appeared 
at the Edinburgh Festival, as well as with Carl Rosa Touring Opera and Sadler’s Well’s Opera. Miller 
also appeared in John Calder’s Ledlanet Nights in works such as The Turn of the Screw, Bastien and 
Bastienne and Una cosa rara. (see John Calder, Pursuit, p.288 & p.292; and 
 www.operascotland.org/person/547/Kevin-Miller. Miller also sang with Scottish Opera in The 
Marriage of Figaro.  
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The same year, as part of its ambitious Edinburgh Festival programme, the gallery 

presented music by the same duo, as well as music by the Amphion Wind Quartet, 

the Edinburgh Quartet and the Bernicia Ensemble. The gallery continued to 

present a varied programme of events, including exhibitions of visual art, music, 

poetry and theatre throughout its various incarnations and in a variety of venues 

throughout the period 1972-1980, and beyond. These were often run in parallel 

to the Edinburgh Arts Summer Schools programme. Such diverse events clearly 

demonstrate Demarco’s early commitment to inter- and multi-disciplinarity, 

which he was to develop in the succeeding years in respect of Edinburgh Arts.105 

It also establishes the level of quality and ambitious desires to bring in the very 

best of the arts at a very early stage in his career. 

 

																																																																				
105 For a full record of RDG exhibitions and events covering the period 1966-2009 see Appendices. 
Sources: The Demarco Collection & Archive: An Introduction (ed. Richard Demarco and John Martin), 
2009, pp. 118-127 & ‘Selected Chronology (1963-2010)’ in 10 Dialogues: Richard Demarco, 
Scotland & the European Avant-Garde, (2010).	
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Figure 32  

Recital by the Bernicia Ensemble, The Richard Demarco Gallery, 8 Melville Crescent, Edinburgh.  August – 
September, 1967. [source: www.demarcoarchive.ac.uk] 

 

The architectural structure of the gallery’s premises in 8 Melville Crescent 

was highly conducive to extending its use to cover a range of activities that 

included visual art, theatre, and music.  Describing its layout and the way this was 

used, Demarco comments, 

 

…we had beautiful, well-proportioned rooms, … a very big one, a double one on 

the first floor, and …two on the ground floor and …a basement… a kitchen, two 

bathrooms with baths, which I thought every gallery should have. In the kitchen 

you could set up a proper bistro with people sitting at extended tables, all dining 

together as in a Russian commune. Unthinkable in Edinburgh at the time…[like the 
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Terence]…Rattigan play, ‘Separate Tables’. You didn’t sit with anyone you didn’t 

know. Well, you were forced to at the Richard Demarco Gallery restaurant.106 

 

As well as creating a salon culture where people were literally obliged to 

sit together, and thus enter into some kind of contact, Demarco deliberately 

sought to extend the values of the Traverse Theatre to the RDG.  It was always 

Demarco’s intent to combine various art forms, seeing no separation between the 

visual, performing and musical arts. Commenting on the programme of events 

covering the initial few years of RDG’s existence, Demarco notes: 

 

the first two or three years it was a mixture of people like Clive James and Tony 

Buffery...the Great Theatre Company run by an American theatre director, their 

production of Antigone. And by the early ‘70s the Polish avant garde, Kantor and 

Szajna… it was defined as theatre just as it was in Poland. You never thought of a 

separation between visual and performing arts. If a visual artist wanted to put on 

a piece of theatre then it was regarded in my mind as an ‘action’. But we put on 

all sorts of things, poetry readings. And because of the friends of the Demarco 

Gallery, the first institution of their kind in Scotland, we could bring in all sorts of 

speakers, leading authorities on art to speak… [such as] Roy Strong. 107 

 

																																																																				
106 Richard-Demarco-024-of-64-National-Life Stories-Artists’-Lives 
107 ibid.   
Roy Strong (b. 1935), is an English art historian, who served as Director of the National Portrait 
Gallery and The Victoria and Albert Museum.  He gained his PhD from the Warburg Institute, a 
multi-disciplinary institution combining research into philology, history and anthropology. The 
institute moved from Hamburg to London in 1933. A letter from Giles Sutherland to Strong (10 July, 
2018) requesting an interview, was unanswered. 	
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Figure 33 

The café/restaurant of the RDG, 8 Melville Crescent, Edinburgh (c. 1969) 
[source: www.demarcoarchive.ac.uk/assets/5194p1969_rdg_cafe_restuarant_8_melville_crescent_edinburghp] 
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Figure 34 

The playwright and writer, Tom McGrath at RDG, 8 Melville Crescent, Edinburgh (c.1972). Note 
photographs of Demarco in background. 
[source: www.demarco-archive.ac.uk/assets/5422-p1972_tom_mcgrath_edinburghp] 
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Figure 35 

Page 5 from 1968 RDG catalogue, Festival ’68 giving details of the programme of events including a 
review by  Clive James and Tony Buffery and Experimental Films from Leeds College of Art. The variety of 
events in various media such as revue, visual art and film, demonstrate Demarco’s commitment to a 
European salon culture in the heart of Edinburgh. 
[source: www.demarco-archive.ac.uk/people/1024-clive_james] 

 

 

If any evidence were needed to support the idea that, from the beginning, 

Demarco did not conceive of RDG as a traditional commercial gallery, then it can 

be found in the catalogue for the 1968 Edinburgh Festival. As well as a review by 
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Clive James and Tony Buffery, there is also mention of a series of ‘experimental 

films on avant-garde experiments in Art Education’ by Leeds College of Art.  The 

films (there is no extant information as to the titles or detailed subject matter) 

clearly indicate Demarco’s interest in experimental pedagogy and presage the 

involvement of teachers, such as Tom Hudson, who participated in Edinburgh Arts 

1972. 

 

In the following chapter, I will explore and analyse the development of Demarco’s 

first summer school, Edinburgh Arts 72, and link this to aspects of Demarco’s 

experience as a teacher, gallerist and facilitator. I will show how Edinburgh Arts 72 

was a natural and seamless development from his earlier activities and 

experiences, and how he gathered a teaching body and a group of participants 

who engaged in multi-disciplinary art-making and learning, citing the examples of 

Stuart Hopps, from the Scottish Theatre Ballet and the educationalist and artist, 

Tom Hudson, in particular. I will also point to the first, fledging Edinburgh Arts 

journeys which presaged the longer, more complex and ambitious journeys which 

form the subject of the later chapters of this thesis. 
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3.1 Introduction 

This chapter examines the genesis of Edinburgh Art 72 and looks at the 

work of its various participants and teaching staff. It also sets the scene for the 

further development of Edinburgh Art 73 and Edinburgh Arts 74. In particular I 

look at the work of Tom Hudson and Stuart Hopps and how their theories on art 

and dance meshed with Demarco’s own thinking on an expanded idea of art – 

in particular the use of ‘negative space’ and how received ideas for the display and 

making of art could be challenged. 

 

By the summer of 1971, Demarco had been Director of RDG for 

approximately five years. During this period he had mounted multiple exhibitions 

involving the work of several hundred artists.  These included the seminal 

exhibitions The 1st Edinburgh Open 100 (1967), New Scottish Painting (1968), 

which comprised the work of 32 artists. Other important shows included the 

palindromically-titled Strategy Get Arts (1970) and Romanian Art Today (1971). 

The work of RDG was not confined exclusively to the visual arts but extended over 

a wide range of other artforms including musical recitals, poetry readings, 

performance and theatre.1 

                                                        
1 The Demarco Digital Archives note: “Some examples from the gallery’s early years include 
Cambridge Footlights with Clive James, Tony Buffery and Pete Arkin for the Edinburgh Festival 
Fringe in 1968 and 1969; Geoff Moore’s dance company in Moving Being, accompanied by The 
Incredible String Band in 1969; Nancy Cole’s 1969 solo show Gertrude Stein’s Gertrude Stein; Nancy 
Meckler’s direction of the Freehold Theatre Company in Antigone in 1970; Lindsay Kemp in the 
Crimson and White Pantomimes of 1970 and 1971 respectively; Liviu Ciulei’s Bulandra Theatre 
production of Leonce and Lena; the dancers Miriam Raducanu and Gheorghe Caciulanu (1971) and 
Jozef Szajna’s Replika, performed in 1971 and 1972. Tadeusz Kantor’s Cricot 2 Theatre was 
presented by the RDG for the first time in 1972. Musical recitals were presented in the gallery from 
1967 onwards and Keith Critchlow and Alan Hacker’s experimental ‘music environment’ Sound in 
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By his own admission, Demarco was “bored out of his mind”2 by the 

process of mounting a traditional, rotating exhibitions programme, and by the 

general perception that he was operating as a conventional art dealer, promoting 

the work of artists, primarily for commercial gain.  By this point in his career 

Demarco had extensive pedagogical experience, including a limited but 

nevertheless highly significant collaboration with Beuys. He was also aware of the 

work of the Bauhaus and Black Mountain College, both important exemplars of 

experimental teaching, and learning, in a multi-disciplinary environment. 

Consequently, with his experience of teaching with the Royal Army Educational 

Corps and at Duns Scotus Academy, his directorship of The Traverse Theatre 

exhibitions programme and, later, of the Demarco Gallery, Demarco was now 

looking for a fresh challenge. 

  

                                                        
Space was presented at Edinburgh College of Art in 1970. Source: www.demarco-
archive.ac.uk/richard_demarco_biography.pdf 
2 Richard Demarco, unrecorded conversation with Giles Sutherland, January 2018 
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3.2  Yannis Zervos & Aegina 

In the summer of 1971 Demarco was holidaying with his wife, Anne, on the 

Saronic island of Aegina about 20 kilometres south-west of Athens and the port of 

Piraeus. The couple were guests of Elizabeth and Ian Mason, who owned a holiday 

home on the island. Elizabeth Mason notes that,  

 

Ricky and Anne Demarco came on 11th July [1971] and stayed until the 24th… 

I wrote ‘It’s been a great success; Ricky did 14 drawings in Mykonos, 200 dollars 

worth already sold. He will lecture at the summer school next year.3   

 

Demarco himself also discusses this brief sojourn:  

 

…my good friends, Ian and Elizabeth Mason, who were both Cambridge 

graduates, had a little holiday house, a tiny little house near the beach, just 

outside Aegina town, and she invited me and Anne to be there for more than one 

summer. [But]… I began to see that it wasn’t enough to go and sit and enjoy the 

sun…4   

 

Demarco’s final observation is telling and indicates, among other things, 

his refusal to draw a distinction between ‘life’ and ‘work’. It is part of a pattern 

where Demarco finds value and interest in place and people, irrespective of 

location. He is, and always has been, disdainful of the ideas of ‘leisure’ and 

‘tourism’, which he regards as destructive or banal activities.5  

                                                        
3 Elizabeth Mason, Cockabully Story, pp. 544-545 
4 Richard Demarco Interviewed by Giles Sutherland, 1 March 2016 
5 Writing about the EA journeys, Charles Stephens, for example, notes: “In physical terms the 
journey was not comfortable. It was not a form of tourism. The point of the journey was the shared 
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Elizabeth Mason’s mention of a summer school refers to the activities 

of Christopher Gear6 and John (Yannis) Zervos, co-founders of the recently 

established Aegina Arts Centre. The centre hosted an annual summer school on 

the island, which lists the Temple of Aphaia Athena (c. 510 BCE) amongst its major 

cultural inheritances. The summer school was attended predominantly by a mix of 

North American university students, and others, who wished to expand their 

horizons through a structured education programme that dealt mostly with 

classical and contemporary Greece. The interdisciplinary syllabus included 

painting, philosophy, architecture, literature, theatre, poetry and archaeology. 

A contemporaneous advert in the classified columns of the New York Magazine, 

which appeared under the general heading ‘Cultural Studies Abroad’, offered 

a tantalising prospect of culture and conviviality: 

 
Summer on a Greek Island. Aegina Arts Centre happens on the Greek island of 

Aegina offering workshops in music, painting, poetry, theatre, dance, archaeology, 

Greek — world famous lecturers — surrounded by sun, sea, wine and friends of all 

ages. One month tuition $300.”7 

 

Referring to the summer school Mason notes that she “… took Ricky along and he 

was immediately in his element. In fact it was there that he got the idea of creating 

his own summer school in Edinburgh.”8  

                                                        
experience of travel from place to place, the encounters on the way, the experiences, common to 
each of the pilgrims, that came to them on the way.” Charles Stephens, Richard Demarco: A 
Memoir, p.65 
6 In his unpublished autobiographical memoir, A Life in Paradise, Yannis Zervos writes extensively 
about his relationship with Gear, who died by suicide in New York in 1974. 
7 New York Magazine, May 1973 
8 Elizabeth Mason, op. cit. p. 545 
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It is not surprising that Demarco was immediately drawn to the summer 

school’s eclectic blend of activities, as well as its sometimes stellar cast of visiting 

lecturers, poets, theatre directors, professors and other specialists. Although the 

AAC summer school was still in its infancy and was in only in its third year 

of operation, it was sufficiently established, with a growing reputation, to 

convince Demarco that it could act as a model for his own embryonic notion 

of a similar experience in Edinburgh. 

 

The North American culture of university Study Abroad was already well 

established, with the roots of the practice extending back to the 19th century. The 

first US university to send a group of junior students to study overseas (in France), 

was the University of Delaware in 1923. The programme, the Delaware Foreign 

Study Plan, was initiated by Raymond W. Kirkbride, a teacher in Modern 

Languages and a veteran of WW1. Because of the openness of US universities and 

art colleges to the notion of Study Aboard, it was, arguably, easier for Demarco to 

recruit students from here, rather than from similar institutions in Europe.  The US 

culture of paying for tertiary education may also have been a factor in this respect. 

 

Discussing the roots and development of the US Study Abroad culture, in 

respect of the Delaware Plan (1923) and Smith College Junior Year in France 

(1925), Whitney Walton notes, 
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By 1939 the two programs had sent some twelve hundred undergraduates, from 

all over the United States, to study in France, until World War II broke out in 

Europe. Following the war, they served as models for an explosive growth in study 

abroad generated in part by Cold War tensions, and recognition by the United 

States government of the importance of culture in international relations.9 

 

Walton’s research in the journal Diplomatic History is confined to an 

examination of the programme of the University of Delaware and Smith College, 

in the 1920s and 1930s.  However, her discussion, which has used archival sources, 

including questionnaires completed by students, is informative in that it assesses 

the Study Abroad programmes from a cultural and diplomatic perspective.   Many 

of Walton’s research findings and conclusions have some bearing on Edinburgh 

Arts and its model, the Aegina Arts Centre’s summer school. These range from 

increasing trans-Atlantic cultural awareness and intellectual and personal growth.  

Such positive development goals echo the experiences of many North American 

Edinburgh Arts participants, and they can be seen as part of a much wider pattern 

of increased internationalism on the part of attendees, and the wider educational 

and cultural community they represented. As Walton observes in respect of the 

first wave of US Study Abroad students,  

 

…the  experience  of  living  and  studying  in  another  country  (and  in  another  

language)  for  an  extended  period  of  time  propelled  American  students to 

question and articulate a wide range of assumptions about themselves, their 

country, and others, resulting in a sense of internationalism that connoted 

                                                        
9 Whitney Walton, ‘Internationalism and the Junior Year Abroad: American Students in France in 
the 1920s and 1930s’, Diplomatic History, Vol.29, No.2 (April 2005), p.255 
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intellectual independence,  tolerance,  appreciation  for  another  culture,  new 

interest in other parts of the world, and a sharpened sense of national identity.10 

 

Discussing post-war national motivations for Study Abroad, Hans de Wit observes: 

 

…the internationalization of higher education was more dominant in the United 

States and founded on arguments of foreign policy and national security. In 

Europe, the tradition is still rather young, and only became more important as 

part of the European economic and political integration process…11 

 

As a corollary, de Wit goes on to observe that, in the US,  

 

…the objective of international education is more directed to global and 

intercultural awareness, in response to cultural parochialism; while in Europe the 

emphasis is more on the extension and diversification of academic performance.12 

 

Such national and cultural differences, between European and US attitudes to 

Study Abroad, may also go some way to explaining Demarco’s decision to focus 

his recruitment on US colleges and universities, in that they were more focussed 

on cultural expansiveness. With state and governmental backing, US students had 

a longer, and more accepted tradition and culture of venturing abroad, motivated 

not by academic attainment, but a genuine sense of intellectual curiosity and 

expansiveness. It is therefore important to note that Edinburgh Arts did not 

                                                        
10 Walton, op. cit. p. 257 
11 Hans de Wit, ‘Global Citizenship and Study Abroad: A European Comparative Perspective’, 
Handbook of Practice and Research in Study Abroad: Higher Education and the Quest for Global 
Citizenship, (Ed. Ross Lewin), pp. 212  
12 de Wit, op. cit. p. 213 
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develop in isolation, but as part of an existing, globally-established ethos of 

cultural and academic exchange. 

 
 As has been discussed in the previous chapter, Demarco’s collaboration 

with Beuys, two years previously, had “...tested the idea of The Demarco Gallery 

to breaking point…”.13 Demarco was of the increasing realisation that he could no 

longer continue to operate as a traditional Bond Street-type art gallery, where his 

main role was viewed as that of ‘art dealer’. Exhibiting artists’ work in a prestigious 

venue, marketing, promoting, and selling with a commission, was a model which 

Demarco increasingly found outmoded, even if experience had shown that he was, 

in fact, a highly effective promoter of his own work and the work of others. 

 

Although it had not been completely rationalised by Demarco himself, the 

entire trajectory of his career up to this point (in Aegina), had led him to the 

inevitable idea of the ‘artist-as-teacher’, where teaching itself, and its organisation 

and dissemination, could be considered an artform. Indeed, the literature that 

promoted Edinburgh Arts 73, described the previous year’s experience thus:  “Last 

year’s Edinburgh Arts was revealed to be much more than a summer 

school…Edinburgh Arts was for many an art experience, indeed an art object 

in itself…” 14 This idea of an summer school as an art object, and by implication, 

of teaching and learning as an artform, is an important one and will be explored 

at a later point. 

                                                        
13 Demarco-Richard-032-of-64-National-Life-Stories-Artists'-Lives 
14 Edinburgh Arts 73 brochure, p. 2 
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The co-founder the Aegina Arts Centre, which continues now as The 

Athens Centre, was Yannis Zervos (b. 1944) – a Greek American who, like Demarco, 

was to continue to promote cultural activities and education for several decades.15 

Demarco soon became involved in discussions with Zervos about lecturing at the 

AAC summer school and later, about the possibility of setting up a summer school 

in Edinburgh, along similar lines. 

 

                                                        
15 Yannis Zervos was born in Athens in 1944.  He founded the Aegina Arts Centre with Christopher 
Gear in 1969. AAC became the Athens Centre in 1974 when it became based in the Greek capital. 
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Figure 46 

Cutting from The Athens News reporting visit of Richard Demarco 
 to the Athens Centre, 6 July, 1973. 
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Figure 47 

 From the Bulletin of the Modern Greek Studies Association, Dec 1972. The adverts for summer 
schools hosted by the Aegina Arts Centre and the City University of New York demonstrate an 
established culture of US Study Abroad. 

 

The period between Demarco’s first visit to Aegina, his subsequent 

meeting with Christopher Gear and Zervos, and the establishment of the first 

Edinburgh Arts Summer School, in 1972, was a little over a year.  During that 

period, Demarco organised and supervised the installation of a number 

of exhibitions including Romanian Art Today (August 1971) and Atelier 72 (August 

1972) both of which were impressive, large-scale shows presented during the 

Edinburgh International Festival.  In addition, Demarco embarked on a major 

three-week lecture tour of American universities and art colleges, in order to 

spread his vision of Edinburgh Arts 72. Such tours, designed essentially as 

recruitment and publicity exercises were to become an annual feature of 

preparations for Edinburgh Arts. 
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Figure 48  

Aegina Art Centre Timetable 1971 

 

 
Figure 49  

Edinburgh Arts 1972 Draft Summary Timetable 
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Demarco enlisted the help of Zervos, and others, in developing his vision 

for Edinburgh Arts and to garner advice and expertise on the establishment of the 

summer school, which they had gleaned from their experience in Aegina.  

In October 1971, Zervos, along with colleagues Rosemary Donnelly and Hope 

Baldwin, travelled to Edinburgh to meet Demarco and see his set-up there. They 

were there for three days and were treated to what might be referred to as the 

‘Demarco Experience’, a dizzying blend of sight-seeing, cultural exposure, personal 

and official meetings, hospitality and introductions, all orchestrated by Demarco 

and facilitated by his staff. Recalling his time with Demarco in Aegina, Zervos then 

goes on to describe his Edinburgh sojourn:  

 

On first looking at Richard Demarco seated under the pine trees at the Miranda 

Hotel at the Aegina Arts Centre, his ‘aerosol’ ambiance spoke persuasively of 

urgency; one forgot the cicadas, the conversations, the concert. Even the Solisti di 

Aegina were silenced as Ricky’s thoughts came tumbling out at an even faster rate 

than those of Bucky Fuller, who had magnetised us the week before. 

 

Two months later, with just a vague memory of that exciting twinge, Rosemary 

Donnelly of the Arts Centre, and Hope Baldwin, folk singer and former student at 

the centre, and myself, came face to face with Richard on the steps of his world in 

Edinburgh, Scotland. 16 

 

                                                        
16 John Zervos, ‘A Détente with Demarco, notes, observations, and comments on meeting between 
John Zervos of the Aegina Arts Centre of Greece and Richard Demarco of the Demarco Gallery, 
Edinburgh, October 1971’, GMA A37 10, Folder 13, p. 1 
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Zervos mentions Bucky (Buckminster) Fuller,17 who had come at Zervos’ 

invitation to lecture in the Aegina Arts Centre, foregoing his usual $5000 fee. There 

is a more expansive account of Fuller’s visit in Zervos’ unpublished autobiography, 

A Life in Paradise, which describes Fuller’s idiosyncratic style but omits mention 

of the actual content of his six-hour-long lecture, delivered without notes.  

 
It is important not to underestimate the impact of the proximity of such an 

internationally celebrated theoretician and practitioner as Fuller on Demarco’s 

intention and designs. Fuller had been a faculty member of Black Mountain 

College, the experimental inter-disciplinary educational model that was to so 

profoundly affect Demarco’s pedagogical thinking and practice. It was this direct 

link that proved so influential on Demarco’s aspiration to create a similar 

institution in Edinburgh. Demarco has commented that: 

 

And inevitably, at the Edinburgh Festival and in the sixties, I would find images of 

the world of Black Mountain College and when I saw Martha Graham in the sixties 

and her dance group, and Merce Cunningham 19.56, I realised that they were the 

manifestation of something called Black Mountain College. And I was desperately 

trying to link dance with sculpture and painting, and so my Summer School began 

everyday with dance, and I worked with Stuart Hopps and Peter Darrell of Scottish 

Ballet, and they ran my dance classes.18 

 

The calibre of the Aegina lecturers, epitomised by Fuller, provided a model 

                                                        
17 Richard Buckminster Fuller (1895-1983) American architect, systems theorist, author, designer, 
and inventor.  Fuller taught at Black Mountain College in North Carolina during the summers of 
1948 and 1949. He served as the Summer Institute director in 1949. 
18 Demarco-Richard-031-of-64-National-Life-Stories-Artists'-Lives 
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for Demarco and also convinced him of Zervos’ serious intent as an educator.  

Later, at Demarco’s invitation, Fuller would attend Edinburgh Arts 1974 where he 

lectured in the Edinburgh Poorhouse, in the presence of among others, Joseph 

Beuys. 

 

Demarco celebrated the occasion by editioning a print series, derived from 

a photograph by Robert Lebeck19, showing Beuys, Fuller and Lady Rosebery, one 

of the founder patrons of the Edinburgh International Festival, grouped in one of 

the glasshouses in the Royal Botanic Garden, Edinburgh.   

 

 
Figure 10 

Edinburgh Arts 1974 (19-21 August). L-R: German artist Joseph Beuys, Scottish art patron Lady Eva 
Rosebery, American architect and theorist Buckminster Fuller, meeting in the desert plant house at Royal 
Botanic Gardens, Edinburgh, during The Richard Demarco Gallery's Black and White Oil Conference, at 
which Beuys and Fuller spoke. Photograph by Robert Lebeck later published as a limited edition print 
(Beuys, Rosebery, Fuller. 1981) by Beuys in association with The Richard Demarco Gallery (RDG). The 
context of Edinburgh Arts 1974 is explored in detail in the following chapter. 

                                                        
19 Robert Lebeck (1929-2014) was an award-winning German photographer. He worked for Stern 
magazine from 1952. A comprehensive exhibition of his works was held in Martin Gropius Bau, 
Berlin, 2009. 
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Figure 51 

Student Frank Williams with poster for Richard Demarco's lecture on Edinburgh Arts 1972, Philadelphia 
College of Art, Pennsylvania, USA. Demarco lecture tour of American universities and art schools (9 - 29 
April).[source:www.demarcoarchive.ac.uk/assets/1092p1972_demarco_poster_for_edinburgh_arts_1972_philadelphi
a_usap] 

 

While Zervos and his colleagues were in Edinburgh, as well as introducing 

them to the city, its environs and a host of contacts, Demarco held a series 

of meetings at which Zervos acted in an advisory capacity to Demarco’s fledging 

summer school initiative.  

 

A month or so later, beginning on 5th November, 1971, Zervos returned 

to Edinburgh for a further series of meetings involving Demarco, Mark Goldberg,20 

and the RDG administrators Lesley Benyon21 and James Simson. Zervos was there 

                                                        
20 Mark Goldberg was a Board Member of The Richard Demarco Gallery and, from 1974, Director 
of A. Goldberg and Sons, plc – a retail chain which had premises in Tollcross, Edinburgh, including 
a café and roof garden, which were used by Demarco as temporary exhibition space. Goldberg’s 
ceased trading in 1990. 
21 Lesley Benyon [now Wasley] (b. 1950) worked as an administrator at RDG in the early 1970s. 
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principally to provide expertise and advice primarily on the practicalities and 

logistics of establishing Edinburgh Arts, rather than on curricular or pedagogical 

issues. Over several days the various meetings, involving various combinations of 

the above-mentioned, tackled the complex framework for establishing such 

an undertaking at extremely short notice. The discussions ranged from mailing 

lists, advertising, venues, lecture theatres, accommodation, charter flights 

and transport to academic credits, revenues, fees scales and charges – as well as 

the creation of a ‘faculty’ and list of visiting lecturers.  

 

Links with the Aegina Arts Centre were discussed and what form these 

should take. It is clear from the various memoranda of the meetings that Zervos 

did not favour formal linkages between Aegina Arts Centre and Edinburgh Arts in 

1972, believing that the time-scale was too short.  One memorandum, recorded 

the following observations: 

 

Possible Affiliation with the Aegina Arts Centre 

Including business affiliation and on the intellectual side, this would be appealing 

and would be a touching (sic.) proposition to handle economically for students due 

to charter flight complications.  My objections lie in the area of economic 

feasibility (on the part of students) and of the lateness of the year for summer 

1972, the A.A.C. bulletin is already being published for the summer 1972. Summer 

1973 would be more feasible as there would be more co-ordination between 

the two courses from the start. In addition, there could be an exchange of staff 

and guest lecturers as well as the students, i.e. Ian Hamilton Finlay and C.P. Snow 

to go to Greece and leading lecturers from Greece to Edinburgh.22 

                                                        
22 Report on Meeting – Richard Demarco, John Zervos, James Simson, 5 November 1971, p.3 
[source: GMA A 37-2-41-5]. 
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It is unclear if either C.P. Snow23 or Ian Hamilton Finlay24 had, at this stage, 

been consulted about their putative roles in the fledging organisation, although 

mention of these prominent figures testifies to Demarco’s typically ambitious 

plans.  

 

Throughout the early months of 1972, Demarco, aided by a competent 

administrative staff, coordinated the genesis of the fledging Edinburgh Arts. It 

should not be forgotten that this undertaking was done in parallel with the 

organisation of the gallery’s normal exhibition programme, which culminated in 

the ambitious Atelier ’72, an exhibition of work by more than 60 Polish artists, 

filmmakers and actors, held in Melville Crescent immediately after Edinburgh Arts 

1972 had ended. All of this activity took place in addition to Demarco’s schedule 

of international meetings and events.25  

 

                                                        
23 Charles Percy Snow (1905-1980), English novelist and physical chemist. On May 7, 1959, at the 
Senate House, Cambridge, Snow delivered the first part of the Rede Lectures, entitled ‘The Two 
Cultures’. Its central thesis was that Western society is divided into two cultures, the sciences and 
the humanities, and that this dichotomy was a central barrier to solving many of society’s 
problems.  It is obvious that Demarco would be aware of, and attracted to, such thinking, as it was 
central to his developing pedagogical understanding that knowledge should be integrated. In this 
respect, C.P. Snow’s views share common aspects with those of C.H. Waddington (1905-1975). 
Waddington was Professor of Animal Genetics at The University of Edinburgh from 1947 until his 
death. In 1972 he founded the inter-disciplinary research unit The Centre for Human Ecology. 
24 Ian Hamilton Finlay (1925 – 2006), Scottish artist, writer, poet and gardener. Finlay was friend of 
and collaborator with Demarco, most notably on work such as The Little Seamstress (1970) a 
screen-print depicting a fishing boat.  Demarco was a regular visitor to Finlay’s garden Little Sparta, 
where he led many groups in the context of Edinburgh Arts. 
25 In the first half of 1972, Demarco’s schedule took him to a number of places including Warsaw 
(January 1972), Paris (June 1972), Kassel (June 1972). Included in the RDG exhibitions programme, 
prior to EA 72 was Changes ’72 (30 Jan – 5 Feb 1972) 
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The preparations for Edinburgh Arts 72 were complex, ambitious and time-

consuming.  Fuelled by the vision and intellectual reach of Beuys, the model of the 

Aegina Arts Centre school, as well as the rather more distant paradigm of Black 

Mountain College, Demarco’s plans were extensive. Writing about Edinburgh Arts 

72, Demarco laid out his own vision of a summer school located in an historic 

capital where topography, architecture, history and cultural life provided a unique 

locus for his pedagogical experiment: 

 

Edinburgh Arts is more than a summer school – its intention is to reveal the 

excitement and creativity of Scotland’s contemporary artists, poets, musicians 

and writers to anyone who respects the cultural heritage of Scotland. It offers to 

any student of the arts a direct and personal contact with the people who are now 

responsible for Scotland’s artistic life.26  

 

Demarco’s emphasis on ‘personal contact’ was a key element in his vision 

and the ultimate success of the Edinburgh Arts experiment. The roots of this way 

of operating can be traced back to the way his father and aunt operated Maison 

Demarco, where a major domo fronted the operation and ensured good service 

through personal contact and responsibility. Discussing his father, Demarco notes 

that, “… he could play snooker, and he was a man of great charm, elegance and 

the perfect maître d’...and I think that’s what I am. I am the person who welcomes 

people into a world that is 100 per cent European.”27 

 

                                                        
26 Edinburgh Arts 72, (summer school brochure), p. 1 
27 Richard Demarco interviewed by Giles Sutherland, 1 March 2016 
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Such a personal approach, where a clientele was served and attended to, 

fed directly into Demarco’s modus operandi in relation to the Traverse Theatre 

Gallery, The Richard Demarco Gallery and, by logical extension, to Edinburgh Arts.  

Demarco’s choice of ‘faculty’ was established by and large by means of his own 

meetings with colleagues and friends as well as through more conventional 

means. His impressive selection of teachers and lecturers extended well beyond 

the narrow confines of the Scottish ‘art world’ and included figures such as Tom 

Hudson28, Director of Studies at Cardiff College of Art; Norman Reid29 of the Tate 

Gallery and Robert Kennedy of the V & A; Lord Ritchie-Calder30; the film-maker 

Margaret Tait31, the ethnologist and poet Hamish Henderson32, Frank Dunlop33, 

the then Director of the Young Vic, the poet C. M. Grieve (Hugh MacDiarmid),34 

the architect and educationalist Basil Skinner, the journalist Ronald Mavor and 

Stuart Hopps,35 from Scottish Theatre Ballet. 

 

With the help of John Zervos, Basil Skinner, John Lowe, Director of The 

University of Edinburgh’s Department of Educational Studies and others36, 

                                                        
28 Tom Hudson (1922-1997). English educator and theorist 
29  Sir Norman Reid (1915-2007). Administrator & painter. Director of The Tate Gallery 1964-1979. 
30 Peter Ritchie Calder (1906-1982). Scottish journalist, academic and author. He was Professor of 
International Relations at The University of Edinburgh (1961-67). 
31 Margaret Tait (1918-1999) Scottish filmmaker and poet. 
32 Hamish Henderson (1919-2002) Scottish poet, academic, folklorist and writer. 
33 Frank Dunlop (b.1927) Theatre director. 
34 Christopher Murray Grieve (1892-1978) Scottish poet. 
35 Stuart Hopps (b.1942) is an educator, choreographer, director and teacher. He choreographed 
for English National Opera, Welsh National Opera and Scottish Opera. He was Founder Director of 
Scottish Ballet’s Movable Workshop (1974) and worked as Associate Director of The Scottish 
Theatre Ballet Company (founded as the Western Theatre Ballet in Bristol in 1957 and renamed as 
Scottish Ballet in 1974). 
36 Demarco lists his EA 72 Honorary Advisors as: “John Lowe BA, PhD (Director, University of 
Edinburgh Department of Educational Studies; Albert Davis, MA Hons. Eng. (Director, The British 
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Demarco devised a 4-week programme of events, which embraced the worlds 

of townscape, landscape and ‘creative adaptability’, Celtic art and included group 

visits to art galleries, private collections and artists’ workshops. The syllabus also 

extended to film making; music, both traditional and classical; theatre, dance and 

mime, as well as literature and architecture. 

                                                        
Council, Scotland, David Baxendall CBE, FMA, BA (Former Director of National Galleries of 
Scotland); John Zervos MA (De Paul) (Director, Aegina Arts Centre); The Rt. Hon. The Marquess of 
Linlithgow, MC, MA (Oxon) Mod. Greats; The Rt. Hon. The Earl Haig OBE, DL, MA (Oxon) Hist.; 
Ronald Mavor MB, ChB, MRCP (Glasgow); Lord Ritchie-Calder (Baron Ritchie-Calder of 
Balmashannar) CBE, MA.” Source: Edinburgh Arts 72 brochure, p.2. 
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Figure 52 

Excerpt from Leonardo magazine showing advert for ‘Edinburgh Arts Summer School, Edinburgh, 
Scotland’ whose purpose was ‘…an evaluation of the arts in contemporary Scotland’. [Leonardo, Vol. 5, 
1972, p. 278] Note juxtaposition with information about Center for Advanced Visual Studies, MIT.  CAVS 
was founded by György Kepes, in 1967, to bring cutting edge artists into contact with engineers and 
scientists in the MIT community. 
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3.3 Stuart Hopps & Scottish Theatre Ballet 

There were numerous, clear parallels with Demarco’s vision for his new 

pedagogical venture and those of Black Mountain College. One such parallel 

involved the invitation of Stuart Hopps of the Scottish Theatre Ballet Company 

to conduct classes at EA 72. This clearly parallels the involvement of the dancer 

Merce Cunningham37 at Black Mountain College and his collaborations with John 

Cage. A commentary on Cunningham’s innovative methods finds an echo 

in Hopps’, three decades later: 

 

When the senses become unhooked from a medium, the mind and the body find 

new ways of communicating sensory information. This detachment is not easily 

reproduced in slides and hence is not easily transmitted in an art-history 

classroom. Such manoeuvres were deployed again and again at Black Mountain, 

and perhaps explain Merce Cunningham’s great innovation: the disconnection of 

the constituent parts of a dance (music, choreography, lighting, scenography), 

allowing them to function independently of one another in a way that literally 

pulls the viewer’s senses out of alignment with one another and reorganizes 

them.38 

 

Hopps taught at EA 72 in the first week of the summer school, between 4 

and 8 July, conducting daily classes, beginning at 8.30am.  Like all EA participants, 

teachers and students alike, Hopps was required by Demarco to produce a written 

statement of his aims and methodology. Aware that many were from a fine art or 

design background, Hopps notes that,  

                                                        
37 Mercier “Merce” Philip Cunningham (1919 – 2009) choreographer and dancer. 
38 Helen Molesworth, Leap Before You Look, Black Mountain College 1933-1957, p. 71. 
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…I …saw the summer school as an opportunity to physically involve young people 

not usually into ballet. They would explore concepts not unfamiliar to them – form, 

structure, space, texture, design, dynamics….39 

 

Photographic documentation of Hopps’ workshops show the students, 

in varying combinations, responding to the physical space of the Demarco Gallery 

itself. In the image, three students, (Helen Comins, Frank Williams and Robin Ann 

Clark) join hands, with feet touching and heads tilted back to create an inverted 

pyramidal structure in the exterior basement space of the gallery in an exercise 

that appears to reference a pyramidal sculpture, by Richard Wake, in one of the 

interior gallery rooms.  In another image, another student, Fredi Wolgin40, from 

the Paris American Academy41, performs an improvised dance and movement 

in direct response to Wake’s sculpture. 

 

                                                        
39 GMA A 37 2 42 11 
40 Fredi Wolgin (b. August 24, 1953). Wolgin’s parents were known to Demarco, who visited them 
at their home in Philadelphia in April, 1972. 
41 The Paris American Academy was founded in 1965 by Richard Roy and specialises in Interior 
Design, Fashion, Fine Arts and Creative Writing. 
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Figure 53  

Fredi Wolgin participating in Stuart Hopps’ workshop EA 72. Sculpture by Richard Wake.  
[source: www.demarcoarchive.ac.uk/assets/1154p1972_dance_workshopperformance_rdg_edinburgh_arts_1972p] 
 

From the extant photographic records documenting Hopps’ work with EA 

students, it is possible to discern pedagogical and creative methodology. As well 

as constructing narrative statements, Hopps’ primary method was to enable the 

students to develop a physical, emotional and intellectual response to their 

surroundings, in this case, the interior and exterior of the Demarco gallery space. 

The image of Fredi Wolgin, for example, shows the use of the human form and 

physiognomy as a sculptural response to Richard Wake’s42 pyramidal metal object. 

As a performer, Wolgin both reacts to the sculpture and becomes part of it, 

                                                        
42 Richard Wake (1935-2016) was a South African artist who emigrated to Germany in 1973.  
Previously, Demarco exhibited Wake’s work, alongside that of Kevin Atkinson and Dimitri Nicholas, 
at the 1970 Edinburgh Festival. 
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extending its significance, so that it becomes more than the sum of its parts. 

The performer’s body echoes the triangular forms of the sculpture in a way that 

acknowledges and complements, simultaneously. 

 

 
Figure 54 

Dance workshop conducted by Stuart Hopps, Edinburgh Arts 72. Sandy Nairne, centre. 
[source: www.demarco-archive.ac.uk/assets/1155-p1972_dance_workshop_rdg_edinburgh_arts_1972p] 
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Figure 55 

Dance workshop conducted by Stuart Hopps, Edinburgh Arts 72. L-R Helen Comins, Frank Williams, Robin 
Ann Clark 
[source:www.demarcoarchive.ac.uk/assets/1122p1972_dance_workshop_performance_rdg_edinburgh_arts_1972p] 

 

Hopps’ time with the first tranche of Edinburgh Arts students was clearly 

inspirational. In his statement, which Demarco routinely demanded of all students 

and staff alike, Hopps observed: 

 

I have long been an admirer of Meredith Monk, a young American choreographer 

who creates dance events everywhere except in theatre. I wanted dance to 

happen all over the gallery so that in every nook and cranny some kind of dancing 

sculpture could be taking place simultaneously. 43 

 

The photographs from this time clearly indicate Hopps’ approach. As well 

as his work with Fredi Wolgin, Helen Comins, Frank Williams and Robin Ann Clark, 

Hopps also used the more intimate and avowedly ‘non-art’ space of the bathroom 

                                                        
43 Meredith Monk (b. 1942, New York) composer, singer, director/choreographer and creator of 
opera (source: www.meredith monk.org). 
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at the Demarco Gallery premises at 8 Melville Crescent. One of Demarco’s images 

shows the drama student in the bath swathed in clear polythene, holding aloft a 

lit cigarette in her right hand. The pose is ambiguous in that it indicates a kind of 

sexuality, although clearly with some humour and some shy discomfort on the 

part of the student. It does however, clearly indicate Hopps’ desire to use ‘every 

nook and cranny’ of the available space. Hopps had trained in England before 

studying for a Master’s degree in choreography in the United States, where he 

worked with pre-eminent dancers, choreographers and theorists such as Merce 

Cunningham, Alvin Nikolai, Paul Taylor and José Lemon. Hopps’ work with 

Cunningham is important, in that it forms a direct connection (along with 

Buckminster Fuller) with Black Mountain College, part of Demarco’s oft-repeated 

inspiration for Edinburgh Arts.  

 

 
Figure 56 

Dance workshop conducted by Stuart Hopps, Edinburgh Arts 72. The image shows EA participant, Sarah 
Light, in the bathroom of The Richard Demarco Gallery, utilizing what traditionally may have been 
construed as a ‘negative space’, or one not normally considered appropriate for the making of art 
[source: www.demarco-archive.ac.uk/assets/191-p1972_dance_workshop_rdg_edinburgh_arts_1972p] 
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Hopps joined Scottish Theatre Ballet in 1971 and was quickly to develop an 

‘outreach’ programme with a strong educational remit. Hopps commented that 

 

We won’t necessarily be taking ballet as such into schools – we’ll be taking a dance 

experience…. we’re working in contacts with colleges and universities and there’s 

also the programme for schools… we’ll actually take dancers to the schools for 

workshop sessions with the children, at the end of the day both the children and 

dancers showing work.44 

 

This approach clearly echoed the work Hopps did with Edinburgh Arts 

participants and can best be described as an ‘expanded vision’ for contemporary 

dance and choreography, where the barriers between performers and audience, 

stage and auditorium were challenged and dissolved.  

 

Demarco was assiduous in demanding written statements from both staff 

and students. In one such response Fredi Wolgin reflected on her time under 

Hopps’ tutelage: 

 

I first met Stuart Hopps and asked him about a dancer’s objective. My major field 

of study is dance but I have yet to define an objective. I dance for the pure love of 

dance and Stuart, as a professional performer, understands this. There was such 

an incentive in myself and the other students… Anything is possible, but if I don’t 

want badly enough, it’s impossible. Therefore, I must know enough to want it…I 

am pleased that I worked 5 hours on a dance and I am content with what I created. 

That never happened before. I discovered what a drawing, dance, sculpture, etc. 

could be if you opened your mind and were willing to accept something new. I 

realised that I liked visual art… I saw enormous possibilities that my mind would 

                                                        
44 GMA A37 2 42 11 
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never accept before. I saw Scottish light and hillsides and people – that are so 

different from all other people. I have truly lived and learned in the three months 

in Scotland… 45 

 

 

Figure 57 

Mock-up of publicity brochure for Edinburgh Arts 73 with excerpts from testimonials from Edinburgh Arts 
72 participants, including Fredi Wolgin. [source: GMA A37/2/39/1] 

 

Wolgin’s statement is valuable and insightful; as well as revealing some 

of Hopps’ approach, it also sheds light on the Edinburgh Arts experience from the 

point of view of one of its participants.  Wolgin had clearly found the experience 

enriching and enlightening: “I discovered what a drawing, dance, sculpture, etc. 

could be if you opened your mind and were willing to accept something new.”46 

This goes to the core of Demarco’s educational philosophy because he was in the 

                                                        
45 GMA A 37/2/39/1 
46 GMA A37/2/39/1 
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business of ‘opening minds’ and laying out the enormous possibilities for 

intellectual and creative development that Edinburgh Arts offered. Wolgin’s work 

with Hopps also led her to ask questions about a ‘dancer’s objective’ and to some 

extent these questions were answered by importance of hard work and discipline.  

Wolgin’s growing ideas about the nature of art (the fact that all disciplines are 

connected) were made explicit by her artwork-installation comprising a 

continuous roll of paper with autobiographical text.  She had in effect ‘transferred’ 

from one discipline to another but at the same time saw the continuity between 

her work as a dancer and her work in another medium.  

 

 
Figure 58 
A cutting from the Edinburgh Evening News, 28 July 1972 featuring Fredi Wolgin. [source: GMA A37/2/42/10] 

 

With Demarco’s talent for generating publicity and enthusing journalists 

and editors, he was able to get coverage for Edinburgh Arts 72 through the local 
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newspaper, the Edinburgh Evening News. The article did well to explain, 

in summary, the Edinburgh Arts objectives as, 

 

…link [ing] education and the real world of art and artists... Richard Demarco has 

strong doubts about the effectiveness of the avant garde in theatre. He wanted to 

see art as an integral part of education and daily life and not the ’insular thing it 

often is’. Through the summer school they were trying to educate the spectator 

by bringing the students into the world of Scotland’s artists and cultural life.47 

 

Clearly it was not only the avant-garde in theatre where Demarco 

perceived a disjunction between audience and practitioner; by implication, this 

extended to all major artforms. The appointment of Stuart Hopps to Scottish 

Theatre Ballet in 1972 was clearly a recognition, at least in the world of 

contemporary dance, that much work had to be done in re-establishing a link 

between potential students, practitioners and the audience.  At the time, Hopps 

commented:   

 

Primarily I’m excited by the chance of liaising with the present educational people 

who are working in the field of dance in Scotland… I’m very interested in taking 

the company to the community in Scotland, in its broadest sense…I have been 

giving master-classes in dance and movement under the banner of Scottish 

Theatre Ballet, in an attempt to broaden our availability.48 

  

                                                        
47 Edinburgh Evening News, 28 July 1972 [Source: GMA A37/2/42/10] 
48 ‘Dance in Education – Interview with Stuart Hopps of Scottish Theatre Ballet’ Scottish 
International Review, Vol. 5 No. 2, February 1972, p.18 
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3.4 Demarco, Beuys & Patrick Geddes 

Hopps’ approach chimed with Demarco’s increasingly sophisticated 

and complex view that all of the arts were in a constant state of evolution, which 

placed increasing demands on the role of the traditional art gallery. By this stage, 

it was clear that the Demarco Gallery itself was no longer merely ‘a gallery’, or art 

dealership, in the traditional sense. It was an ‘arts centre’ where one of the 

activities was, indeed, to show the work of visual artists. But this was increasingly 

only one dimension of the multi-faceted, interdisciplinary approach that Demarco 

was developing.  

 

Edinburgh Arts 1972 contained an eclectic mix of ‘traditional’ and ‘non-

traditional’ subject matter, content, lecturers and venues.  Insomuch as it is 

possible to verify, Edinburgh Arts 1972 attracted 51 student-participants 

and 89 lecturers, artists and others whose contribution might generally be 

described as educational. This apparent imbalance in the student-teacher ratio 

can, in part, be explained by Demarco’s increasing conviction that there should be 

no formal distinction between student and teacher. This was, again, a tenet that 

he developed in response to his ongoing collaboration with Beuys. Simply put, the 

teacher has as much to learn from the student as the student has to learn from 

the teacher, and that all good teaching continually strengthens this proposition, 

either implicitly or explicitly. 
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This thesis is broadly concerned with Demarco’s role as an artist-teacher 

and a pedagogue. Its principal claim is that both the methods and the subject 

matter, materials and methods were, in combination, unique, and therefore 

worthy of study. Clearly, the notion of a summer school in itself was not a unique 

proposition. Such undertakings have a long history and there was clearly 

a precedent for such activities in Edinburgh itself.  One such was the work 

of biologist, ecologist, town planner, conservationist and educator, Sir Patrick 

Geddes (1854-1932). In 1892, Geddes transformed Short’s Observatory 

on the city’s Castlehill into what he called the ‘world’s first sociological 

observatory’49. This was essentially a place of learning where local people 

and visitors from abroad were encouraged to take a holistic approach to learning 

about the environment. Successive floors made connections between local and 

global sociologies and ecologies. From 1883 to 1903, Geddes organised a series 

of Summer Meetings of Art and Science, attracting participants from Britain, 

the United States and Europe. In time, rather like Edinburgh Arts, the meetings 

extended in duration and scope, becoming increasingly international and multi-

disciplinary. In 1924 Geddes moved to Montpelier in France where he founded the 

Collège des Écossais, a re-imagining of the medieval Scots College in Paris. Here 

Geddes located several summer schools as well as what has been referred to as 

the ‘pedagogical garden’. Like Demarco, in a theme which will be developed in 

                                                        
49 Charles Zueblin, ‘The World’s First Sociological Observatory’, The American Journal of Sociology, 
Vol. IV, Number 5, March, 1899, p. 577 
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succeeding chapters, Geddes insisted on teaching outdoors whenever possible 

and took his students for long walks in the countryside. 

 

Although Demarco himself acknowledges no specific debt to, or influence 

by, Geddes he worked in the Outlook Tower as a student guide in 1948, and later 

was commissioned to paint a mural within the Tower itself.50 Discussing Geddes 

in relation to the Scots Generalist tradition and a vast network of European 

thought, in which he links thinkers such as Hugh MacDiarmid and the Italo-German 

poet and composer Ferruccio Busoni (1866-1924), Tom Hubbard observes that,  

 

He [Geddes] is with Joseph Beuys, the Düsseldorf artist and visionary that Richard 

Demarco brought to the Old Town of Edinburgh. According to Charles Stephens, 

Beuys is in the line of Lebensphilosophie that can be traced through Goethe and 

Rudolf Steiner.51 

 

Hubbard goes on to discuss how Beuys’ creation of the Free International 

University (in which Demarco was tangentially involved) would have delighted 

Geddes, not least because the organisation chose to remove many of the 

academic strictures of which Geddes remained suspicious during his life. 

  

                                                        
50 Demarco-Richard-010-of-64-National-Life-Stories-Artists'-Lives. 
51 Tom Hubbard, ‘Patrick Geddes – Benign Faust’, Edinburgh Review 88 (Summer 1992), p. 54. 
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3.5 The Edinburgh Arts ’72 Brochure, Publicity, Marketing & Recruitment 

The Edinburgh Art 72 brochure, published by the The Richard Demarco 

Gallery in advance of the summer school, was designed to generate publicity 

and act as a recruiting medium.  

 

   

 

Figure 59 

The Edinburgh Arts 72 brochure, 
front cover 
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The front cover states: “An entirely new concept of the Summer School as 

an Art Experience…”  This is an important point. Clearly, Demarco had already 

conceived of Edinburgh Arts, not only a locus of learning, instruction and creativity 

but also as an art experience in itself. Quite what is meant precisely by the term 

‘art experience’ is rather more difficult to define. Clearly, the EA students were set 

to experience art (in its widest definition) as well as architecture, archaeology and 

a wide range of other subjects. But Demarco’s intention clearly extends well 

beyond what was within the normal range of expectation and experience.  

Demarco’s idea that the participation in learning (and teaching) could be, in itself, 

a creative act and thus an ‘art experience’ clearly finds some of its origins in 

Demarco’s earlier collaborations with Beuys, whose dictum “to be a teacher is my 

greatest work of art” clearly expresses this idea.52 This was a new pedagogy, the 

idea that teaching was an artform/artwork and that an aspect of an artist’s 

practice could embrace teaching, all embodied in the phrase ‘artist-teacher’.  

 

Demarco divided the Edinburgh Arts 1972 programme into 9 sections: 1) 

Group Exhibition; 2) Classes in Landscape, townscape and creative adaptability; 3) 

Celtic Art and Stone Rubbings; 4) Visits to Art Galleries, Private Collections and 

Artists’ Workshops; 5) Film; 6) Music; 7) Theatre, including Dance and Mime; 8) 

Literature and Poetry; 9) Architecture 

 

                                                        
52 Willoughby Sharp ‘An Interview with Joseph Beuys’, Artforum, December 1969. 
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The Edinburgh Arts programme echoed some of the Aegina Arts Centre’s 

ambitions and scope in that it made use of local facilities, expertise, architecture 

and general artistic network. Demarco’s energetic life on the Edinburgh, Scottish, 

UK and European cultural scene, from the days of the Traverse, and before, had 

given him access to a vast network of contacts that extended well beyond 

the traditional field of gallerists, artists and others in the ‘art world’.  Since the 

start of his time as Exhibitions’ Director for The Traverse Gallery, Demarco had 

visited numerous countries and met countless numbers of individuals from all 

areas of the arts, including theatre, film and literature as well as the world of 

science. He was thus in an advantageous position to draw on these relationships 

in order – at very short notice – to create a wide-ranging programme of events for 

Edinburgh Arts 1972.  This was reflected in the rubric of the brochure:  

 

Edinburgh Arts – A New Concept of the Summer School. Edinburgh Arts is more 

than a Summer School – its intention is to reveal the excitement and creativity 

of Scotland’s contemporary artists, poets, musicians and writers to anyone who 

respects the cultural heritage of Scotland. It offers to any student of the arts 

a direct and personal contact with the people who are now responsible 

for Scotland’s artistic life. 53 

 

Demarco’s emphasis on ‘direct and personal contact’ was, and is 

important, and is a credo that he has maintained throughout his career.  

The origins of this way of thinking can be traced back to Demarco’s experience 

of Maison Demarco where his father, as major domo, would personally greet 

                                                        
53 Edinburgh Arts 1972 brochure, pp. 2-3. 
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and converse with clients, taking responsibility for the establishment and the 

customers’ needs.  Demarco extended this modus operandi to his gallery set-up. 

By extension, therefore, the personal experience he developed with artists (and 

the others whom he chose to be involved in the Edinburgh Arts ‘experience’) 

found a reciprocation in Demarco’s desire to introduce these individuals to the 

students. Demarco, again, explains this:  

 

It [Edinburgh Arts] is different from most summer schools because the emphasis 

will not be on study within the framework of a classroom but on personal contact 

with artists on their own high professional level and with the art institutions 

and activities they represent.54 

 

In a manner that reflects much of Demarco’s career, the Edinburgh Arts 72 

programme combines innovation with tradition, and conservatism with the avant-

garde.  Although his stated aim was that there were “…no academic restrictions 

for admission,”55 Demarco also emphasised the academic credibility of the 

summer school. As well as John Zervos, Demarco lists his panel of Honorary 

Advisors as:  

 

John Lowe BA, PhD (Director, University of Edinburgh Department of Educational 

Studies); Albert Davis MA Hons. Eng. (Director, The British Council, Scotland); 

David Baxendall CBE, FMA, BA; The Rt. Hon. The Marquess of Linlithgow, MC, MA 

(Oxon) Mod. Greats; The Rt. Hon. The Earl Haig OBE, DL, MA (Oxon) Hist; Ronald 

                                                        
54 ibid. 
55 Edinburgh Arts 1972 brochure, p. 4 
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Mavor MB, ChB, MRCP (Glasgow); Lord Ritchie-Calder (Baron Ritchie-Calder 

of Balmashannar) CBE, MA.56 

 

Although Demarco stressed the credentials and status of his academic 

advisors, this was more than a roll-call of the great and the good (a contemporary 

reading will, of course, note the absence of any female members).  In a real and 

practical sense, Demarco worked in partnership with many organisations and 

individuals – the logistics and practicalities, as well as the intellectual content of 

Edinburgh Arts 1972, were no exception. 

 

In addition, Demarco’s relationship with Basil Skinner, for example, 

was key to establishing a relationship with The University of Edinburgh, whose 

world-wide reputation as a centre of academic excellence, lent Edinburgh Arts 

the credibility that Demarco needed.   Before assuming his post as a senior lecturer 

in the Department of Extra-Mural Studies at The University of Edinburgh, Skinner 

had worked as Assistant Keeper at the Scottish National Portrait Gallery, where he 

had organised a number of innovative exhibitions. He was seven years older than 

Demarco, and had a training and background in Fine Art and History, and was 

involved in all manner of activities, which extended well beyond his professional 

qualifications.57 Skinner’s seniority and experience of organising academic 

programmes, which catered for students of differing ages and backgrounds, 

meant that he was the ideal partner, as co-director of studies, to work with 

                                                        
56ibid. 
57 Basil Skinner (1927-1995). Educationalist at The University of Edinburgh. 
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Demarco in establishing a credible academic syllabus for Edinburgh Arts.  The core 

academic curriculum was arranged around five main subject areas, with 

corresponding seminar groups – these were: a) Visual arts; b) Music; c) Theatre 

(including dance and mime); Literature and Poetry; e) Architecture.  The majority 

of the lectures were held in lecture theatres in The University of Edinburgh’s 

premises.  

 

Demarco emphasised that “…the general theme of the school is the 

evaluation of the Arts in contemporary Scotland studied through formal lectures, 

meetings with artists and performers, and visits…” 58 As was the case with Zervos’ 

Aegina summer school, Demarco clearly undertook to make the best use of local 

resources. As well as devising the academic programme, he was also keen 

to emphasise the historical, topographical and cultural setting of Edinburgh. This 

was visually underlined by the use of an anonymous 18th century engraving 

of Edinburgh, showing the castle rock and the nor’ loch looking south west, from 

Calton Hill. The imagery found a textual equivalent in Demarco’s fulsome, and 

romantic description:  

 

Edinburgh is unique for its architectural beauty; for the fact that it contains 27 

castles and two royal palaces; that, like Rome, it is a city on seven hills. One of 

these is an extinct volcano, right in the city centre. Legend has it that King Arthur’s 

court sat there, and so it is known as Arthur’s Seat…59 

 

                                                        
58 Edinburgh Arts 1972 brochure, p. 4 
59 op. cit. p. 2 
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Figure 60  

The Edinburgh Arts 72 brochure, detail 

 

 
Figure 61  

The Edinburgh Arts 72 brochure, detail 
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As well as innovatory educators such as Hopps and Skinner, Demarco also 

invited a host of others to lecture or share their experience as practicing artists. 

Concurrent with Edinburgh Arts 72 was a group exhibition at the Demarco Gallery. 

As well as the work of Dallas Brown, it also included Michael Docherty, Pat 

Douthwaite, Tam McPhail, Gerald Laing, Will Maclean, The Earl Haig, Michael 

Walton, Victoria Crowe, Fred Stiven, Jon Schueler and Jack Knox.  

 

 
Figure 62 

The artist, Will Maclean, in his studio, Fife. Edinburgh Arts 72. 
 [source: www.demarco-archive.ac.uk/assets/1095-p1972_will_maclean_in_his_studio_fife_edinburgh_arts_1972p] 
 

Students were encouraged to consider the work and to engage with the 

artists, whom they would meet in gallery, and occasionally on a studio visit. One 

such was to the studio of Will Maclean, in Fife. 
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Such visits can be seen as the significant, embryonic beginnings of 

Demarco’s forays into the landscape, which eventually evolved into what can be 

termed his pedagogic-creative journeys, described by Demarco as ‘the Road 

to Meikle Seggie’. 

 

Students were encouraged, under the tutelage of Walton, and Demarco 

himself to explore, in art, the landscape of the Pentland Hills, just south of 

Edinburgh. Demarco devised a landscape project:  

 

Each student will be expected to complete a sketch book full of drawings 

and notes, photographs and visual information…Every student should have 

something personal and valuable to contribute to this landscape project… 

References will be made beyond the visual and towards the tactile and aural… 

rubbings from rocks and fossils, trees, casts and  animal prints, collections of 

lichen, plants, ferns, bracken, rocks, etc.; graphs of the land form, analytical 

investigation into the structure plants and rocks; surveys of wild life, pollution and 

photographic surveys; sound recordings of natural and man-made sounds in the 

area; poems and songs, events and happenings suggested by the area. 60 

 

Although the idea of working en plein air was far from innovatory, this, 

combined with the inter-disciplinary, and multi–sensory approach created 

the impression of a forward-looking, experimental, investigative vision embodied 

by the term ‘expedition’ (with all its associations of exploration and investigation 

that covered a broad sweep of ideas and disciplines). Demarco had not yet 

employed the term ‘expedition’ to describe his unique educational approach, 

                                                        
60 op. cit. p. 8 
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but it would soon assume common currency in his narrative.  Allied to this was his 

phrase ‘the artist as explorer’ which would later become the title of one of 

Demarco’s key texts.61  In a very real sense, the students of Edinburgh Arts were 

invited and encouraged to explore their environment, by all means possible, 

within the technological and financial restraints then current. 

  

                                                        
61 Richard Demarco, The Artist as Explorer, The Relationship of Edinburgh Arts, a 7,500-mile journey 
into the origins of European culture, and the developing contemporary Art language of the 
twentieth century, Edinburgh, 1978. 
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3.6 Tom Hudson – Basic Design & Creative Adaptability 

Tom Hudson (1922-1997)62, an innovative teacher, was, from 1964 to 1974 

Director of Studies at Cardiff College of Art. Hudson had worked with the artists 

Victor Pasmore and Harry Thubron to create a summer school, at Scarbourgh, in 

the 1950s, where they employed a teaching method known as Basic Design – ‘the 

stripping back of the students’ preconceived ideas through exercises in form, 

space and colour’.63 Demarco was, later, to collaborate with Pasmore on 

Edinburgh Arts 1976 and 1977 when Demarco constructed a creative-pedagogical 

journey from the temple of Hagar Qim on Malta to the standing stones at Calanais 

(Callanish), on the Scottish Hebridean island of Lewis and, the following year, from 

Hagar Qim to the Neolithic monument, the Ring of Brodgar, on Orkney.64  

 

Hudson had organised a post-graduate course that he titled ‘Creative 

Adaptability’ at Toronto University, where  

 

…he spoke to non-art specialists, mostly with basic degrees in science technology 

and involved them in the creative application of machines. 65   

 

                                                        
62 In 1967 Hudson took part in an exhibition organised by The Richard Demarco Gallery entitled 
Open Air Sculpture, on the roof of the now demolished Goldberg’s department store in Tollcross, 
Edinburgh. The other artists were Stuart Brisley, Laurence Burt, John Connolly, John Dee, William 
Featherstone, David Gilbert, Ron Haselden, Jake Kempsell, William Landles, Fenwick Lawson, Tam 
McPhail, Denis Mitchell, Edgar Negret and Julian Snelling. 
63 Mark Hudson, ‘Obituary: Tom Hudson’, The Independent, January 8, 1998 
64 The journeys were documented in the publications To Callanish from Hagar Qim, The Richard 
Demarco Gallery, Edinburgh, 1975 and A Journey from Hagar Qim to the Ring of Brodgar, 
Edinburgh, 1976. An exhibition documenting the latter journey was shown at the Fruitmarket 
Gallery, Edinburgh, December 8-24, 1976.  Edinburgh Arts students visited Pasmore at his home in 
Gudja, Malta in 1976 and 1977. 
65 Edinburgh Arts 1972 brochure, p. 8 
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For Edinburgh Arts 72, Hudson chose two locations to conduct his 

workshops – one was what he termed the interior ‘hard’ environment 

of the Demarco Gallery and the other, the beach at Cramond on the north-

western periphery of Edinburgh.  Hudson’s idea was to encourage the students 

to “…explore characteristics and properties of material in particular 

circumstances, the relationship of the interior to themselves and the use 

of materials as a basis for relating to each other.” 66 In some senses, Hudson’s 

approach reflected Hopps’ – both were educationalists and innovators, and they 

encouraged the participants to find new ways of relating to the immediate 

environment, through a combination of the senses, and the use of certain 

materials, such as polythene sheeting, which at the time was a relatively new 

material.67 

 

Hudson described his materials employed in the processes of ‘instant 

technology’ and ‘human engineering’ as  

 

…Space (our breath, the air of the room, the atmosphere of the place), Water 

(from the tap or sea), Sand (particles), Flexible Materials (paper, polythene, 

string, grass, etc.), Mass (stone cubes, island).68  

 

                                                        
66 ibid. 
67 Karl Ziegler of the Kaiser Wilhelm Institute and Erhard Holzkamp invented HDPE (High Density 
Polyethylene) in 1953. The first patent for polythene was registered in 1936. Source: 
www.globalplasticsheeting.com 
68 Edinburgh Arts 1972 brochure, p. 8 
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The description of these materials, although vague and unscientific 

(the term ‘mass’ for example is not used in its scientific sense – the property 

of a physical body and its resistance to acceleration) gives an indication 

of the improvisatory, ‘hands-on’ nature of Hudson’s techniques. Demarco’s 

contemporaneous documentary photographs of the work on Cramond beach, and 

in the Demarco Gallery, do not provide an immediate insight into the purpose of 

Hudson’s workshop, nor its outcome.  A series of images show students among 

plastic sheeting, spreading powdered colourants on the rocks and sand. 

 

 
Figure 63 

6 July 1972. Cramond Beach, Edinburgh. Creative Adaptability workshop conducted by Tom Hudson (then 
Director of Studies, Cardiff College of Art). Edinburgh Arts 1972. 
[source: www.demarco-archive.ac.uk] 
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Figure 63a 

6 July 1972. Cramond Beach, Edinburgh. Creative Adaptability workshop 
conducted by Tom Hudson (then Director of Studies, Cardiff College of Art). 
Edinburgh Arts 1972. 
[source: www.demarco-archive.ac.uk] 

 

Demarco insisted that all participants and principal lecturers submit a 

statement of their experience of the summer school. If any evidence were needed 

that Demarco was already, at this stage, cognizant of his legacy, and conscious of 

the need to document his activities, and those he inspired, then this was such an 

instance. As well as creating a comprehensive photographic record of Edinburgh 
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Arts 1972, the written documentation around it, in terms of logistics, as well as 

written responses to it, is extensive. Clearly, it is only possible to give a limited 

overview of this material.  

  

Although Hudson’s written response is positive and well constructed, it is 

nevertheless, difficult to ascertain the exact purpose of his ‘Creative Adaptability’ 

workshops. Hudson split these into three sessions. The first involved showing 

a wide range of visual material in terms of slides etc.69 The second session involved 

working within the gallery space in smaller groups, because of the limitations of 

space. Hudson explains that  

 

…these activities involved the exploration and discovery of experience 

and responses…it was a means of illiciting (sic) the responses at different levels 

with spontaneity and immediacy.70  

 

Hudson provided the students with basic elements such as sand, water and 

wooden stick and encouraged them to improvise, observing that, 

 

 …this limitation provided basic discipline, then the students evoked their own 

freedom of action, promoting varied reactions, often at the beginning a tentative 

attempt, then blossoming into virtuosity and ideas.71 

 

                                                        
69 There is no record of the type of material that Hudson used in this lecture. 
70 GMA A37 2 42 11 
71 ibid. 
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Figure 64 

July 1972. The Richard Demarco Gallery, Edinburgh. Creative Adaptability workshop conducted by Tom 
Hudson (then Director of Studies, Cardiff College of Art). Hudson is in the centre of the image. Edinburgh 
Arts 1972.  
[source: www.demarco-archive.ac.uk] 

  

As well as encouraging a kind of creativity through limitation (a paradoxical 

notion that allows greater freedom of expression in inverse proportion 

to the allocated resources), Hudson was also interested in group dynamics, 

and the ability of the students to work together.  

 

In many ways, as will be discussed in the following chapters, Hudson’s 

approach, like Hopps’, was a precursor to the kind of activities, group dynamics, 

and collective creative response that Demarco positively fostered on his 

pedagogical-creative journeys and expeditions, which were later to become 



Giles Sutherland                      Chapter Two 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1972 

  

 235 

increasingly important aspects of the Edinburgh Arts experience and a hallmark of 

Demarco’s expanded notion of education through art and action. 

 

In discussing his work in the second session Hudson concludes that,  

 

…the only other quality I was concerned with was…the difficult matter 

of concentrating…to try and see what was there, to see what was happening and 

to respond as intensely as possible.72  

 

Again, such an approach, and observation, chimes well with Demarco’s 

developing notion that students’ responses to their environment, as well as being 

multi-sensory, should also be passionate, intense, and filled with the kind of 

energy he himself generated in response to similar contexts.  

  

It is perhaps Hudson’s work out-of-doors, in this instance on Cramond 

beach, near Edinburgh, that most closely parallels Demarco’s developing idea 

of taking ‘students’73 into the landscape and encouraging them to respond to it, 

and each other, in ways that were novel, exploratory, inventive and improvisatory. 

Discussing this Hudson notes,  

 

…for the future some of the man-made elements such as the hundreds of 20ft high 

truncated pyramids, imagine the assimilation of man with this material (man at 

the top of the pyramids), imagine some of the problems of relationship, 

                                                        
72 ibid. 
73 The term is necessarily employed loosely to include any participant of the journeys and 
expeditions that became an increasing part of Demarco’s modus operandi  
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communication, time and distance etc. For this occasion, however, we concerned 

ourselves simply with the basic elements, the sun, the wind, the water, sand and 

rock.74 

 

It is worth making the point here that as well as organising and witnessing 

the varied and multiple activities of Edinburgh Arts 1972, Demarco was also 

an active ‘observational participant’ in them. This means that although he was not 

formally a student, he was able to absorb and learn from both participants and 

teachers. It is worth noting at this point Demarco’s use of photography – 

an approach and technique which will be explored in later chapters. As previously 

noted, Demarco has subsequently declared the term ‘event photography’ as a way 

of describing his own particular brand of photographic recording. An examination 

of the photographs relating to Hudson’s workshops reveals a stance that is both 

observational and documentary.  However, Demarco’s approach extends beyond 

this, in that he appears to involve himself in the actions he is recording, and so 

records them from the inside, rather than the outside. These images, and the 

stance of the photographer, therefore become subjective, rather than objective. 

This is a point made by Euan MacArthur,  

 

Richard [Demarco] doesn’t come into a room and sidle round the walls… nor is he 

in his photography someone who adopts the posture say of a wild life 

photographer… blending into the background… he is not… the objective, impartial 

                                                        
74 GMA A37 2 42 11 



Giles Sutherland                      Chapter Two 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1972 

  

 237 

and invisible recorder of events.  He is always already involved, he tends to be 

involved in…the events that he’s photographing. 75 

 

As has been noted Demarco required the Edinburgh Arts participants 

to complete written statements at the end of the summer school period. These 

are valuable records of contemporaneous response. Note-taking and recording – 

the preservation of the ‘now’ for posterity was always uppermost in Demarco’s 

mind. This can have been seen in terms of his constant wish to record through 

various media, including film, photography, writing, drawing, painting and 

printmaking. It was undoubtedly an approach that he attempted to instill in the 

Edinburgh Arts students – as an important aspect of classes in landscape, 

townscape and creative adaptability, the summer school required “...each student 

will be expected to complete a sketch book full of drawings and notes, 

photographs and visual information.” 76 

 

One student recorded her notes in a daily diary and makes the following 

observations relating to Hudson’s classes: 

 

LECTURE 7 –> Creative Adaptability –>Tom Hudson 
‘simple revelation’ 
importance & significance of communal action 
everything (illegible) –> related to work with children 
wanted (?) to study the creative process 
technology is simply bringing 2 things together 
every classroom can be seen its own research studio 
everyone is condition (sic) to societies (sic) limits 
geometry is beautiful 
                                                        
75 Euan McArthur, ‘Richard Demarco and Event Photography’ Seminar at Glasgow School of Art, 12 
May 2010, vimeo.com/59492357 [transcribed 12/1/2017] 
76 Edinburgh Arts 1972 brochure, p. 8 
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we are totally disoriented by education 
been (illegible) by social & political expediency 
there is only one number, the numer (sic) 7 all the rest 
are only only quantitative instruments 
 
THURSDAY THE 6 of JULY 
 
CRAMMOND (sic) PROJECTS 
Outdoor projects at Cramond Beach. “Anything at the beach is wonderful”. I wonder why 
I love the ocean and the rocks so much…from Maine, I suppose…Tom Hudson talked 
about the space around us. Then a large group formed a circle and made various spatial 
relations with everyone’s pair of 2 black canes & string. Then several groups formed. One 
was to color the sand pools with different colors relating the water & sand & movement 
of the wind. Another group had black canes and string. They were to relate it to the 
environment surrounding them.  A third group painted rock and a fourth group worked 
with plastic, sticks and water. Tom worked with that group and it definitely made greater 
strides. It was hard because although we appreciated the aspects of Tom’s thinking, we 
were not corrupted by the thinking and logic process so necessary for its development. It 
would be necessary to take a long term term course under him to appreciate the fine 
points. 77 

 

Although the purpose of Hudson’s work with the students at Cramond was 

to provoke improvisatory creativity, it is interesting to note Johnson’s feeling that 

the group in which he, Hudson, participated ‘made greater strides’.  She felt that 

a longer course was needed, ‘to appreciate the fine points’.  

                                                        
77 Patricia Johnson, (New England College, New Hampshire) Edinburgh Arts student, 1972 
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Figure 65 

Patricia Johnson’s lecture notes, Edinburgh Arts 1972 [GMA A37 2 41 3] 
 
 
 



Giles Sutherland                      Chapter Two 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1972 

  

 240 

 
 

 
Figure 66 

Patricia Johnson’s lecture notes, Edinburgh Arts 1972 [GMA A37 2 41 3] 
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Patricia Johnson’s notes are often brief and summarized. However, it is 

possible to discern a number of important points from her observations. These lie 

at the core of Hudson’s philosophy, which stressed the importance 

of collaborative action and communal activity. The student’s recording of 

Hudson’s point that “every classroom can be seen its own research studio” seems 

an important one in this context because Hudson, like Hopps, stressed 

the importance of the students’ response to their immediate environment. Both 

teachers, using a limited range of materials, instilled the idea of improvisatory 

response and creativity. In an interview conducted in 1965, while a Director 

of Studies at Cardiff College of Art, Hudson observed:  

 

I’m not concerned with teaching art at all. The tendency now…is that art comes 

from art, or even worse, from art teaching. I am trying to free a situation from the 

old crazy ideas of Basic courses. The big thing is to convince people that we are 

concerned with an experimental situation, which is open ended. Experiment 

taking the place of exercise. From the Renaissance, it has all been a continuous 

conquest of environment. The real problem is man. 78 

 

Hudson had moved away from a didactic framework he had inherited from 

the ideals of Constructivism and embraced some of the tenets of the Bauhaus 

movement, partly informed by his connections with Victor Pasmore and Herbert 

Read, which included the exploration of materials. 

 

                                                        
78 Tom Hudson interviewed by Kenneth Coutts Smith, 1965 cited in Tibbetts, Susan Elizabeth, 
Tom Hudson. A study of his vision for art education. PhD thesis, University of Huddersfield (2014), 
p. 192 
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3.7 Jack Burnham & Lord Ritchie-Calder 

The expansiveness of Demarco’s vision for Edinburgh Arts 72 was 

underlined by the inclusion of guest speakers and lecturers, including the art critic 

Jack Burnham (1931-1929) and the academic, Lord Ritchie-Calder (1906-1982).  

Peter Ritchie-Calder was a journalist, peace campaigner and a communicator 

of scientific ideas. He was the first writer in the UK to break the story of the 

discovery of DNA, grasping its import before others.  He taught international 

relations at The University of Edinburgh from 1961 to 1967 and it was during this 

period that he met Demarco.  Ritchie-Calder’s presence at Edinburgh Arts lent the 

summer school the academic credibility that Demarco required.   

 

 
Figure 67 

Lord Peter Ritchie Calder lecturing at Edinburgh Arts 1972  
[source: www.demarco-archive.ac.uk] 
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During the 1970s, Burnham had a prominent reputation as a cultural 

commentator and critic.  Burnham had met Demarco earlier that year on a lecture 

tour of the United States and Demarco and invited him to lecture at Edinburgh 

Arts 72. Burnham spoke on Marcel Duchamp, one of many topics on which he had 

written. 

 

 
Figure 68 

Jack Burnham lecturing on Marcel Duchamp at Edinburgh Arts 1972  
[source: www.demarco-archive.ac.uk] 
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3.8 Ian Hamilton Finlay & Stonypath 

Demarco had, at this point, a long-standing relationship with the artist, 

gardener and writer Ian Hamilton Finlay (1925-2006). Finlay’s garden and home, 

Little Sparta, in the Pentland Hills near Edinburgh had become a place of great 

fascination for Demarco and he visited the remarkable artistic site on a regular 

basis, often accompanied by others.  During the summer of 1972 Finlay had 

a major retrospective exhibition in Edinburgh.79  Demarco visited this with  

Burnham and other Edinburgh Arts students; and later, a group, including 

Burnham, travelled to Stonypath. 

 

 
Figure 69 

Jack Burnham (right) with Demarco (centre) at Ian Hamilton Finlay retrospective SNGMA, July 1972 
[source: www.demarco-archive.ac.uk/assets/1151-p1972_richard_demarco_jack_burnham_edinburgh_arts_1972p] 
 

                                                        
79 Scottish National Gallery of Modern Art. See Stephen Bann Ian Hamilton Finlay an Illustrated 
Essay, SNGMA, Edinburgh, 1972. Bann, as a leading expert, was invited to lecture on Finlay at 
Edinburgh Arts 1972. 
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Although such visits had become a regular part of Demarco’s modus 

operandi, this was the first occasion that they were to feature as an official part of 

a structured programme of events. In the past, such visits, clearly, did not operate 

under the aegis of Edinburgh Arts, but rather as part of the Friends of the Demarco 

Gallery calendar. Such visits include a group of Friends whom Demarco invited to 

ROSC, the Irish contemporary art event held in Dublin.80 The group included the 

art critics Cordelia Oliver and Caroline Tisdall, as well as the folklorist and poet 

Hamish Henderson, photographer Gunnie Moberg and sculptor Tam MacPhail 81 

 

This type of group tour and visit was, therefore, clearly established 

in Demarco’s mind as a way of generating a ‘group energy’, by taking participants 

out of their own milieus and placing them with others, in a stimulating or 

challenging environment. It is clear that this was a way of generating dynamics 

and contact between participants, and that such a group had its own momentum. 

This was a deliberate strategy by Demarco and was one he used in good effect in 

respect of Edinburgh Arts.  

                                                        
80 ROSC was founded in 1967. The word, in Irish, means ‘the poetry of vision’.  “These pivotal, and 
often controversial, exhibitions were the first major series of large scale international art 
exhibitions in Ireland, at a time when Ireland did not have a National Museum of Contemporary 
Art. ROSC took place approximately every four years between 1967 and 1988…” [Source: 
www.imma.ie/en/page_237207.htm] 
81 Source : www.demarco-archive.ac.uk 
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Writing to Sandy Nairne82, then a student at Oxford University, in the 

Spring of 1973 in advance of the second summer school, Edinburgh Arts 73, 

Demarco observed: 

 

… ‘Edinburgh Arts’ should try to make that trans-Atlantic flight a totally positive, 

creative experience. Tadeusz Kantor said “One should not worry about the 

difference between art and life. It is always a matter between creativity and non-

creativity”.  Of course, I agree with this. Thus I do not want ‘Edinburgh Arts’ 

students to be travelling together across the Atlantic without asking them to be 

involved in using this to communicate with each other.  They should know that the 

flying time is a precious six hours to be added to the 984 hours they will spend in 

Scotland, so the flight could be the first action. 

 

Each student should have the possibility of meeting with every single other 

student. Art is all about meeting and how perfectly and completely it can be done 

through the inspiration of the artist, Maybe the first exhibition will be what each 

student has documented and recorded as their experience of the trans-Atlantic 

journey.83 

 

                                                        
82 Alexander ‘Sandy’ Nairne (b. 1953) was a student at University College, Oxford, from 1971 to 
1974. He subsequently worked at the Museum of Modern Art, Oxford, the Tate Gallery and from 
2002 to 2015 as Director of the National Portrait Gallery, London. 
83 ‘Thoughts on ‘Edinburgh Arts 73’ by Richard Demarco (In a letter to Sandy Nairne)’ [undated] 
GMA A 37 2 11 (see Appendix 7.0) 
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Figure 70 

Caroline Tisdall (left) and Cordelia Oliver, ROSC, Dublin 1971  
[source: www.demarco-archive.ac.uk] 

 

Demarco’s description of the trans-Atlantic charter flight of Edinburgh Arts 

participants as “the first action” is telling.  The term is a direct translation of and 

reference to the German, ‘aktion’, the meaning of which refers specifically to 

a type of art event. The term was made popular by the Fluxus movement and was 

clearly part of Beuys’ lexis. It is not clear from the record how long Demarco had 

conceived of such a group journey as an ‘expanded’ art form but, conjecturally, it 

seems fair to suppose that it was a direct result of his collaboration with Beuys in 

1970. 

 
It is also worth noting Demarco’s sense of urgency and purpose. 

He observes that Edinburgh Arts is 42 days/ that is 41 nights in Scotland/or 984 
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hours waking and sleeping/ or more precisely 556 waking hours, if one cares to 

sleep 8 hours a night/ I know it is not enough – only 41 sunsets/ 42 sunrises. / It is 

a limited time to see all the things – to see, (as William Blake did), “Every tree afire 

with God”.84  The sense that there was no such time as ‘down time’ with the result 

that the idea of relaxation was anathema to Demarco. In respect of Beuys he 

observed that he was never “off duty”.  This was clearly a personal characteristic 

that Demarco shared with Beuys, as it has commonly been observed that 

Demarco’s energy levels were generally well in excess of most other people’s.  

  

                                                        
84 ibid. 
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3.9 Journeys 

The Edinburgh Arts 72 brochure lists a number of one-day tours and visits. 

As well as Stonypath and Tom Hudson’s workshops in Cramond, students were 

also taken to Ledlanet House near Kinross, Glasgow School of Art and Glasgow 

Cathedral. Demarco led various tours across Edinburgh, “… through the small 

secret spaces of Edinburgh’s townscape into the world of cobblestones, bollards, 

crow-stepped gables, wynds, pends, closes, lamp-posts – into the very nature 

of the patina and texture of the stones of the city.”85 Basil Skinner conducted 

a tour of ‘Scott Country’ including Dryburgh and Bemersyde, home of the Earl 

Haig, as well as Arniston House near Penicuik, home of the Dundas family, 

and Hopetoun House, home of the Marquess of Linlithgow.  

 

Two other venues in the Edinburgh Arts programme stand out for their 

significance. One was a visit to Inchcolm, an island in the Firth of Forth, between 

Fife and Edinburgh; the other was a trip, under the heading ‘Celtic Art and Stone 

Rubbings’, to Argyll and the West Highlands that included Kilmartin Glen and the 

historic sites of Kilmory Knap and Kilmichael Glassary.  Demarco had previously 

visited Kilmartin and Argyll with Beuys, in May 1970, and before that, in 1969, with 

Sally Holman. 

 

                                                        
85 Edinburgh Arts 72 brochure, p. 9 
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Figure 71 

R-L Jack Burnham, Alec Finlay, Fredi Wolgin and Janis Lobel, at Ian Hamiliton Finlay’s home, Stonypath, 
Edinburgh Arts 72.  
[source: www.demarco-archive.ac.uk/assets/4725-p1972_rl_jack_burnham_alec_finlay_fredi_wolgin_janis_lobel] 
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3.10  Paul Neagu & Inchcolm 

Both Argyll visits were significant in that they presaged Demarco’s 

and Edinburgh Arts’ increasing tendency to explore places outside the 

conventional structure of the lecture theatre, the seminar room and the gallery 

space. Inchcolm (‘the island of St Columba’) had long associations connected with 

folklore, history, architecture, archeology and literature, and is mentioned in 

Shakespeare’s Macbeth: “Sweno, the Norway’s King, craves composition; / Nor 

would we deign him burial of his men, / Til he disbursed at St. Colme’s Inch / ten 

thousand dollars to our general use.”86  

 

The island was the site of a monastery and had been a place of burial for 

centuries. In succeeding years Demarco used the island as a destination for 

Edinburgh Arts and most famously as a venue for a production, in 1989, of 

Macbeth, directed by John Bett.87 On this occasion, a group travelled to the island, 

on a day trip, where they participated in various activities, including 

a performance/spectacle involving the Romanian artist Paul Neagu.   

 

Demarco had met Neagu on a trip to the Pangratti Artists’ Studios 

in Bucharest, Romania in 1968. The following year, Demarco presented 

the exhibition, Four Romanian Artists, at The Richard Demarco Gallery, which 

                                                        
86 William Shakespeare, Macbeth, Act 1, Scene 2, quoted in Edinburgh Arts 72 brochure, p. 9 
87 John Bett (b. 1949) Scottish director and actor. 
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included Neagu.88  Neagu was to become a regular collaborator with Demarco, 

both as an exhibiting, and a performance artist – as well as a teacher on Edinburgh 

Arts. Neagu exhibited at the Demarco Gallery in 1969, 1970 and, in 1971, along 

with a group of Romanian artists, in the exhibition Romanian Art Today.89 

 

 
 

Figure 72 

Paul Neagu drawing in the exterior basement area of The Richard Demarco Gallery, 8 Melville Crescent, 
Edinburgh, during the exhibition Romanian Art Today, August 23 – September 11, 1971 
[source: www.demarco-archive.ac.uk] 

 

Neagu’s inclusion as part of the ‘faculty’ of Edinburgh Arts 72 was not 

advertised in the accompanying brochure, and it must be assumed, therefore, that 

                                                        
88 The other artists were Ion Bitzan, Peter Jacobi and Ritzi Jacobi. The exhibition ran from 10 March 
to 4 April, 1969. 
89 Romanian Art Today featured the work of 11 Romanian artists (including Bernea, Bitzan, Epure, 
Ilie, Maitec, Pacea, Setran, Stoica, and the group Sigma 1). The exhibition subsequently toured to 
the MacRobert Arts Centre at the University of Stirling. 
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his participation was confirmed after the publication had gone to press.  Neagu’s 

contribution amounted to a performance-action on Inchcolm and a teaching-

action in the cemetery at Greyfriars Kirkyard90 in the centre of Edinburgh, adjacent 

to what was known as the Edinburgh ‘Poorhouse’91 at Forresthill.  

 

Neagu had made use of Greyfriars Kirkyard in 1971 at the time 

of the Romanian Art Today exhibition.  

 

 

Figure 73 

Paul Neagu, Horizontal Rain performance, Greyfriars Kirkyard, 23 August – 11 September, 1971. Richard 
Demarco is at the extreme right of the image, photographing Neagu. Photograph by George Oliver. 
[source: www.demarco-archive.ac.uk] 

                                                        
90 Greyfriars takes its name form the Franciscan Friary (the friars wore grey robes) which was on 
the site and dissolved in 1559. The kirkyard and cemetery was established in 1562 [source: 
portal.historicenvironment.scot/designation/LB27029] 
91 The Poorhouse was, at the time of its use by Demarco – in the 1970s – as a theatrical and 
performance space, in a semi-derelict state. It had previously been used as a plumbers’ workshop. 
It consisted of a roofed-over courtyard area with flagstones, amounting to approximately 100 m2 

between a block of 18th century tenement buildings and the Flodden Wall, which, in turn, abutts 
the Greyfriars Kirkyard. The Flodden Wall is so-named as it was built in the aftermath of the Battle 
of Flodden (9 September, 1513) when the Scots army under James IV (who was killed in the battle) 
was defeated by English forces, under the Earl of Surrey. 
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Neagu clearly felt that the space had a resonance and atmosphere that was 

conducive to his work, although the exact reasons do not appear to have been 

articulated. The following year, 1972, Neagu conducted a drawing workshop in the 

cemetery.  Although Neagu’s objectives, and the techniques he employed, remain 

somewhat obscure 92 it is clear that he is using the site to inform the participants’ 

response.  Neagu did not employ the usual techniques around a drawing 

workshop, i.e. asking the participants to sketch specific objects and landscapes, 

such as tombstones, graves and architecture. Instead, Neagu employed what can 

best be described as part-action and part-drawing, in a way that was similar to his 

own practice of creating drawings in situ, so that what might now be termed the 

‘performative’ aspect would be emphasised. Here, Neagu invited the participants 

to sit cross-legged in a line, each sitting in front of the other. Drawing directly on 

the skin on their neighbour’s backs, each student ‘transmitted’ Neagu’s initial 

drawing of his own hand, by who sat at the front of the line, and drew his and set 

down on paper.  

 

                                                        
92 Faynia Williams, for example, who attended the workshop and appears in photographs of the 
event, was unable to recall Neagu’s purpose and techniques. [source: Faynia Williams interviewed 
by Giles Sutherland 4th July, 2016] 
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Figure 74 

Paul Neagu’s drawing workshop and action, Greyfriars Kirkyard, Edinburgh. Edinburgh Arts 1972. 
[source: www.demarco-archive.ac.uk] 
 

 

Figure 75 

Drawing Workshop Greyfriars Kirkyard, Edinburgh. Edinburgh Art 1972 (Paul Neagu (left with red shirt) 
Faynia Williams (far right). Note EA participant with drawing depicting stylised hand  
[source: www.demarco-archive.ac.uk] 
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The documentation of the event shows the stylised image of a hand, 

in various interpretations, on the backs of the participants.  The hand has been 

divided into various sections, and numbered, in a way which resembles Neagu’s 

contemporaneous practice of sub-dividing forms and shapes into smaller 

components and then re-assembling them.  This was partly a manifestation of the 

principle espoused in Neagu’s Palpable Art Manifesto that accompanied the 

exhibition, Six One-Man Shows, which took place at the Demarco Gallery during 

the Edinburgh Festival in 1969.93 Neagu’s term, ‘palpable’ (Romanian, palpabil) art 

derives from the Latin ‘palpare’ meaning ‘to feel, or touch gently’. Neagu’s seven-

point manifesto stated that 

 

 “1/ THE EYE IS FATIGUED, PERVERTED, SHALLOW, ITS CULTURE IS DEGENERATE, 

DEGRADED, SEDUCED BY PHOTOGRAPHY, FILM, TELEVISION… 4/LET THERE BE 

ONE, PUBLIC, PALPABLE ART THROUGH94 WHICH ALL THE SENSES, SIGHT, TOUCH, 

SMELL, TASTE WILL SUPPLEMENT AND DEVOUR EACH OTHER SO THAT A MAN CAN 

POSSESS AN OBJECT IN EVERY SENSE ” 

 

                                                        
93 Six One-Man Shows, The Richard Demarco Gallery, Edinburgh, August 22 - September 13, 1969 
(New Gouaches, William Scott; New Paintings, William Crozier; New Structures, Rory McEwen; 
New Paintings, James Howie; New Constructions, Paul Neagu; New Gouaches, Yago Pericot) 
94 Paul Neagu, Palpable Art Manifesto, accompanying exhibition Six One-Man Shows, The Richard 
Demarco Gallery, Edinburgh, August 22 - September 13, 1969. 
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Figure 76 

Paul Neagu -- Palpable Art Manifesto p. 1, Edinburgh, 1969 
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Neagu’s work in the Greyfriars Kirkyard drew on the specifics of the 

Palpable Art Manifesto. In this instance, the hand, as the artist’s primary medium, 

where the mind can make contact with the physical world, was his specific focus. 

Demarco has commented, in relation to the Neagu and the drawing workshop: 

 

What he was drawing … was his hand because he believed that that thing [smacks 

palm of his hand audibly] was one of the most mysterious things… the human 

hand…it’s also about the tools that we use to make art… to make sculpture… it’s 

about the human hand… that usually needs a pencil... or something else…a 

knife…a tool…that cuts out…it’s the thing that makes art… he always said to me 

that the art object had to be a sensory object, which you should be invited to 

touch… 95 

                                                        
95 Richard Demarco interviewed by Giles Sutherland, Edinburgh, January 26, 2018 
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Figure 77 

Paul Neagu, Palpable Art Manifesto p. 4, Edinburgh, 1969  
[source: www.demarco-archive.ac.uk] 
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The image of the human hand, which Neagu depicted as a ‘cellular’ entity, 

was therefore ‘transmitted’ by Neagu, sitting at the front of the seated line, to 

each successive participant, who replicated the image on their neighbour’s back.  

A similar depiction of the hand had been used by Neagu to illustrate his Palpable 

Art Manifesto, three years previously and its theme and purpose was a wholly 

recognizable and important aspect of Neagu’s practice, which involved breaking 

down objects and figures into what he described as ‘cells’ or components.  
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Figure 78 
Paul Neagu, ‘Drawing Original for Object Palpable Multiple’ (1969) 
[source: www. aksenovff.com/en/object-palpable-multiple/] 
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It is important to emphasise that Neagu’s use of the Greyfriars Kirkyard 

had happened at Demarco’s suggestion and can be seen, like the latter’s trip to 

Argyll with Beuys, as well as the smaller outings with Edinburgh Arts students, as 

part of a developing pedagogical-artistic strategy.   

 

Demarco is insistent about the collaborative aspect of his work with artists 

and students and, in the case of Beuys and Neagu, he defines his role 

as a partnership of equals.96 Under Demarco’s direction, and at his suggestion, 

Neagu undertook to work in Greyfriars, acknowledging its historical status 

adjacent to the Flodden Wall, and as a site where Covenanters had been 

imprisoned.  Demarco comments that,  

 

He [Neagu] knew nothing of these spaces… it was my idea… I soon learned that if 

you had a private view and a stupid exhibition space… you don’t get very far in 

getting to know the human being… you are just in the stupidity of the art world… 

the great artist deserves something more than that space… I was bored out of my 

mind…!97 

 

Neagu was, like Beuys before him, in the Celtic Kinloch Rannoch Scottish 

Symphony (1970), paying tribute to the memory of the numerous souls whose 

mortal remains lay under his feet.  Explaining why he chose the location, Demarco 

explains:  

                                                        
96 Note the title of exhibition at the Scottish National Gallery of Modern Art (July 30 – October 16, 
2016) and accompanying publication: Richard Demarco and Joseph Beuys – A Unique Partnership 
(2016) 
97 Richard Demarco interviewed by Giles Sutherland, Edinburgh, 26 January, 2018 
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…the…[Scottish] art world is such a bloody mess… it’s got all that in 

Edinburgh…but Edinburgh College of Art ignores it…it wouldn’t admit that it is 

within yards of the Flodden Wall. 98 

 

Rather like the Strategy: Get Arts exhibition two years before, Demarco, 

with, in this case, Neagu, was mounting a direct challenge to what he viewed as 

the conservatism of the Edinburgh art ‘establishment’. His view was that art could 

– and should exist – with validity and meaning outwith the normal gallery and art 

school contexts, and that it should involve the artist’s direct responses to their 

immediate environment. 

 

Again, at Demarco’s suggestion, Neagu joined a group from Edinburgh Arts 

on a day-trip to Inchcolm. Here, as well as the group’s other activities, Neagu 

enacted a performance-ritual, that he had devised while in London, earlier that 

month.99 The preparatory sketch for the performance work, Fish’s Net, later 

incorporated into a collage, shows a human figure with a metronome on its head; 

on the body of the figure are various accoutrements and implements. Attendant 

notes to the sketch read “transparent plastic tube, filled up with water and fish 

alive. Inside two hands with a knife in each hand searching for the fish.” The sketch 

shows a detail of Neagu’s idea, with the following clearly legible: 

“‘bracelet/brătăra’, ‘strâmt/tight’, ‘plastic/plastic’, ‘pește/fish’, ‘cutite/knives’”  

                                                        
98 ibid. 
99 Part of the text on the sketch reads: ‘7 July, London…to be used/reproduced if you consider 
appropriate/suitable…sketch for the performance Fish’s Net …see image/photograph with 
metronome on the island, Scotland, 1972 
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Although Neagu had prior notice of the venue for this work and it was 

clearly planned in some detail, it carried the edge of spontaneity, although its 

‘meaning’ was far from clear. Because of the elements of water, fish, and the 

artist’s immersion in the sea, there was clearly an aspect of what would now be 

termed ‘site-specificity’. This was in accordance with Demarco’s growing 

conviction that that the artist’s duty was to respond to the people and 

environment in which they found themselves. Demarco notes that 

the performance had clear Shakespearean resonances, given Inchcolm’s place 

in Macbeth: “…it’s about ‘time and time waits for no man’…he was dealing with 

the surface of the water, cutting it…”100 

                                                        
100 Richard Demarco interviewed by Giles Sutherland, Edinburgh, January 26, 2018. Fish’s Net was 
later used as the inspiration for Aletia Badenhorst’s performance, Momentronome (2015). See 
‘Conclusion 6.1 The Educational & Artistic Potential of The Demarco Archive’. 
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Figure 79 

Paul Neagu, sketch for Fish’s Net, Inchcolm, Edinburgh Arts 72  
[source: www.kontaktcollection.net ] [12870] 
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Figure 80 

Paul Neagu, Fishs’ Net, Inchcolm, Edinburgh Arts 72. Photograph by George Oliver. 
[source: www.kontaktcollection.net ] [12870] 

 

In the Fish’s Net performance-action, as his sketch indicates, Neagu made 

use of various props and ‘instruments’, many of which he regarded 

as an extension of the human physiognomy.  These included a metronome 

(to symbolically mark the passage of time), as well as various knives and blades 

which he used to slash and transform the surface of the water. In the extant 

photographic record of the action, there is no indication that Neagu fulfilled his 

original intention of using live fish in the performance.   
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Neagu’s work had been developed from a sizeable theoretical framework, 

which had deep underpinnings in modernist sculpture, not least his predecessor 

and fellow Romanian, Constantin Brancusi.  Neagu’s performance-action in 

Greyfriars Kirkyard, Horizontal Rain in 1971 was a continuation of a long-standing 

line of enquiry and artistic practice. Discussing Neagu’s work from that time, Ileana 

Pintilie has commented,  

 

Using his own body to implement various theoretical concepts became a core 

activity for Neagu, a process that operated closer to a personal strategy than to 

the actionism that was so widespread in art in the 1970s. He sought open forms 

of research and experiment, which he called rituals (ritualuri).101  

 

‘In Horizontal Rain (1971) Demarco had clearly presented Neagu with the 

opportunity for an open form of research and experiment.  The photographic 

record shows Neagu on stilts walking past various family tombs. He wears a kind 

of tunic, with shortened legs and arms to which a number of equally-sized 

rectangular cells have been attached. The stilts acted as extensions of Neagu’s 

body, carrying him above the normal level of human sensory experience in that 

context and location. Discussing Neagu’s practice of fashioning and depicting 

cellular structures in specific reference to Cake Man (1971),102 Pintilie comments 

that,  

                                                        
101 Ileana Pintilie, ‘The Subject Generator: Spatial and Action Concepts in Paul Neagu’s Creation’ in 
Palpable Sculpture (2015) p. 27 
102 The Cake Man event attracted several subscribers/participants, including Richard Demarco, his 
administrative assistant Sally Holman and the Glasgow gallery owner and art dealer, Cyril Gerber. 
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The special relationship between objects, tactility and taste opened a way for 

Neagu to link actions closely connected by similar thematic research...Neagu 

started from a human shape. This was inspired by a body of work he defined 

as ‘Anthropocosmos’ where a human figure appeared in drawings.103 

 

 

Figure 81 

Paul Neagu, sketch for Cake Man event at Sigi Krauss Glallery, London, 1971  

 

Neagu employed a similar approach on a number of occasions in relation 

to the immediate environs of the Demarco Gallery in Melville Crescent in the city 

of Edinburgh. Horizontal Rain formed part of the Romanian Art Today exhibition, 

where Neagu was exhibiting with other Romanian artists. Neagu focussed on the 

                                                        
103 Ileana Pintilie, op. cit. p.27 
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statue of Lord Melville immediately in front of the gallery itself104. A series of seven 

drawings under the title ‘Regarding Neagu’s idea relating to Lord Melville’s statue 

(Edinburgh) Concept of Metamorphosis’ show the distinctive form and shape of 

the Melville Statue. They move progressively from a standard, perspectivally 

correct drawing to silhouette, and, from this, to a shape divided up into units, or 

cells, (in a way Neagu had worked previously by applying similar methodology to 

other forms and figures, including his own physiognomy). A typescript 

representing a quotation from Emile Durkheim is reproduced as part of the 

drawing, where each word is divided by the symbol ‘/’, visually and symbolically 

echoing the drawing. It reads: 

 

“…. When/ a/ sacred/ thing/ is/ subdivided,/ each/ of/ its/ parts/ remains/  
equal/ to/ the/ thing/ itself/. In/ other/ words/ as/ far/ as/ religious/ thought/  
is/ concerned,/ the/ part/is/ equal/ to/ the/ whole;/it/ has/ the/ same/ powers,/ 
the/ same/ efficacy/…..… Since/ the/ number/ and/ importance/ of/ the/  
interdictions/ which/ isolate/ a/sacred/ thing,/ and/ keep/ it/ apart,/ correspond/ 
to/ the/ degree/ of/ sacredness/ with/ which/ it/ is/invested,/ we/ arrive/ at/ the/ 
remarkable/ conclusion/ that/ THE/ IMAGES/ OF/ TOTEMIC/ BEINGS/ ARE/ 
MORE/ SACRED/  
THAN/ THE/ BEINGS/ THEMSELVES/…………………………………………………….. 105 
 

                                                        
104 The monument, to Robert Dundas, 2nd Viscount Melville, a bronze statue on a sandstone 
pedestal, was designed by Sir John Steell and erected in 1857. 
105 The text is taken from Emile Durkheim, The Elementary Forms of Religious Life – A Study in 
Religious Sociology (pp. 229-133). 
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Figure 82 
Paul Neagu, Sketch for Lord Melville Statue, Romanian Art Today catalogue (1971) 
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Durkheim’s early sociological text focuses on the origins and structures of 

‘primitive’ religions and totemic belief systems. Neagu selected Durkheim’s text 

partly because it resonated, to some degree, with his own concerns and interests.  

Clearly, it mentions sub-division, one of Neagu’s principal interests. But there is 

more.   The Melville statue was, and is, a representation of a once-living person.  

The statue is a nineteenth century western-European totem, because it has 

become more ‘sacred’ than the person it represents. Additionally, Neagu’s textual 

and typographical interventions are a form of concrete poetry, and therefore part 

of his developing multi-layered and multi-faceted artistic strategy. 

 

 
Figure 83 

Paul Neagu Plans for the Melville statue (4 works), 1969 
[source:www.artnet.com]  
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Neagu had a long association with Demarco and Edinburgh. As well as 

participating in Demarco Gallery exhibitions in 1969106, 1970, 1971, Neagu also 

participated as an artist-teacher in a number of Edinburgh Arts journeys. 

 

Although contemporaneous understanding, interpretation and analysis 

of Neagu’s complex practice was limited, his work has recently begun to command 

rather more attention and rigorous evaluation. One early commentator, Robert 

Tait, noted: 

 

Paul Neagu’s work is built up from a basic unit, the cell or box. He sees this unit as 

something like a pore, or a cell in a honeycomb; or a unitary receptacle of 

sensation or undifferentiated matter; or a prison in which man himself may be 

trapped….[his] drawings, which are often on graph paper…are like engineer’s [sic] 

blueprints for quasi-human machines… his constructions are frequently images of 

a human being who has lost his fixed visual point of view’…’Cake Man’, one of the 

most interesting pieces in the exhibition, is just an image [sic] The cellular layers 

can turn in any direction or can exist separately as tangible, sculptural detail, 

destroying the fixed visual outline of the human form which nonetheless runs right 

through it.107 

 

Tait’s interpretation of Neagu’s work, although necessarily generalised by 

the context, is nevertheless astute, in that it makes conscious in-roads into some 

                                                        
106 Neagu also exhibited alongside Demarco at the British Council Centre in Edinburgh from 25 
August to 12 September 1969 [Source: www.demarco-archive.ac.uk/collections/496-
demarconeagu] 
107 Robert Tait (1943-2017) was Editor of the literary and political review, Scottish International 
from 1968 to 1973, with which the Demarco Gallery had a close association. The text is from a 
catalogue to the exhibition Six One-Man Shows, Richard Demarco Gallery, Edinburgh, August 22 - 
September 12, 1969. 
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of the underlying methods, influences and metaphors of Neagu’s approach – 

although, in this case, it is clearly confined to Neagu’s drawing. 

 

Demarco himself has written of Neagu’s work on a number of occasions, 

although, again, in what may be described as generalised terms, or at least 

in terminology that eschews the traditional art historical approach. Discussing 

Neagu’s 1969 exhibition, in Edinburgh Demarco notes that, “Neagu’s 

contribution…was a roomful of objects which transcended any concept I might 

have then had of how sculpture can be differentiated from painting or drawing.”108  

Demarco’s approach clearly indicates his recognition of Neagu’s integration of 

what would have been labelled, at that time, as ‘separate’ art forms, although the 

notion of teaching as a specific art form, is not made explicit. 

 

Perhaps the most telling part of the essay, from which this extract is cited, 

is Neagu’s own assessment and description of his work at that time, i.e. the late 

1960s and early 1970s: 

 

When in 1968 you met me in Bucharest…my work, research and visual enquiries 

were full of cells, boxes upon boxes to the extent of being what they now 

fashionably call “fractal geometry” (this means an organic geometry which has 

depths, the deeper you go the more of the same you discover)… remember my 

Anthropocosmic cells within boxes… Ever since 1969-72, particularly when coming 

to Scotland, Callanish, Outer Hebrides, Brochs, Standing Temples of Stone, Celtic 

                                                        
108 ‘Such is the Dance’ Paul Neagu, Nine Catalytic Stations, 1975-1987 reprinted in 10 Dialogues – 
Richard Demarco, Scotland & the European Avant Garde, p.9 
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works of intricate curves, my obsession with cells within cells has reworked itself 

…around a centre.109 

 

Later, Neagu recalled his performance Horizontal Rain (1981) in Greyfriars 

Kirkyard, with specific reference to, and description of, his neologism, 

‘anthropocosmos’: 

 

…walking on stilts with a special suit which again contained many pockets. You 

could understand that it relates to the same figure which is compartmentalised in 

such a way as to express the idea of networks going through one’s body, and if 

you think of many bodies all having networks you could start understanding the 

fluency of liquids and other volatile elements, substances, moving from one body 

to the next. And here we are, I’m talking about a virus or some kind of fluency 

which is not just language or abstracted thought, it could be a physical fact, just 

like we could put the finger on many such things. But then, I was also worried that 

performance behaviour, happening behaviour, had such things before me, and so 

it did after me. In fact, I ought to have mentioned that all the things I’m talking 

about when I talk about networks of cells and human figures, it came under the 

generic title, ‘Anthropocosmos’, which is a combination of anthropoid and 

cosmos, therefore it’s the cosmos of man…110 

 

There is little to suggest that Neagu’s work found full or even partial 

understanding among most critics, students or the public. This is clearly the nature 

and definition of avant-gardism. Certainly, very little of Neagu’s underlying 

theories could be discerned from immediate contact with his work. Instead, only 

                                                        
109 ibid. 
110 Paul Neagu interviewed by Mel Gooding as part of the British Library Artists’ Lives project. 
Recordings made: October 4, 1994; October 5, 1994; February 22, 1995; March 21, 1995.  
[source: sounds.bl.uk/related-content/TRANSCRIPTS/021T-C0466X0027XX-ZZZZA0.pdf] [Accessed 
16-02-2018]. 
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partial, fragmentary readings were possible, not least because Neagu’s work often 

required his own interpretive contribution, and in the early years, at least, this 

proved difficult because of the obstacle of language, given the fact that his 

command of English was limited. This gave Neagu’s work an aura of the exotic, the 

impenetrable and the mysterious. This aspect is confirmed, for example, by 

Hamish Pringle, who participated in Edinburgh Arts 72: 

 

 Like Beuys, whose English was extremely limited at that time, Paul wasn’t able to 

communicate very effectively.  For me it was their force of personality and 

charisma which was the attraction, as well as the mysterious nature of their 

work.111 

 

Neagu was to become an important component in Edinburgh Arts, both as 

performer-participant and as a teacher. Like the performances Horizontal Rain and 

the teaching workshop at Greyfriars, and Fish’s Net on Inchcolm, the Demarco – 

Neagu collaboration was a vital part of this. 

 

Demarco’s participation included the nurturing that Neagu needed. 

Demarco, for example, provided Neagu with accommodation in the spare room in 

his flat and was generous in his introductions, as well as facilitating Neagu with a 

workshop and materials at Goldberg’s department store, courtesy of Mark 

Goldberg, who was then on the Board of Directors of the Demarco Gallery. 

                                                        
111 Email from Hamish Pringle to Giles Sutherland February 5, 2018. Hamish Pringle worked as an 
assistant with The Richard Demarco Gallery and Edinburgh Arts from 1970 to 1972. In 1970 he 
helped with the exhibition Strategy: Get Arts at Edinburgh College of Art, where he met Joseph 
Beuys. 
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Like all Edinburgh Arts contributors and participants, Demarco presented 

Neagu with unforeseen, inspirational contexts and spaces in which to work, and 

was a vital component in Neagu’s artistic development, as well as his developing 

skills as a teacher. Neagu’s contribution to Edinburgh Arts was invaluable and 

incalculable, as Euan McArthur and Arthur Watson, make clear: “Neagu’s special 

closeness to Demarco is perhaps best shown by his participation in all nine 

Edinburgh Arts Summer school programmes between 1972 and 1980.”112   

 

In the following chapter I will examine how Edinburgh Arts 72 laid the 

groundwork for Edinburgh Arts 73 and 74. The chapter will examine some of the 

key aspects of these years including the contributions of the glass artist Patrick 

Reyntiens and the commentary of Charles Stephens, who, as a student from 

Oxford, participated in both years.  The concept of ‘the Road to Meikle Seggie’ is 

explored further, as is the contribution of the Californian student filmmaker, 

Devorah Cutler (now Devorah Cutler-Rubenstein) and her sister, Wendy, who 

participated in Edinburgh Arts 74. 

                                                        
112 Euan McArthur and Arthur Watson, 10 Dialogues: Richard Demarco, Scotland and the European 
Avant Garde, p. 3 
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4.1  Demarco’s Developing Pedagogical Philosophy; Edinburgh Arts 73 & 74 
as an extension of Edinburgh Arts 1972 

 

Following on from the undoubted successes of Edinburgh Arts 1972, 

Demarco ambitiously devised a more elaborate, structured and sustained summer 

school in 1973.  Edinburgh Arts 73 ran from 29 July to 8 September and involved 

over 70 hours of formal lectures, and a varied programme of events, trips and 

journeys, as well as workshops.  The EA 73 programme saw several refinements in 

Demarco’s ongoing peripatetic  pedagogy, which are explored in more detail here. 
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Figure 84.  

Edinburgh Art 73 Timetable, handwritten by Demarco. For a detailed view of the timetable, see: 
www.gilessutherland.org/academic/phd 
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Figure 85  

Edinburgh Arts 1973 Lecture Programme 
[source: www.demarco-archive.ac.uk/assets/6432-p1973_programme_lectures_edinburgh_arts_1973p] 
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As with EA 72, the summer school provided a programme of events that 

carried academic credits, recognised through The University of Edinburgh, which 

participating students (again, mainly from North America) could use in their home 

institutions. 

 

For Edinburgh Arts 73, the interdisciplinary aspect was more pronounced 

than the previous year and encompassed such diverse subject matter as art 

history, painting and sculpture, poetry, history, architecture and political 

philosophy.  The programme of 43 lectures organised by Demarco, in addition 

to the programme made available through The University of Edinburgh, included 

material by Patrick Reyntiens (Myth, Metaphor and Messianism – Art History), 

Marina Abramović and  Jasna Tijardović (Yugoslav Contemporary Art), Frank 

Ashton-Gwatkin (English Poetry and the Arthurian Legends), Professor Alex 

Mozart (Marine Ecology), Alie Munro (Scottish Folk and Indigenous Music), 

Tadeusz Kantor (Cricot 2 Theatre), Joseph Beuys (Twelve-Hour Lecture), Margaret 

Tait (Poetry Reading and Film) and Hugh MacDiarmid (Poetry Reading and Scottish 

Poetry). As well as addressing an eclectic mixture of arts, humanities and scientific 

subject matter, Demarco – as with EA 72 – also gave prominence to the wealth 

of cultural material then available in Scotland.   
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The lectures and other manifestations by Alie Munro, Margaret Tait and 

Hugh MacDiarmid and others1 testified to Demarco’s belief that EA had a moral 

and pedagogical remit to reflect the culture and spirit of its location.  This was 

a common factor with EA 72, which had included contributions by Margaret Tait, 

the Scottish poets Robert Garioch and Edwin Morgan, the Scottish actress Vivien 

Heilbron, the Orkney-based photographer Gunnie Moberg, Merilyn Smith (of the 

Ceramic Workshop, Edinburgh), Lizzie Higgins (Scottish traditional singer) and 

Alison Kinnaird (glass artist and clarsach player). The entire cast of Continental, 

Scottish and cross-disciplinary scholars and artists of the most prominent standing 

is another indication of Demarco’s eclectic and diverse interests and intentions; 

and is virtually a ‘Who’s Who’ list of people in the arts. Their willingness to join in 

with Demarco’s EA ’73 is nothing short of a spectacular achievement. 

 

                                                        
1 Edinburgh Arts 73 included other Scottish subject matter including Brian Mahoney (History of the 
Royal Burgh of Culross), John Taylor (The Island of St. Kilda), Rodick Carmichael (Scottish Painting), 
Katherine Heron and Leon Van Schaik (Ian Hamilton Finlay), Peter Pharoah and Alice Henderson 
(Craigmillar and the South Side), Marion Campbell (Prehistoric and Celtic Archaeology), William 
Edgar (Lord Doune’s Gardens), William Buchanan (The Architecture of Charles Rennie Mackintosh) 
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Figure 86 

Lizzie Higgins, Scottish traditional singer, Edinburgh Arts 1972  
[source:www.demarco-archive.ac.uk/assets/1116-p1972_lizzie_higgins_alie_munro_rdg_edinburgh_arts_1972p] 

 

As well as devising a syllabus with a mixture of Scottish, European 

and North American subject matter, there was again, a focus on the avant-garde, 

juxtaposed directly with the traditional and the historical. This collision of ideas 

was a deliberate tactic by Demarco, in that he implicitly and explicitly sought 

to draw parallels and connections with the cutting edge of contemporary art 

and what had gone before, often by millennia. The Edinburgh Arts participants 

thus had a rare opportunity to amass a working knowledge of these traditional 

and contemporary figures and artworks, and to make their own reflective 

comparisons. 
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Some of Demarco’s commitment to Scotland and its capital is best 

expressed in an early essay, where he attempts to define the nature and character 

of Edinburgh in relation to other British cities, especially London, and to those 

in Italy, and elsewhere.  

 

Always, for as long as is worth remembering, I have resented the uncontrolled 

dominating role of London in the cultural and social life of Britain; for the simple 

reason that it grossly disrupts the proper balanced relationship between a capital 

and other cities….We are in search of the ideal city: a city where real people can 

still lead real lives, a city whose social essence and functions have not broken down 

under the pressure of its commercial functions.2 

 

The article is essentially a paean of praise to the Scottish capital 

and despite its high-flown, flowery rhetoric, it makes a serious point about 

metropolitan cultural and economic hegemony.  But the broader points of the 

article, one of the first of many Demarco was to write in succeeding years, 

are valuable in allowing insights, firstly, into his choice of Edinburgh as the ideal 

cityscape for the artist and, secondly, as the model setting for a summer school. 

Demarco describes the city’s essential character as a collection of villages which 

may be explored, on foot. He also comments on the way cultural landmarks and 

organisations are within easy striking distance of each other, and the fact that 

open areas, such as the Holyrood Park and Arthur’s Seat are, again, easily 

accessible from the city centre.  The article is an entrée into Demarco’s way of 

seeing and visually inhabiting spaces and serves not only as an access point into 

                                                        
2 Richard Demarco, ‘Why I am not leaving Scotland’, New Saltire, No. 5, August 1962, p. 81 
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his art work, but also by extension, why Edinburgh provided such an apt setting 

for EA.  Demarco continues:  

 

I only know that Edinburgh so inspires me that I must express her; and so I paint 

her unique and characteristic beauty…I want everyone to share my joy in her…I 

want her citizens to see how extraordinary their ordinary everyday surroundings 

are…a constant blending and re-blending of townscape and hill-scape and 

seascape, the eye constantly drawn upwards to theatrical crags and battlements 

or downwards through medieval silhouettes; strings of sudden villages…3 

                                                        
3 ibid. 
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Figure 87  

Edinburgh as seen from Regent Road, looking south-west towards the castle and the skyline of the Royal 
Mile. Catalogue of exhibition of Richard Demarco’s paintings and drawings at Ian Clarkson Gallery Two, 
Edinburgh (1967)  
[source: www.demarco-
archive.ac.uk/assets/99321967_catalogue_brochure_page_23_exhibition_richard_demarco039s_paintings_drawings] 
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The EA 73 brochure is, in contrast to that of EA 72, a more hastily produced 

publication but, at 42 pages, runs to considerably more detail.  The brochure 

mentions the idea of peripatetic learning (‘the university under a tree’) with its 

echoes of the Irish ‘hedgerow’ schools. Demarco defined EA 73 as, 

 

…not a summer school in the usual sense, nor is it an Arts Symposium. It is certainly 

to do with creative artistic activity in relation to the Edinburgh Festival. It is about 

the dialogue which exists in the ideal University – ‘the university under a tree’ – 

where the poet or philosopher speaks in a human dimension to those who wish 

to share a dialogue with him. It is also about the Renaissance idea of the 

workshop, the artist’s studio where Master and apprentice worked together to 

produce art and art artefacts. It is about a shared experience. It should be difficult 

to distinguish the Masters from the students. It will not be in the end a definition 

in terms of art or education, but it will be about the people involved and their 

reaction to the reality of Scotland and Edinburgh during the time of the 1973 

Edinburgh International Festival. 4 

 

The brochure defines EA and Edinburgh as an ‘art experience’ and an ‘art 

object’ created by all of those who participated, which implies the idea of co-

creation as an act by the participants in a co-learning/co-making type of pedagogy. 

As well as linking EA with Edinburgh and its International Festival (a vital, enduring 

component of all the EA summer schools, as well as Demarco’s other activities), 

the brochure emphasises the fluidity between the teacher-student relationship. 

There were no academic restrictions on admission to EA 73 and this non-

discriminatory idealism was an aspect which EA and Demarco shared with Joseph 

                                                        
4 Edinburgh Arts 73 brochure 
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Beuys and his project, the Free International University.5 The idea of freely 

admitting students to tertiary education was a central tenet of Beuys’ thinking and 

the issue had been the crucial point that led to his dismissal from Düsseldorf 

Kunstakademie in October 1972.   The FIU Manifesto (1973) had, in fact, stated 

such an aim, where Beuys and Heinrich Böll wrote:   

 

The school is based on the principle of interaction, whereby no institutional 

distinction is drawn between the teachers and the taught.  The school’s activity 

will be accessible to the public, and it will conduct its work in the public eye.  Its 

open and international character will be constantly reinforced by exhibitions and 

events in keeping with the concept of creativity.6 

 

  

                                                        
5 The Free International University for Creativity and Research was founded on April 27, 1973 in 
the Düsseldorf studio of Joseph Beuys by Klaus Staeck, Georg Meistermann and Willi Bongard, 
according to a manifesto created by Joseph Beuys and Heinrich Böll. (Joseph Beuys; Heinrich Böll 
(1973). Manifesto on the foundation of a Free International School for Creativity and 
Interdisciplinary Research often referred to as Manifesto for a Free International University, 
published in: Christos M. Joachimides and Norman Rosenthal, (Eds.) (1974). Art into Society, 
Society into Art: Seven German Artists – Albrecht D., Joseph Beuys, K. P. Brehmer, Hans Haacke, 
Dieter Hacker, Gustav Metzger, Klaus Staeck (exhibition catalogue), Institute of Contemporary 
Arts, London. P. 49. 
As part of Edinburgh Arts 80, a dedicated series of events was held in Edinburgh, organised by 
Demarco and Beuys, exploring the ideals, ideas and practices around FIU. This series of events, 
which ran for several days, is the subject of a future, putative study and detailed examination has 
been omitted from the current study for reasons of complexity and space. 
6 See Appendix 8.0 
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4.2  Edinburgh Arts and the Edinburgh International Festival 

By the end of the summer of 1973, Beuys had travelled to Scotland on 

three occasions – the last to participate in Edinburgh Arts 73 (this will be explored 

in a later part of this chapter).  However, it is clear from multiple statements 

by Demarco that Beuys had a profound effect of Demarco’s pedagogical and 

artistic development, although the relationship could most accurately be defined 

as a collaboration, and a friendship, where a stream of ideas and practices flowed 

freely between the two men.  Devorah Cutler, who participated in EA 74 and 

whose contribution is explored towards the end of this chapter, has commented, 

in respect of the relationship between Beuys and Demarco: 

 

As is often the case during the evolution of a new pedagogy or philosophical 

approach to art and arts’ education: the nature of collaboration is explored as 

each component – art, artist, teacher, student – and boundaries become blurred.  

“Art is life and life is art,” was a tenet of the times and Beuys and Demarco were 

tenants of that same space and time. 7 

 

Since its inception, in 1947, the Edinburgh International Festival (EIF) had 

acted for Demarco as repository of ideas, information and inspiration. As well as 

attending multiple events in each EIF and Fringe Festival, Demarco was, and is, 

a regular annual attendee and participant. In contemporary parlance, Demarco 

was, and is, a consummate ‘networker’. The Richard Demarco Gallery in its various 

                                                        
7 Email correspondence between Devorah Cutler and Giles Sutherland, 23 October 2018 
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incarnations, such as the Demarco European Art Foundation, was a promoter 

and sponsor of theatre, music, visual art, and the spoken word, as well as hosting 

multiple events such as conferences and symposia on a wide variety of subjects. 

 

EA was timed specifically to coincide with the EIF, at a time when the city 

was at its busiest, and most vibrant, offering students and ‘faculty’ alike the 

opportunity to experience the wealth of cultural fare on offer. The RDG, as well as 

presenting Beuys’ 12-hour lecture in homage to Anacharsis Cloots8, also had its 

own programme of visual arts events including Austrian and Yugoslav artists, 

which was designed to complement the activities of the summer school and 

served as discrete events within the EIF programme. 9 All of this activity took place 

within the context of Demarco’s role, from 1967 to 1994, as director of EIF’s 

programme of contemporary art.10 

 

The choice of Edinburgh, partly through design and partly through 

happenstance, gave Demarco a unique platform to launch his Edinburgh Arts 

                                                        
8 Jean-Baptiste du Val-de-Grâce, Baron de Cloots (1755-94) Prussian nobleman and political 
thinker, prominent in French Revolutionary politics. 12-Hour Lecture: An Homage to Anacharsis 
Cloots performed by Beuys in Melville College as part of Edinburgh Arts Summer School 1973. 
9 'Heron Van Schaik' partnership of Katherine Heron and Leon Van Schaik. 
French Exhibition, 7 French artists including Le Gac, Gąsiorowski, Titus-Carmel, Martin, Veličković. 
Austrian Exhibition, 12 Austrian artists including Hans Hollein, Arnulf Rainer, Oberhuber, Gironcoli, 
Gappmayr, Anton Christian, Prantl. 
Marina Abramović led Eight Yugoslav Artists events and performances in The Richard Demarco 
Gallery in Melville Crescent – Radomir Damnjan, Nusa and Sreco Dragan, Nesa Paripović, Zoran 
Popović, Rasa Todosijević, Gergely Urkom.  
10 Demarco writes: “Alexander Schouvaloff, the Assistant Director of the Edinburgh International 
Festival, initiated the meeting I had with Peter Diamand which resulted in my being given the task 
of directing the Festival’s Exhibitions of Contemporary Art with one proviso – I would have to bear 
the burden of the cost involved which added up to a few million pounds from 1967 to 1994.”  
Richard Demarco, ‘Too Rough to go Slow – On the Road to Meikle Seggie’ Spirits of the Age, p. 102 
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programme, which in the case of EA 73 and EA 74, became even more a way of 

linking the city, its cultural institutions, its topography, architecture, mythology, 

history and pre-reformation religious sites and history with the experience of 

education, modelled in part on Black Mountain College and the Bauhaus. 

 

The six-week summer school was, therefore, structured to take account of 

the physical aspects of place and culture. Weeks one and two involved an 

“…intensive period of investigation into the nature of Scotland’s culture by direct 

involvement with the artists and poets with international reputation”.11 Week 

three involved “preparation for individual and group artistic statements…taking 

the form of films, poetry, painting, dance, theatre etc. or creative 

documentation”.12  Week four was allocated to “…rehearsals and workshop 

projects to prepare for activities and artistic statements which could be considered 

as part of the Edinburgh International Festival programme…”.13 Week 5 was 

devoted to “Edinburgh Arts Exhibition Events…actions, happenings, 

documentation, and activities which [were] part of the Gallery’s official Festival 

exhibition…dance and theatre productions as part of the late night programme of 

the Festival Fringe activities…”.14 

 

The brochure’s rubric makes explicit Demarco’s engagement with Scottish 

culture, and his desire to allow the EA students full contact with as wide 

                                                        
11 Edinburgh Arts 73 brochure, p. 2 
12 ibid. 
13 ibid. 
14 ibid. 
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a manifestation of this as possible. The idea that teaching and learning were 

reciprocally valuable, based on common experience and mutual interaction, is also 

of prime importance.  The summer school was a creative endeavour that also 

made the production and manifestation of creative potential and energy a sine 

qua non. Demarco intended the EA participants, and a public audience, to consider 

this creative manifestation as an essential part of the EIF and its Fringe. By placing 

the ‘bar’ high and, in effect, allowing the students’ work to be considered as part 

of the same experience as the EIF itself, showed the seriousness with which 

he viewed the undertaking.  Presentation in an internationally recognised forum 

was, as Devorah Cutler notes, 

 

…a big draw… for young artists to be taken seriously.  To be seen in a context 

of professional presentation was a huge lure for many of us… to deliver us out of 

the incubator of college education and place us in the real rubric of a world 

stage/setting; a stage for arts that had a history and respect for cultural misfits, 

such as our… international group…15 

 

 

 

 

 

 

                                                        
15 Email correspondence between Devorah Cutler and Giles Sutherland, 23 October 2018 
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Figure 88 

Invitation card to EA 73 exhibitions, including those by EA students. 
[source:www.demarcoarchive.ac.uk/assets/9707p1973_invitation_card_verso_edinburgh_arts_1973_rdg_program
me_exhibitions] 
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It was at this point that the true genesis of the concept behind the term 

“The Road to Meikle Seggie” began to manifest itself.  The brochure declared, with 

a focus on North American audiences, that EA 73 would include an experience of  

 

…The physical reality of Scotland [which] must not be underestimated, 

and projects will be developed around the direct experience of Scotland’s Celtic 

and Roman culture and monuments in the Lothians…Argyllshire, Kilmory Knap and 

Kilmichael Glassary… prehistoric remains such as those found in countless fields 

around Crinan and Loch Sween, Kilberry Castle and… Cairnpapple Henge… 

an underground burial chamber and stone circle in West Lothian…medieval 

castles such as those of Crichton, Borthwick, Craigmillar and Cleish…16 

 

Also included in the list of ‘Landscape and Cultural Heritage’ were the Royal 

Palaces of Falkland and Linlithgow and churches and abbeys such as Holyrood, 

St Andrews and Inchcolm, the Georgian architecture of Edinburgh’s New Town, 

as well as the mansions of Arniestoun and Hopetoun, concluding with 

a description of “…west Highland sunsets, the very mountains lochs and 

Hebridean Islands which are seen as magical ever-changing forms between air and 

water in the gloaming of the long, almost never-ending summer nights.”17 

 
 
 
 
 
 
 
 
 

                                                        
16 op. cit., pp. 2-3 
17 op. cit., p. 3 
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Figure 89 

Notice for Richard Demarco lecture on Edinburgh Arts 73 at San Francisco Museum of Art, February 16, 
1973. 
[source:www.demarcoarchive.ac.uk/assets/97131973_notice_demarco_lecture_san_francisco_museum_art_usa_ref] 
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Figure 90a 

Nether Largie North Cairn  
[source: canmore.org.uk/site/39482/nether-largie-north] 

 

Figure 90 

EA 73 participant, Judith Isaacson, a student at Minneapolis College of Art, at one of the cists associated 
with Nether Largie North Chambered Cairn, Kilmartin Glen, Argyll1  
[source:www.demarcoarchive.ac.uk/assets/213p1973_judith_isaacson_nether_largie_north_kilmartin_argyll_edinbur
gh_arts 
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As was the case with EA 72, several excursions took place outwith the city 

of Edinburgh. These included a visit to Argyll on 12 August and other trips, 

to Doune, Culzean, Cleish Castle, Meikle Seggie and Culross.  Photographs in the 

Demarco Archive show EA students in Kilmartin Glen, a site that EA 72 students 

had visited in the previous year. It was clear that Demarco’s pedagogical 

orientation was beginning to shift from classroom-based workshops, lectures, 

performances and other forms of ‘static’ involvement to a more site-based, 

experiential form of interaction. Aspects of this will be explored in more detail 

in Section 4.9 The Road to Meikle Seggie. It was clear at this stage that Demarco 

judged his experiential model to be in development, as it was clearly presaged by, 

amongst other indications, a quoted text in the Edinburgh Arts 73 brochure 

discussing the megalithic sites of the Outer Hebrides: 

 

Callanish, near which, at the head of Loch Roag, lies the most important group of 

circles and alignments in Britain…the importance of this group lies not only in 

Callanish itself with its Type A circle, its small ellipse, and its five alignments, but 

in the surrounding sites, most of which are intervisible… 18 

 

                                                        
18 Alexander Thom, Megalithic Sites in Britain, Chapter 11, p. 122, quoted in Edinburgh Arts 73 
brochure, p. 18. Professor Thom’s work, published in 1967, is recognised as one of the most 
authoritative and comprehensive studies of British megalithic sites. 
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Figure 11  
Edinburgh Arts 73 brochure with timetable 1. A detailed 10-page ‘diary’ of Edinburgh Arts 73 is also 
available (Appendix 10).  
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Figure 92 

Edinburgh Arts 73 brochure with timetable 2 
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Figure 93 

Edinburgh Arts 73 brochure with timetable 3 
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4.3 The Edinburgh Arts Faculty  

For EA 73 and EA 74 Demarco assembled a remarkable, if eclectic, faculty 

to teach, demonstrate and participate in the summer schools.  As well as those 

already mentioned, such as Christopher Murray Grieve (Hugh MacDiarmid), 

George Melly, Joseph Beuys and Tadeusz Kantor, others included Dr Peter Selz, 

Alastair Park, Wiesław Borowski, Zbigniew Makarewicz, Tom Marioni and his 

musicians, known as the Museum of Conceptual Art.  Demarco had met the 

architect Louis Kahn19 in Philadelphia in 1972 at the home of the Wolgin family, 

whose daughter, Fredi, had participated in EA 72, and Kahn was also invited 

to participate, although, ultimately, he was not able to attend. 

                                                        
 
19 Louis Kahn (1901-1974) was an American architect based in Philadelphia. He taught at the 
universities of Yale and Pennsylvania. He evolved a distinctive monumental style which referenced 
medieval architecture and he held a particular fascination for Scottish castles, to which Demarco 
alludes in their correspondence. 
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Figure 94 

Letter from Demarco to Louis Kahn, 2 March 1973  
[source:www.demarcoarchive.ac.uk/assets/5766p1973_letter_from_demarco_louis_kahn_ref_edinburgh_arts_1973p] 
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Figure 95 

Letter from Demarco to Louis Kahn, 4 July 1973  
[source:www.demarcoarchive.ac.uk/assets/5767p1973_letter_from_demarco_louis_kahn_ref_edinburgh_arts_1973p] 
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The Scottish art critic, Cordelia Oliver20, writing in The Guardian 

newspaper, previewed EA 73 and gave an overview of the summer school, based 

on a discussion with Demarco. She described EA 73 as “…a second, more 

ambitious, hopefully more realised version of the successful 1972 summer 

school…”21  Oliver continues:  

 

…his [Demarco’s] battles are increasingly against his own board of directors…who 

suspect the course he is bent on pursuing. And the pity is that …Demarco’s 

conception of his gallery’s role, not theirs, is nearer the pulse of the times… 

Edinburgh Arts is an imaginative enterprise which ought to be backed to succeed 

as it deserves…22   

 

Oliver’s commentary emphasises the experimental nature of the EA 

enterprise, and hints at the internal struggles within RDG as Demarco fought to 

persuade his board of the efficacy of the new venture.  Oliver notes the timing of 

EA as coincidental with the EIF and makes the point that the RDG programme 

exhibitions were a complementary component of the EA experience, noting that 

these and the artists who participated (such as Etienne Martin23, Jean Le Gac24, 

                                                        
20 Cordelia Oliver (1923-2009) was a Scottish art critic and painter who was one of the few writers 
to seriously engage with Demarco’s ventures over a sustained period.  She wrote about RDG 
exhibitions and Edinburgh Arts for The Guardian on numerous occasions and contributed 
catalogue essays to a number of RDG exhibition publications, including Scottish Painting (1968), 
Romania Art Today (1971) and The Austrian Exhibition (1973).  In 1971, she and her husband, the 
photographer, George Oliver (1920-1990) accompanied Demarco to Romania in preparation for 
the Romanian exhibition of the same year. Oliver participated several Edinburgh Arts events and 
journeys. See Appendix 9.0. 
21 Cordelia Oliver, The Guardian, August 1, 1973, p. 8 
22 ibid. 
23 Étienne Martin (1913-1995) French sculptor 
24 Jean Le Gac (b.1936) French artist. In 1975, Le Gac was invited by Demarco (letter June 4, 1975) 
to write for the catalogue To Callanish From Hagar Qim. His contribution is on p. 48. 
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Walter Pichler25 and Hans Hollein26) would, “…ipso facto, become part of the 

summer school”.27  Concluding, (and quoting Demarco) Oliver observes: 

 

…And forget about teacher and pupil, this is about between artist and artist (forget 

artist, even, it’s between people travelling the same journey but at different 

distances along the road.” So, the choice of innumerable two-way dialogues and 

other events and happenings in a six-week arts workshop with Scotland as the 

setting (in 1970 while people were discovering Beuys, Beuys was discovering 

primeval qualities in the Moor of Rannoch and transmitting his excitement full 

strength) ought to make, at the lowest level, a superlative holiday for those who 

enjoy the arts and don’t believe in lazing on beaches.28 

 

It is clear from Oliver’s observations that she had well understood the main 

aspects of the pedagogical notions behind the EA initiative, in that it was 

essentially a constructed experience (of Demarco’s devising) that would allow 

dialogue, creativity and communication to emerge from all participants, and that 

the artificial barriers and categories between student and teacher, would become 

redundant. The implication was that teaching and learning were part of the same 

process and that teachers had as much to learn from their students, as students 

from their teachers. 

 
 
 

                                                        
25 Walter Pichler (1936-2012) Austrian sculptor. Demarco travelled to Vienna in December 1972 to 
meet Pichler, Hollein and others, in preparation for The Austrian Exhibition at RDG (19 August – 9 
September 1972) 
26 Hans Hollein (1934-2014) Austrian architect. Hollein participated, along with Pichler and 21 other 
Austrian artists and filmmakers in the exhibition. Also see catalogue The Austrian Exhibition (1973) 
27 Cordelia Oliver, The Guardian, August 1, 1973, p. 8 
28 ibid. 
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Figure 96 

Announcement card for lecture by Dr Peter Selz (Director of the Art Museum at the University of California 
at Berkeley) as part of Edinburgh Art 73. 
[source:www.demarcoarchive.ac.uk/assets/5746p1973_announcement_card_lecture_by_peter_selz_edinburgh_art
s_1973p] 
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4.4 Mark Francis and Sandy Nairne 

During the Edinburgh Arts Summer Schools, Demarco employed several 

interns, or volunteers. As well as Charles Stephens, two of the most significant 

were Sandy Nairne and Mark Francis.  Alexander (Sandy) Nairne29 was an 

undergraduate at the University of Oxford, enrolling in 1971. He recounts his 

experience of meeting Demarco, in Oxford: 

 

…in that spring of ’72…somebody was putting on a production of…a sort of 

Everyman, medieval play, and I got some incredibly bit part, I don’t think I can 

even remember what it was.  But somewhere and somehow…Ricky had got invited 

to come by…it must have then been probably May or June of ’72…he came and 

visited the production, and I met him after in whatever socialising was happening, 

and in a typical Ricky way, he said, “…come and help…I’m doing Edinburgh Arts, 

I need some helpers”…I didn’t know what I was going to do that summer, so I came 

up to Edinburgh.30 

 

Nairne was, in fact, to become part of a well-connected group who shared 

an interest in the arts and included Nicholas Serota31 who took up a post 

as Director of the Museum of Modern Art, Oxford in 1973. 

 

                                                        
29 Alexander Robert ‘Sandy’ Nairne (b. 1953) studied at University College, Oxford from 1971-74. 
He was Director of the National Portrait Gallery, London from 2002 to 2015 
30 Sandy Nairne interviewed by Giles Sutherland January 23, 2018 
31 Sir Nicholas Serota (b. 1946), currently Director of Tate Art Museums and Galleries, 
collaborated with Sandy Nairne in several projects. 
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Nairne’s account of his time, as intern, rather than as an official participant, 

in EA 72, gives something of the flavour of the fledging enterprise, conveying its 

ambitious sense of excitement, as well as its rather chaotic nature: 

 

… my instincts to…get out and dance with Stuart [Hopps], was not my more 

comfortable thing, but… it was very clear that was the point, to participate… 

Stuart was a complete delight… it didn’t matter who or what you were, or what 

you were like physically, you could take part. 

 

The things that were really in my mind…were to do with both the tensions around 

Ricky, as to what we were trying to get done, and … lack of clarity, but what 

needed to be done.  … in July…what was about to happen was a whole set of the 

festival exhibitions.   

 

…there was a strange and quite difficult interaction with gallery staff, 

in particular, for Sally [Holman]32 as …the key lieutenant for Ricky…Sally was super 

aware that there was the Polish contingent about to turn up, and the Austrians 

and the Yugoslav groups also coming, and the first visit of Kantor, very, very 

soon... Sally was…needed to help facilitate Edinburgh Arts but at the same time, 

she and one or two others were desperately trying to get everything organised… I 

found myself caught up in trying to help wherever I could, put in a bit of support 

and admin.33   

 

Nairne returned the following year to help, in a similar capacity, with 

EA 73.  As well as administration and logistics, Nairne became heavily involved 

                                                        
32 Sally Holman (b. 1949) Demarco notes: “There was a wonderful assistant called Sally Holman. 
Her mother was the famous actress Linden Travers and the sister of Linden ran a gallery called the 
Travers Gallery in St Ives and in London. Sally was a tremendous force for good. She befriended all 
sorts of artists and was the favourite of Joseph Beuys and Tadeusz Kantor. She went off to work 
for Kantor and the Cricot Theatre, along with Sandy Nairne.” [source: Demarco-Richard-043-of-64-
National-Life-Stories-Artists'-Lives] 
33 Sandy Nairne interviewed by Giles Sutherland January 23, 2018 
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with Tadeusz Kantor’s production of Lovelies and Dowdies (Nadobnisie i 

koczkodany), an adaptation of a play by Stanisław Ignacy Witkiewicz,34 originally 

published in 1922.  The production, performed in the Edinburgh ‘Poorhouse’, near 

Forrest Hill, was Kantor’s first production in the UK and attracted international 

attention.  Unlike the previous year, EA 73 extended over the period of the 

Edinburgh International Festival and, like the Yugoslav and Austrian exhibitions, 

was intended to expose the EA students to the full range of experience provided 

by the European avant-garde. 

 

 

Figure 97  

Tadeusz Kantor’s production of Lovelies and Dowdies, Edinburgh Poorhouse, 1973. Sandy Nairne, playing 
the role of Cardinal, is second from right. In the audience (seated) are [R. to L.] Auberon Waugh, Tina Brown 
and Sean Connery.  
[source:www.demarcoarchive.ac.uk/assets/3783p1973_kantor039s_production_lovelies_dowdies_forrest_hill_poorho
use_edinburgh_edinburgh] 

 

                                                        
34 Stanisław Ignacy Witkiewicz (1885-1939), widely known in Poland as ‘Witkacy’, Polish playwright, 
artist and photographer. Kantor and Cricot 2 Theatre adapted a number of Witkiewicz plays for 
production including Kurka Wodna (The Waterhen) (1921) and Szewcy (The Shoemakers) (1931-
34). 
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Discussing his time, in 1973, of working with RDG, Edinburgh Arts and 

Cricot 2, Nairne notes that “…to my surprise I ended up being asked to stand-in 

on stage as The Cardinal. As a student helper it was an opportunity that I had not 

expected…”35  There is little information about how the assimilation of a student 

helper into such a complex avant-garde theatre production took place, although 

it is well known that Kantor favoured the use of non-actors in his casts.   

 

Although the analysis of Kantor’s work falls beyond the scope of 

the current study, it is worth noting that the experience was, for Nairne, formative 

and trans-formative, exposing him to a theatrical experience well beyond that 

available in Oxford, or elsewhere.  Citing the theatre critic Michael Billington36 

(writing in The Guardian on 23 August 1972, about Kurka Wodna) Noel Witts 

notes, “‘Alas, he and his 23-strong company return to Poland on Sunday. But if 

I were running an experimental theatre I would pull every string going to get them 

back.’”37  Witts continues,  

 

Thus, was the work of Kantor first observed in the English-speaking world – with 

no translation, no subtitles, no real aid to understanding…Kantor’s 

                                                        
35 Sandy Nairne, ‘Learning from Life’ in Kantor Was Here: Tadeusz Kantor in Great Britain, p. 39 
36 Michael Billington (b. 1939) Theatre critic with The Guardian newspaper since 1971. A film, 
commissioned by Demarco, which documented one of the performances of Kurka Wodna, (The 
Waterhen), in 1972, in the Poorhouse, shows Billington in the audience. The film was shown at the 
Royal Scottish Academy, Edinburgh from July 25 to September 5, 2015: “The film has allowed 
researchers to definitively sequence still photographs taken by Demarco and George Oliver of this 
and other performances of The Water Hen, thereby increasing critical understanding of the 
production from multiple viewpoints. Further research into the membership of the audience has 
also taken place, identifying several significant cultural figures present at the event. [source: 
www.royalscottishacademy.org/exhibitions/the-water-hen-kantor-demarco-and-the-edinburgh-
festival]. 
37 Noel Witts, Tadeusz Kantor, p.20 
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transformations and imaginative interpretations…worked an exciting spell 

on audiences…Kantor’s performances showed audacious …theatre-making never 

before seen in Great Britain or America.38 

 

When Kantor and Cricot 2 returned the following year to mount their 

production of Nadobnisie i koczkodany 39 (in which Nairne participated, rather 

than merely witnessed) there was more of an appetite for this radical alternative 

to the tradition of Western theatre. Again, Witts observes: 

 

In…1973 Kantor… took Witkiewicz’s ‘Dainty Shapes and Hairy Shapes’ to The 

Richard Demarco Gallery…where it received …[a]...Fringe First award. By now the 

UK critics…were waking up to the fact that in far-off Poland there were modes 

of theatre-making that completely avoided the Stanislavsky method, that ‘played 

with’ texts in contrast to ‘being faithful to the author’…40 

 

As well as performing with Cricot 2, Nairne’s role with EA 73 also involved 

practical work and management in relation to the Poorhouse. 

 

Part of my work related to an extraordinary place, the Poorhouse. It was not 

actually a Poorhouse. It was on the site, perhaps, of a Poorhouse; up against the 

old Medieval wall of Greyfriars Cemetery. It was a disused plumbers’ workshop 

building, which had been abandoned for a least 20 years and was not in good 

shape…Although the name, the Poorhouse, was evocative of something abject, 

the space itself spoke of different kinds of work. And this resonated with 

                                                        
38 ibid. 
39 The play is known in English by various titles, such as Lovelies and Dowdies and Dainty Shapes 
and Hairy Apes. None of these convey the full, punning complexity and grotesque connotations of 
the original Polish. The Kantor and Cricot 2 production had premiered at the Krzysztofory Gallery, 
Kraków on 4 May 1973, which Demarco attended. 
40 ibid. 
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the energetic intensity of…Kantor’s productions, which revolved around carefully 

controlled and repetitive activities.41 

 

 

Figure 98 

Paul Neagu (left) during his performance ‘Waffle Piece’ at the Museum of Modern Art, Oxford, May 1972 
around the time of Sandy Nairne’s first meeting with Demarco. Nairne is standing second from left. [source: 
www.demarco-archive.ac.uk/assets/6772-p1972_paul_neagu_waffle_sculpture_piece_museum_modern_art_oxfordp] 

 
 
 
 
 

                                                        
41 ibid. 
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Figure 99 

Letter from Richard Demarco to Nicholas Serota, 1973  
[source:http://www.demarcoarchive.ac.uk/assets/5788p1973_letter_from_demarco_nicholas_serota_director_mus
eum_modern_art] 

  



Giles Sutherland                                                                                                                                            Chapter Three 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1973 & 1974 

 

 314 

Nairne’s experience, as intern and helper, was typical of that of numerous, 

mainly younger, employees and volunteers who passed through the RDG over 

many years.  Often, their roles were ill- or undefined, and their degrees 

of involvement and engagement evolved over time.  They often worked for 

relatively small wages and, despite this, were loyal and hard-working, and devoted 

to the Demarco ‘cause’. Nairne, with his upper middle- class background 

and Oxford education appealed to Demarco’s sense of social and educational 

ambition (a pattern often repeated in his association with ‘Oxbridge’, fee-paying 

schools and the British land-owning classes).   Devorah Cutler comments:  “There 

was a sense that the landed gentry and their estates were crumbling institutions 

and that juxtaposition, or transmigration, created new forms as old and new 

intersected …”42 

 

However, these volunteers and helpers were to play a crucial role 

in documenting and analysing, in later years, some of the key areas in Demarco’s 

pedagogical and artistic ‘anti-establishment’ activities. In a sense, the high 

professional achievements – in the arts, education and elsewhere – of Nairne, 

Francis, Charles Stevens and many others, demonstrate Demarco’s instincts 

for choosing assistants of promise and ambition. Nairne, for example, has 

commented that,  

 

The context of the Edinburgh Festival was not one of creative harmony. It was 

                                                        
42 Devorah Cutler, email to Giles Sutherland, 26 September 2018 
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a place of considerable dissonance, in the sense that Ricky [Demarco] had created 

the Demarco Gallery, growing out of the Traverse Theatre, as a strong and 

independent initiative but perceived to be in opposition to the mainstream. 

Edinburgh was dominantly a conventional theatre and music festival, established 

in a relatively old-fashioned city, and with little attention paid to the visual 

arts…neither Festival organisers nor the critics were calling for more avant-garde 

theatre or experimental artists. Ricky was responsible for some of the very best 

innovation in the arts in Scotland.43 

 

Following his experience, Nairne wrote a poem for Demarco in which he 

attempted to encapsulate the essential qualities of EA 72: 

 

Ricky,       1 

There are places where we should have been 

There are times that should have passed 

There are views we should have painted 

There are times we should have talked   5 

There are places we have been, 

Times we have known. 

In a brief eternity there are passings, 

There are joinings we have made. 

This is to thank you for everything,   10 

There is a light I have seen. 

I light, a light.44 

 

Nairne’s response, although in a condensed format, gives structure 

and form to some of the impressions and feelings voiced by other EA participants, 

most of whom, like Nairne, were in their early twenties. For example, the notion 

                                                        
43 ibid. 
44 Poem by Sandy Nairne, 1972. [source: GMA A37/2/63/11] 
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that Demarco and EA were exploring time, as well as space, is given expression 

in the paradoxical conjunction, “brief eternity” (l. 8). The idea of fleeting 

friendships with, nevertheless, deep connections (to places and people) is hinted 

at in “There are joinings we have made” (l.9).  Again, the spiritual dimension, 

so often emphasised by Demarco, as well as the idea of personal revelation, is 

made abundant in “There is a light I have seen. I light, a light.” (ll. 11-12).  

 

Demarco responded to Nairne’s poem by way of a three-page letter. The 

document, clearly intended for wider audience than the original recipient, sets out 

some of Demarco’s thinking, not only on Edinburgh Arts in general, but also 

as a kind of pedagogical manifesto or credo.45  In the letter, Demarco underlines 

what he feels as the ‘preciousness’ of time and the idea that no moment should 

be empty, or devoid of meaning, or lack purposeful activity.  This is the reason, 

as Jane MacAllister-Dukes46, points out, that Demarco so obsessively 

documented, in photographs, and in many other media, his daily activities. The 

photograph is, for Demarco, a challenge to time’s passing, a way of arresting the 

moment by asserting its uniqueness and value.  Demarco notes that EA 73 will 

                                                        
45 The letter was written around the same time (Spring, 1973) as several other important 
statements and documents made by Demarco.  These include ‘The Road to Meikle to Seggie’ (7 

April 1973), ‘The Road to Meikle Seggie leads to the Galerie Krzysztofory’ (4-8 May 1973) and  
‘Wearing two hats – as the Director of ‘Edinburgh Arts’ and as Director of the Demarco Gallery (1 

May 1973) (Appendix 11.0). 
46 Jane MacAllister (b. 1953) worked with Demarco from 1979 to 1991 and became Assistant 
Director of The Richard Demarco Gallery. See: Jane MacAllister interviewed by Giles Sutherland, 
24 September 2014 (available at www.gilessutherland.org/academic/phd) 
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consist of “42 days… 984 hours waking and sleeping…It is a limited time to see all 

the things – to see, (as William Blake did), ‘Every tree afire with God’”.47 

 

Demarco’s letter to Nairne is important because it provides a coherent, 

contemporaneous commentary on the nature of EA, then a fledging venture.  

In the ‘letter’, Demarco states that EA 73 “will begin as a ‘group’ activity”48 in the 

crossing of the Atlantic, and continues: 

 

… the crossing itself will become the first creative living activity…Edinburgh Arts 

should try to make that … flight a totally positive, creative experience. Tadeusz 

Kantor said “one should not worry about the difference between art and life.  It is 

always a matter simply between creativity and non-creativity”. I do not want 

Edinburgh Arts students to be travelling together … without asking them to be 

involved in using this to communicate with each other. They should know that the 

flying time is a precious six hours to be added to the 984 hours they will spend 

in Scotland, so the flight could be the first action.49 

 

Demarco had absorbed some of the main tenets of Kantor’s philosophy, 

made explicit in the Cricot 2 performances of Kurka Wodna (The Water Hen) in 

Edinburgh in 1972. Among these were dissolution of the traditional barriers 

between audience and actors and, by extension, what Kantor perceived to be the 

‘false’ distinction between life and art. 

                                                        
47 Thoughts on ‘Edinburgh Arts 73’ By Richard Demarco (In a letter to Sandy Nairne)’ [source: GMA 
A37/2/63/11] (See Appendix 7.0).  This is a mis-quotation. The line to which Demarco refers is from 
Aurora Leigh (1856) by Elizabeth Barrett Browning (1806-1861). The relevant line reads: “And every 
common bush afire with God;” E.B. Browning, Aurora Leigh, Bk VII, l. 822 
48 Thoughts on ‘Edinburgh Arts 73’ by Richard Demarco (In a letter to Sandy Nairne), 24 March 1973 
[source: GMA A37/2/63/11] (See Appendix 7.0).  
49 ibid. 
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Discussing the premiere of Kurka Wodna, in Rome, 1969, Michał Kobiałka 

observes that the ‘actors’ “…engaged in banal, every day actions and gestures so 

as to define themselves…the text of the play ceased to be perceived as material 

waiting to be formed by a director…”50  While Kantor himself noted that,  

 

I noticed at a certain moment that reality in art is not the reality of life, but rather 

an imitation object…I never returned to illusion but created something that was 

imitation reality. That is where the mannequins, the wax figures, come from.51 

 

For Demarco, the trans-Atlantic flight was not only the initial stages of EA 

73, but also a communication experience and an artwork in itself: “Maybe the first 

exhibition will be what each student has documented and recorded as their 

experience of the trans-Atlantic journey.”52  Expanding on the notion of the 

experience and journey as an artform, and the crucial tenet of ‘person-centred’ 

pedagogy, Demarco notes: 

 

Edinburgh Arts is about people first and art second…If Edinburgh Arts is about the 

art experience then everything about it, its physical shape, its length, its breadth, 

its height, should reaffirm the fact that it is the art object…every object, every 

minute, is precious. 53 

 

 

                                                        
50 Michał Kobiałka (ed.) A Journey Through Other Spaces – Essays and Manifestos, 1944-1990 
Tadeusz Kantor, p.298 
51 Tadeusz Kantor, The Theatre of Death, 1975, quoted in Noel Witts, Tadeusz Kantor, p. 21 
52 ibid. 
53 Thoughts on ‘Edinburgh Arts 73’ by Richard Demarco (In a letter to Sandy Nairne), 24 March 1973 
[source: GMA A37/2/63/11] (See Appendix 7.0). 
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Demarco’s letter to Nairne is revelatory in other ways.  Demarco writes 

that the flight, chartered to carry the EA participants from the United States 

to Scotland, “could be the first action”.54  The term ‘action’ here carries a specific 

meaning, and is used in the sense in which it was employed by Beuys (aktion).  

Beuys, in turn, had borrowed the expression from the highly politicised 

and controversial work of the Viennese ‘Actionists’.55 The Actionists were active 

predominantly during the 1960s, at a time when Beuys’ work was developing from 

representational, traditional forms such as drawing, painting and sculpture to 

performance work and installation, often using non-traditional materials.  The 

‘aktion’ became an increasingly important part of Beuys’ work. “Through his 

performances, or ‘Actions’, Beuys encouraged audiences to incorporate his 

political and social messages into their everyday lives.”56   

 

As already noted, during the 1970 Edinburgh International Festival, 

Demarco had presented a series of exhibitions and events at Edinburgh College of 

Art, collectively entitled, as palindrome, Strategy Get Arts. Here, as well as 

showing his controversial installation, Das Rüdel (The Pack) Beuys also presented 

a multi-media performance piece, in collaboration with Danish composer, 

Henning Christiansen.57 

 

                                                        
54 ibid. 
55 These artists included Gunter Brus, Otto Muehl, Valie Export, Rudolf Schwarzkogler, Herman 
Nitsch and Adolf Froher. 
56 www.tate.org.uk 
57 Henning Christiansen (1932-2008). Christiansen was an active member of the international 
Fluxus movement, in which Beuys also participated. 
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Although the focus of this study is not centred upon Joseph Beuys, it is 

important to note the profound influence on Demarco of their collaborative 

enterprise.   Discussing the enormity of Beuys’ influence on his own pedagogical 

and artistic thinking, Demarco has stated: 

 

You didn’t meet Beuys at a private view.  That’s the last thing you did.  You met 

Beuys like Kantor, he made the work publicly.  You went along, and you saw him 

making his masterpiece.  He’d turn the place of exhibition, public space, into his 

work space… he invited everybody who was there to be a collaborator... He didn’t 

reduce their role to an observer drinking wine.  There was no time for that.  So, 

nobody drank wine at the ‘12-Hour Lecture’…Every time he told me what he was 

going to do, I had to say, “I agree” …every single thing that he did brought my 

gallery – because I was on a learning curve – to its knees…I think of him every 

minute of every day. He’s on my shoulder, whispering away…58 

 

Demarco had, until the late 1960s presented predominantly traditional art 

media in the form of painting, sculpture, drawing, and print-making, as well as 

music, and poetry, in a gallery setting. His encounter with Beuys, whom he first 

saw at the quinquennial art exposition, Documenta, in 196859, represented a 

profound revelatory moment for Demarco, which, as he notes, eventually forced 

                                                        
58 Richard Demarco Interviewed by Giles Sutherland, December 1998 (for full text see: 
www.gilessutherland.org/academic/phd) 
59 Documenta 4, June 27 - October 6, 1968.  Terry-Ann Newman notes: “Richard [Demarco] first 
saw Beuys at Documenta in 1968.   It was not until two years later that they met in Düsseldorf – 
i.e. January 1970 – to discuss the possibility of the exhibition in Edinburgh for the 1970 Edinburgh 
International Festival.   Beuys then came to Edinburgh in May of that year and again in August. 
(Terry Ann Newman, email to Giles Sutherland, November 29, 2016).  Despite such information it 
is not possible, categorically, to determine if Demarco met Beuys, or if he saw his performance. 
There are no available extant photographic records to confirm this, despite the existence of other 
photographs of artists’ work, such as Kaspar Thomas Lenk and Erich Hauser. 
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him to rethink his entire approach to the traditional gallery model, and the role of 

the art dealer and gallerist.  

 

 

Figure 100 

Joseph Beuys and his wife, Ewa, with their children, Wenzel and Jessyka. Documenta 4, Kassel, Germany 
1968. Beuys’ work or aktion, presented his family as an art object, challenging traditional notions of the 
separation of life and art. 

  



Giles Sutherland                                                                                                                                            Chapter Three 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1973 & 1974 

 

 322 

4.5 Patrick Reyntiens 

As previously discussed, Reyntiens (b.1925) had been a contemporary 

of Demarco at Edinburgh College of Art, where he had taken a place following 

National Service with the Royal Scots.  Reyntiens studied stained glass at ECA60 

and went on to become perhaps the best- known stained-glass artist of his 

generation, working on several high-profile commissions, such as Coventry 

Cathedral and Liverpool Metropolitan Cathedral, often in collaboration with John 

Piper61. 

 

 

Figure 2 

Patrick Reyntiens being interviewed in his home, Somerset, September 2018.  
Photograph: Giles Sutherland 

                                                        
60 On the staff at ECA were Charles Blakeman, James Coull, Stephen Sykes and William Wilson. 
Herbert Hendrie, Head of Stained Glass, died in 1946 (source: Scott J. Lawrie, Edinburgh College of 
Art, M.Phil. thesis, 1996, p. 168 
61 Reyntiens’ collaborations with the English artist, John Piper (1903-1992) were extensive and their 
working relationship lasted for several decades. 
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Demarco’s friendship with Reyntiens developed at ECA where it was 

cemented, partly, by their shared Catholic faith. In 1953 Reyntiens married the 

painter Anne Bruce (1927-2006), whom he had met at ECA and later, in 1960, they 

purchased Burleighfield House in High Wycombe, Buckinghamshire, where they 

established an art education centre.62  It is highly probable that Burleighfield acted 

as part model and inspiration for EA. In subsequent years, Demarco took various 

groups of students to Burleighfield, as EA evolved into a series of journeys that 

involved multiple participants in diverse locations, who investigated a vast range 

of subject matter, from archaeology and the visual arts, to Neolithic and medieval 

monuments and structures. 

 

Reyntiens is a gifted polymath who, as well as embracing a range 

of practical, craft- based skills necessary for the creation of complex stained-glass 

windows and other artworks, is also learned in various other disciplines. His 

personal library runs to over 30,000 volumes ranging from poetry and natural 

history to architecture and philosophy. 

 

Writing about his time in Oxford, during the summer of 1974, Stephens 

notes: 

                                                        
62 Burleighfield House ran as an arts education centre from 1963 to 1976. “…the centre acquired 
an international reputation for its painting instruction. Standards were high, and disciplines 
encompassed a broad range beyond painting and drawing, including stained glass, pottery, 
tapestry and history of art. Pupils went from Burleighfield to some of the art world's leading 
teaching institutions – among them the Slade, Chelsea School of Fine Art and the École des Beaux-
Arts in Paris...”. John Tower, ‘Anne Bruce: Obituary’, The Independent, 7 December 2006 
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I began to pay attention to the world of the visual arts … I saw a poster advertising 

a lecture on modern Jewish and German architecture, entitled ‘Metaphor, Myth 

and Messianism’ by Patrick Reyntiens at the Museum of Modern Art. 63 

 

Reyntiens had delivered the lecture previously at EA ’73 and an extant 

version exists in note form.64 Although, as Stephens notes, the lecture was 

ostensibly on Modern Jewish and German architecture, its scope and themes 

range far more widely, discoursing, for example, on the effects of communications 

technology on human intellectual development and how this manifested 

in architecture over the period c. 1820 – c. 1970.  In the first section, Memory, 

Reyntiens noted,  

 

… gross erosion of the memorative faculties of man … Poetry and literature relied 

on memorative structure to give cohesion to the basic preconceptual ground – 

i.e. people had basic ideas (non-intellectual) in common. First erosion of this was 

in print. Second cheap newspapers 1875-1925. Third Radio (1925-50). Fourth 

television 1950-75 (This was part McLuhanism). In general: the substitution 

of kinesis for memoriasis and peripatesis for stability… loss of memoriasis is seen 

in the 19th century architecture with the battle of styles seen as a rivalry between 

contending memory systems (both arbitrary and wrong) and the tension between 

historic styles and non-memorative architecture, e.g. engineering culminating 

through the 19th century in the solution of the Bauhaus.65 

 

                                                        
63 Charles Stephens, Finisterre (unpublished memoir), 1992, p. 10 
64 See Appendix 12.0 Patrick Reyntiens Lecture Edinburgh Arts 1973 [source: GMA: A37/2/322/8]. 
The lecture was discussed in interview with Reyntiens, but he was unable to expound further on 
its context and meaning. See Patrick Reyntiens interviewed by Giles Sutherland, 29 September 2018 
(available at www.gilessutherland.org/academic/phd). 
65 See Appendix 12.0 Patrick Reyntiens Lecture Edinburgh Arts 1973 [source: GMA: A37/2/322/8] 
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Later, Reyntiens expanded on the general substance of the lecture: 

 

it was the first time that the upper intellectual class could through print and 

everything have a total memory of AD 1300 to 1500. Yes, it was there, wasn't… 

Yes, of course it is. But we've got a picture of it, it's called a photograph… And this 

memorative thing was for the last 2,000 or 3,000 years. Because you could go 

to Rome or you could go to…Athens. And you could take photographs. And this 

was the first time there was a totally memorative situation where you could just 

choose the part you wanted. Then you could change your mind and choose 

something else. It was the first time in the 19th century. So that you have every 

sort of thing. And then you had people who were fed up with this and did their 

own thing… it’s called Art Nouveau  

 

 Modernism…must have been helped by the 1914-18 war, which destroyed 

the whole of Europe…apart from England, …the whole thing was absolutely new, 

like Mondrian… 

 

…the 1914-18 war did a complete thing of getting rid of the 19th century ideas … 

we'll redo Gothic, you know, it's so beautiful, isn't it? And do you like that. Oh, 

they're very beautiful, aren't they? Those columns, there. And you'll have us 

remembering things, won't you, 3,000 years ago. And then all of a sudden, 

the whole went pffft…Social change…. So…when Russia became communist you 

can't remember any Russian architecture for about 25 years. I mean what Russia 

didn't do in the 1920s and 30s, practically nothing. Of course, they did…but it had 

no relationship to anybody's other idea. But that's neither here nor there…they 

had everything to help them. They had printing, photographs, in the end 

everything. And the art nouveau situation was an effort to make one's own ideas, 

forget all that nonsense. And what's that French architect called…Corbusier…66 

 

                                                        
66 Patrick Reyntiens interviewed by Giles Sutherland, 29 September 2018 
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Figure 102  

Patrick Reytiens (in kilt) at Burleighfield House, May 1976. The stained glass artist, Doreen Balabanoff, (last 
on right) is demonstrating stained glass techniques.  
[source:www.demarcoarchive.ac.uk/assets/1762p1976nbsppatrick_reyntiens_burleighfield_house_buckinghamshire_e
dinburgh_arts_1976br_p] 

 

The purpose of including the Reyntiens lecture here is not to offer 

a critique of its content (evidently, some of its ideas are open to challenge); it is, 

rather, to demonstrate that its intellectual substance is both demanding 

and stimulating and to suggest, that by extension and implied by their close 

friendship, that the scope of the EA syllabus, as devised by Demarco, was equally 

intellectually ambitious, and, for its time, unusual, if not unique. Such a novel 

approach to intellectual history would, therefore, have been innovative to most 

students attending EA 73.  
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Although, clearly, Reyntiens’ discourse did not take place on a physical 

journey, it sets the tone and expectations for a journey of the mind, 

and demonstrates the underlying principle of EA, that physical journeys, 

and intellectual ones, which traversed the spatial and temporal, were in fact part 

of the same set of pedagogical processes. 

 
In the following year, Stephens’ observations on the Oxford version 

of the lecture seem altogether apposite: 

 
Patrick’s lecture was a revelation. It opened a window onto a world infinitely more 

fascinating than that which I had discussed with [Richard] Wollheim the previous 

week. Patrick blended intelligence and erudition with the sensibility of an artist. 

It was a combination which I had not yet encountered in Oxford and I resented the 

fact.67 

 

 
Figure 103  

Patrick Reyntiens lecturing at Melville College, Edinburgh Arts 1973  
[source:www.demarcoarchive.ac.uk/assets/4248p1973_patrick_reyntiens_lecture_melville_college_edinburgh_arts_1
973p] 

                                                        
67 Charles Stephens, Finisterre (unpublished memoir), 1992, p. 10 
Patrick Wollheim (1923-2003) English philosopher and theorist, especially in relation to painting. 
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Having spoken to Reyntiens after the Museum of Modern Art lecture in 

Oxford, Stephens was introduced to Demarco who had appeared afterwards. 

As the original ‘networker’ it was through such a chance encounter that Stephens 

was invited to Edinburgh the following summer, 1974, where he would participate 

in EA and go on to become one of Demarco’s most perceptive interpreters 

and commentators.  Stephens notes,   

 

Two things quickly emerged from this spontaneous encounter. Firstly, I learnt that 

he [Demarco] ran an art gallery in Edinburgh. Second, he told me he would like me 

to come and work for him during the imminent summer vacation. My answer was 

decisive and affirmative. I had scarcely taken a step into the blue so unheedingly. 

It was, as I later found out, the only way one could become part of the world of 

Richard Demarco…68 

 

  

                                                        
68 Charles Stephens, Finisterre (unpublished memoir), 1992, p. 11-12   



Giles Sutherland                                                                                                                                            Chapter Three 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1973 & 1974 

 

 329 

4.6  Charles Stephens 

Charles Stephens (b. 1955) was an undergraduate at the University 

of Oxford when he met Demarco, in early June, 1974.69  Stephens has been one of 

Demarco’s most perceptive interlocutors, and has written extensively on his 

experience of Edinburgh Arts and on various ideas which developed from these 

summer schools.70  Stephens’ observations are valuable in that they give 

an insight, contemporaneously and restrospectively, into the underlying 

philosophy – especially in terms of pedagogy, method and purpose – of the 

Edinburgh Arts project.   

 

 
Figure 104   

Charles Stephens, 17 August 1974, Edinburgh Poorhouse 
[source:www.demarcoarchive.ac.uk/assets/1333p1974_hitchcock_event_rat_trap_edinburgh_arts_1974p] 

                                                        
69 Charles Stephens studied Modern History at New College, Oxford from 1973 to 1976. He met 
Demarco at the Museum of Modern Art, Oxford in early June 1974. See Appendix 12.0 
70 Some of Stephens’ written work on Demarco and EA has been published in journals such as 
Variant and Cencrastus and as a published account in book form, Richard Demarco – a memoir 
(2005). However, much remains in the form of unpublished material, (see Bibliography) 
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Like Nairne, Stephens first participated in EA as an unpaid ‘intern’ but, 

quickly sensing the value and novel, experimental nature of EA, he began 

to particpate and make creative contributions.  As is the case with several EA 

participants, and those involved with Demarco in the period 1972-1980, Stephens 

was approached for interview. In this case the request was declined, and Stephens 

stated:  

 

…everything which I have to say about Demarco is contained in the texts which 

I have sent you and I do not think that an interview would add anything 

substantive to that.  We have also had an extensive email correspondence in 

which I have set out further commentary about Demarco.   I have reservations 

about interviews as I feel that the spoken word can be decidedly deceptive and is 

likely to confuse rather than clarify thoughts set out in prose which have been very 

carefully considered.71 

 

In subsequent correspondence, Stephens added: 
 

I feel that I do not want to say any more about Demarco now.  My words on that 

matter have run their course.  Nevertheless, the importance of being part 

of Edinburgh Arts in 1974 and 1975 is demonstrated by the fact that I have written 

so much about it. 

 

I feel that a researcher such as yourself might be able to make some use of these 

texts and that is why I have been very happy to let you have all of them.  Now, like 

Prospero, I find that it is time to abjure all of that ‘rough magic’.72  

 

                                                        
71 Email correspondence with Charles Stephens, 22 May 2017 (see Appendix 12.0) 
72 ibid. 
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Although, at the time, Stephens’ response was disappointing, his 

observations regarding the written, versus the spoken, word transpired to be 

accurate. As is discussed in the Introduction to this study, few of the interviewees 

approached were able to offer coherent, analytical and considered observations.  

Some of Stephens’ thoughts on Edinburgh Arts have already been discussed 

in Chapter 2.0.  Elsewhere, he offers penetrating analysis of the function of EA, 

in particular the creative energy and practice that emerged as a result of teaching, 

as well as exposure to the artists whom Demarco gathered as a ‘faculty’: 

 

The art which was generated by the students and other participants in Edinburgh 

Arts did not restrict itself to refined discussion and contemplation, nor was it 

defined by a single discrete art object such as a piece of paper with marks on it 

or a moulded piece of wood or stone.  The aesthetics favoured by Edinburgh Arts 

participants cast doubt on the very meaning of such activities. The artistic practice 

sought to intervene directly in ‘ordinary’ life, to generate exchange and dialogue 

between individuals and to act as a means of transformation for those who make 

art and for those who meet what they make.73 

 

Stephens’ observations illuminate the profoundity of influence of artists, 

such as Beuys and Kantor, over Demarco’s pedagogical strategy.  The idea that art, 

or the creative act, was an intervention and therefore part of ‘ordinary’ life was 

surely at the core of Beuys’ beliefs. However, it is also clear that the ideas 

transmitted by Hudson, Neagu and many others, were part of an overall paradigm 

shift, current in the late 60s and early 70s, where the pre-existing norms of artistic 

                                                        
73 Charles Stephens, ‘From the Earth to the Sun: Richard Demarco & Edinburgh Arts ’72—’74’, 
Variant, No. 13, 1994, p.56 
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practice (as Stephens points out) were subject to rigorous challenge.  It is also 

worth noting Stephens’ comment that one aspect of the art-making process, 

which Demarco insisted was a collaborative process between individuals, was 

about the generation of exchange and dialogue.  In other words, the creative act 

was not solely about the outcome that led to the production of a traditional art 

object (in many ways this was a secondary consideration). The more significant 

aspect – and the true creative act – was, rather, concerned with process, and 

in the case of much of Edinburgh Arts, that process was about transformative 

development.  This was the essence of Demarco’s observation that ‘EA is about 

people first and art second.’74 

 

Stephens goes on to note that, 

 

The many letters received from participants in Edinburgh Arts often reveal an 

almost religious sense of personal awakening and growth. Edinburgh Arts acted 

uniquely in Britain at that time, as an arena for participation in a contemporary 

art which was too frequently reviled by its enemies or else castrated by its friends 

in the numbing atmosphere of white-walled galleries.75 

 

Such testimony, revealed in the copious archival material that partly forms 

the basis of this study, confirms Stephens’ view that, for many, the experience of 

                                                        
74 Thoughts on ‘Edinburgh Arts 73’ By Richard Demarco (In a letter to Sandy Nairne) (See Appendix 
7.0) 
75 Charles Stephens, ‘From the Earth to the Sun: Richard Demarco & Edinburgh Arts ’72—’74’, 
Variant, No. 13, 1994, p.56 
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EA was revelatory.  This type of reaction is typified by the case of EA student, 

Devorah Cutler76, who attended EA ’74, and who has commented: 

 

Ricky [Demarco] is a complex topic. I argue you cannot separate the vision from 

the visionary. He paints large and some are seduced by his charm, his sense 

of whimsy... but he truly is about allowing inspiration to plant itself in your 

imagination and to see how it grows. His love and kindness are legendary, as is 

his unfortunate knack for promising sometimes what he cannot always deliver. 

That is true for any leader, charismatic and flawed, as those among us who dare 

to dream for us... to support us to embrace a vision greater than ourselves and 

that can only be lived and 'acted' as a collective creating together. There is not 

fault, only belief that gets a fault line along its edges when tainted with 

disappointment and disapproval of its results. I think your advisors are reflecting 

the kind of disapproval of lack of focus that Ricky emblemises. Perhaps use their 

critique as a reflection of the larger premise – the issue of focus on the work or the 

man – how are they one? Can a school be a work of art?77 

 

Cutler’s experience of EA, which can best be treated as a kind of ‘case study’ is 

explored more fully below. 

 

In other writings and commentary, Stephens further discusses Demarco’s 

role as a teacher, alongside that of Beuys and Patrick Reyntiens. 

 

  

                                                        
76 Now, Devorah Cutler-Rubenstein. For CV of Devorah Cutler-Rubenstein see Appendix 33.0 
77 Appendix 13.0 Correspondence between Giles Sutherland and Devorah Cutler, September 
2018 
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4.7 The Road to Meikle Seggie 

The Road to Meikle Seggie is the title given by Richard Demarco for the journeys of 

creative exploration and discovery which he initiated and led, on the metaphorical 

‘road’ that weaves together the geography and cultures, past and present, of Western 

Europe, and, by extension, any journey which opens to the traveller unexpected 

intellectual vistas and the possibility of self-discovery and creative growth.78 

 

In preparation for an exhibition in Edinburgh’s Henderson Gallery in 1978, 

Demarco published a modest illustrated book, which he entitled The Road to 

Meikle Seggie. The title took its name from an extended metaphor that Demarco 

had developed over several years where he set out his aesthetic, spiritual, 

philosophical and pedagogical credo. The name came from a small farm, high 

in the Ochil Hills, a few miles from Milnathort, near the ancient border between 

the shires of Perth and Kinross. 

                                                        
78 The Demarco Digital Archive:  
www.demarco-archive.ac.uk/assets/222-
p1973_road_sign_meikle_seggie_milnathort_edinburgh_arts_1973p 
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Figure 105  

Front and back cover of the publication, The Road to Meikle Seggie (1978). The front cover shows a line 
drawing, in ink, in Demarco’s characteristic style, depicting the Salisbury Crags and Edinburgh Castle and, 
importantly, a path, known as the ‘Radical Road’. The Latin-based etymology of the term ‘radical’ derives 
from ‘root’ or ‘source’, an apt description of the metaphorical and physical beginnings of a journey. 
Demarco’s caption for the drawing reads “The Road to Meikle Seggie beginning at the Salisbury Crags, 
Edinburgh”. 

 

Meikle Seggie had once been a small rail-head which allowed brewing 

products to be transported further afield and had therefore represented a place 

of some strategic and economic importance. Signage in the nearby town of 

Milnathort, which Demarco had seen on several occasions previously, had piqued 

his interest. During a musical recital at Ledlanet Nights79, in 1973, he decided, on 

                                                        
79 The annual music festival, Ledlanet Nights, was initiated by the publisher John Calder and took 
place in his family estate, Ledlanet, which is situated a few miles from Kinross, Milnathort and the 
Meikle Seggie farm.  Of the event’s first year, Calder writes: “I was now preparing for my own mini-
festival, which I called…Ledlanet Nights. A Dunfermline printer produced a publicity brochure for 
me, designed by John Martin and I worked out all the logistics of the two-week event…I imitated 
Glyndebourne by having the interval in the middle…the opera was played in the hall…and the 
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whim to seek out the nearby Meikle Seggie, as Demarco notes, somewhat 

ironically, “...I just escaped from the opera, from the clutches of John Calder… 

nobody in their right mind would prefer this to Mozart…”80 

 

Demarco had assumed that Meikle Seggie was a place of some importance 

given the road sign.  

 

 
 

Figure 106  

The location of Meikle Seggie farm in the Ochil Hills, near Milnathort and Kinross 
 [Grid Reference: NO 10024 06288. GPS Position 56.24058, -3.45330,16] 

 

 

                                                        
action of Arnell’s comic work was played out at the bottom stairs …It was a light pleasant evening… 
(John Calder, Pursuit, pp. 258-259) 
80 Richard Demarco Interviewed by Giles Sutherland, 31 May 2012 
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Discussing the metaphor, Demarco notes, 
 

Discovering the Road was like opening a door beyond which lay the reality of my 

dreams of a world beyond the confines of the 20th Century.   It promised 

a landscape I would wish to define with pen and ink and watercolour.   Each bend 

and corner would be like another door opening up gradually more and more 

aspects of the landscape I had known in my childhood when every door and every 

road was an invitation to a mysterious space, forever desirable and forever new.   

It was the sacred threshold through which I had to pass which would reveal the 

space in which I would seek freedom from all restricting linear concepts of time.81 

 

The road, therefore becomes one of the central principles of Demarco’s 

artistic credo in that as an ‘ancient highway’ it can be seen, not only as a means 

by which people, goods, stock, armies, pilgrims, saints, and a host of others, move 

from one place to another, but also a holder or repository of, (as Demarco would 

see it), the ‘spirits’ or ‘souls’ of such presences. The road is at once a place, 

and a non-place, and in the case of the Road to Meikle Seggie, it moves through 

its landscape – undulating, curving, and hugging the land, full of corners, twists 

and turns and unexpected vistas and revelations. As such, it is the perfect 

metaphor for life’s journey and the journey of the artist, which Demarco was later 

to define in another extended essay, The Artist as Explorer. 

 

Demarco’s ‘discovery’ of the road to Meikle Seggie effectively took place 

between EA 72 and EA 73 and, although EA 72 had already included various forays 

and sojourns into the landscape and places furth of Edinburgh, Demarco was keen 

                                                        
81 Richard Demarco, The Road to Meikle Seggie, p. 3 
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to incorporate aspects of his new conception of the journey, effectively 

a pedagogic tool, into further manifestations of EA. 

 

Writing about the EA 74 and the road to Meikle Seggie, Charles Stephens 

notes, 

 

The evening before we took ‘the road to Meikle Seggie’, Demarco gave a talk, 

complete with slides. He seemed to be describing nothing more mysterious than 

a journey over the Ochil Hills from Milnathort to Dunning. The Ochils were the 

unspoilt uplands on the Kinross-Perth border that divided Loch Leven where Queen 

Mary had once been imprisoned, from Strathearn, which divided Lowland 

Scotland from the Highlands. They were only thirty miles from Edinburgh. 

As Demarco’s talk unfolded, it became clear that our lives were to be changed by 

a walk over the Ochils and that our path might take us, if we wished, to the Faerie 

land of Tir-nan-Og. Demarco began with pictures of the Scottish countryside and 

was soon telling us that its beauty was the gateway to the Platonic world beyond 

appearances. 

 

Early next morning we left Edinburgh in a red bus and a number of cars. The sun 

was shining brightly, the sky blue, the air fresh and cool. Just outside Milnathort 

we stopped beside a large old road sign. One of its branches pointed, without 

equivocation, to ‘Meikle Seggie’.  We started walking. Ten minutes later we came 

to a thick evergreen hedge from which a small sign with flashy stick-on letters 

protruded. The sign said ‘Meikle Seggie’.  Behind the hedge was a very modern 

bungalow which must have been built a number of years after the road sign was 

put up. There was no other sign of Meikle Seggie or what might have once been 

Meikle Seggie.82 

 

                                                        
82 Charles Stephens, Finisterre (unpublished memoir), 1992, pp. 31-32 
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Stephens’ observations raise several important points regarding 

Demarco’s ability to construct a story.  Demarco has the ability to imbue seemingly 

quotidian experiences and details that combine history, mythology, geography, 

literature, philosophy, the artistic avant-garde, fact, fiction and genius loci, 

and other facets, into a continuing, enthralling tale.  It is both specific and 

universal and, like all the best stories, it is inclusive and inspiring, as Stephens 

begins to describe. Demarco includes the historical fact of Queen Mary Stuart’s 

imprisonment in Loch Leven Castle (from 17 June 1565 to 2 May 1568), reference 

to the Celtic ‘otherworld’ of Tír nan Óg (land of the young) as well as Platonic 

philosophy, expressed in the Theory of Forms and Ideas.83  

 

 

Figure 107  

Road sign in the village of Milnathort, Kinross-shire showing directions to Meikle Seggie, Edinburgh Arts 
1973. The sign no longer exists.  
[source: www.demarco-archive.ac.uk/assets/222p1973_road_sign_meikle_seggie_milnathort_edinburgh_arts_1973p] 

                                                        
83 See Simon Blackburn, The Oxford Dictionary of Philosophy, pp. 138-139 
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There is an intimate relationship between Demarco’s writing style, his 

sense and practice of movement and travel, and his work as a visual artist.  

Demarco’s ‘discovery’ of the road was primarily a visual experience and one which, 

by necessity and definition he felt compelled to record and express in visual media.  

Demarco comments, 

 

…I could not find the words to describe my experience.  The words I did use 

are inadequate to describe an almost completely visual experience, but they 

help me to keep the visual memory of an unforgettable day in focus.84 

 

The drawings contained in the modest publication detail not only 

points on the actual, physical road around Meikle Seggie but also include 

studies, in and around Edinburgh, with titles such as ‘The Road to Meikle 

Seggie outside Monteith House Marked by the Fountain Well in the Royal Mile, 

Edinburgh’ and ‘The Road to Meikle Seggie at Lady Stair’s Close, Edinburgh’.  

 

                                                        
84 Richard Demarco, The Road to Meikle Seggie, 1978, p. 27 
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Figure 108  

Edinburgh Arts 73 participants on the Road to Meikle Seggie  
[source: www.demarco-
archive.ac.uk/assets/293p1973_edinburgh_arts_participants_the_road_meikle_seggie_scotland_edinburgh] 
 

The drawings also record Demarco’s idea of the extended journey across 

Scotland, and eventually, into the European continent: ‘The Road to Meikle Seggie 

leads to the Callanish Megalith’; ‘The Road to Meikle Seggie at Langhaugh, 

Peeblesshire’; ‘The Road to Meikle Seggie at Giurdignano Crossroads, Puglia’; The 

Road to Meikle Seggie Leading into the Temple of Ggantija, Malta’. 

 

Demarco describes the road to Meikle Seggie neither as place nor 

structure, but as a theatrical event, so that its temporal and metaphysical aspects 

are clearly as important, to him, as its physical attributes. 

 

The road to Meikle Seggie had proved itself to be a dramatic event indeed, 

my favourite form of theatre.    There are few 20th century refinements about it, 
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and virtually no traffic.   There are at this vantage point, where the road curves 

around a farm at a place called Middle Third, no signposts or road signs, so you 

know the age of the motor car has almost forgotten its existence ¾ it remains an 

ancient track through the hills; a cattle drovers' road, an 18th century highway 

which grew naturally from the landscape it traversed.   The Road to Meikle Seggie 

should not be limited to this age.  It does not fulfil the usual requirements of a 20th 

century road.   It is not for the 1970s traveller or modern concepts of progress.   

I wish to draw, with pencil and pen, its form, the line it already makes in the 

landscape - a living line made by man, not boastful or pretentious, but quietly 

confident with proper consideration for the most subtle movements of the rolling 

earth.   Even as I write it is changing as the hours creep forward to the full summer 

days. 85 

 

Characteristically, Demarco blends matter-of-fact detail and a poetic-

mythological vision in a prose style at once precise and colourful. It is an artist’s 

vision: landscape and place seen through the filter of intense aestheticism and 

inner feeling. Yet Demarco tempers his flights of fancy, anchoring the text 

to reality with reference to contemporary detail. This is the prose of the artist 

trained in design, illustration and mural drawing; it is the written equivalent of the 

precise, line-based drawing style that Demarco has so inimitably made his own. 

 

When Demarco made, what was then a diary entry, in the autumn of 1972, 

he was clearly planning the, then, embryonic EA 73: 

 

My mind is full of "Edinburgh Arts 73" ¾ it presents the same problems I have in 

making a drawing or a painting.  It is not a separate activity.   It will now include 

                                                        
85 Richard Demarco, The Road to Meikle Seggie, p. 37 
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I hope, this road, this line in nature which defines, draws, determines the character 

of Kinross-shire as the road bends, curves, climbs and dips, creating a link with the 

echoes of its own forms in dry-stone walls, in streams, woods and valleys. 86 

 

The road becomes not only the perfect metaphor for the journey through 

life, the means by which artistic exploration is determined and encountered, 

by the perfect tool for teaching, in its broadest sense.   Devorah Cutler observes, 

in relation to the process, and event, of the Road to Meikle Seggie: 

 

…at times his theatrical persona seemed to beckon us to come along, he was 

a combination of a moving lighthouse, a piped piper, a circus barker and a social 

scientist, forcing us to see what he saw.  And at times it did feel like we had 

to abandon disbelief as initially it felt like he was forcing a square peg into a round 

hole – look this road.  (um, it is just a road).  Look again. It is art.  You don’t see it.  

But you will.”  However, like Charles says, you went along scoffing or timid 

depending on your artistic orientation and along the way the painting that Ricky 

promised would come to life – the brilliance of an awakening to the ordinary being 

extraordinary, the smell of history and monument – perceived in a place -  this 

road, where past and present dove into a crucible, creating a divine possibility 

for our futures as artists and artists open to collaborate with the world.  I think 

the invisibility of his vision, what the potential was for the arts, the Scottish Arts 

Council, the gallery and Edinburgh as a hitching post for artists did get realized 

in each of the participant’s hearts and heightened agenda to do art as a path. 87 

 

                                                        
86 ibid. 
87 Devorah Cutler, Email correspondence with Giles Sutherland, September 2018 
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Figure 109  

Richard Demarco’s drawing of ‘The Official Road Sign in Milnathort to Meikle Seggie’, Richard Demarco, 
The Road to Meikle Seggie, (1978) p. 12 
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Demarco has further expounded on the underlying pedagogical philosophy 

of the Road to Meikle Seggie in that the idea becomes a way of focussing attention 

(of students or participants) away from the obvious centres of interest, defined by 

tourism.   

 

Meikle Seggie is the symbol of all the places where I take people for them to 

discover Scotland…or to discover Europe…discover Malta.  Malta has a capital 

called Valletta.  I get them out of Valletta as quickly as I can, and I don’t take them 

to the other historic capital, which is Mdina, which is just a little town.  I take them 

to the villages.  And each village has a different patron saint, a different festival, 

different saint’s day.  A different way of celebrating, singing, decorating.  They’re 

all artists.  So, I take Edinburgh Arts to certain villages where on certain days you’ll 

get… the whole village celebrating.   

 

So Meikle Seggie is so bloody simple…It was on the map.  It fell off the map and I 

put it back on.  The power of art…I put Meikle Seggie back on the map. If I had 

done nothing else, I’d done that. 88  

 

The analogy of putting these places ‘back on the map’ is an apt one, 

because it carries not only a literal sense but a figurative one. The energies of the 

‘art world’, as defined by Demarco, are mis-directed and it is only by re-directing 

these that the ‘true’ power, meaning and purpose of art can be re-discovered.  

 

Such beliefs, therefore, sat at the core of Demarco’s EA journeys in the 

years that followed. 

 

                                                        
88 Demarco-Richard-042-of-64-National-Life-Stories-Artists-Lives 
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… it’s not enough for me to draw Meikle Seggie or the road to Meikle Seggie.  I 

don’t draw Meikle Seggie, I draw the road to it. … Meikle Seggie is linked to heaven 

knows how many points on the map...89 

 

 

Figure 110 

Film-still from Devorah and Wendy Cutler’s film Edinburgh Arts 74: A Chronological Documentation 
showing the ‘10-mile’ sign near Meikle Seggie 
 

                                                        
89 ibid. 
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4.9  Reactions and Results 

There is an overwhelming plethora of archival material related to EA 73 

and 74, as, indeed, is the case in relation to all of Edinburgh Arts from 1972 

to 1980.  The material relating to each year amounts to many thousands 

of documents, not including the, as yet, uncounted and uncatalogued 

photographs, mainly taken by Demarco himself, which, it is estimated, amount to 

over 1,000,000 images.  There is, additionally, a sizeable number of audio 

recordings, in addition to those made by the British Library as part of its Artists’ 

Lives series. To this may be added various video and film recordings of events. This 

includes, for example, footage of Beuys’ Twelve-Hour Lecture during EA 73 

and Buckminster Fuller’s lecture at the Edinburgh Poorhouse, as part of the Black 

and White Oil Conference in EA 74.90  

 

However, because these lectures, for example, were major events 

in themselves, but formed only a small proportion of the overall structure of EA 

73 and 74, respectively, I have chosen to exclude a discussion and analysis of these 

here, and much else besides. The reasons for this decision relate to the amount 

of space available and the constraints of time; additionally, because the primary 

focus of this thesis is on the EA journeys themselves and the refinement of 

Demarco’s pedagogy, and not on the ‘static’ teaching events (lectures and 

seminars, in the more formal sense of the term), it seems reasonable to 

                                                        
90 At the time of writing (October 2018) there is no extant digital version of the film footage 
available. 
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concentrate on some of the more accessible and journey-related events, art-

works, reactions and results that EA offers. 

 

 

Figure 111  

Joseph Beuys 12-Hour Lecture: An Homage to Anacharsis Cloots, Melville College, Edinburgh. Edinburgh 
Arts 1973. (A cameraman, who is unidentified, extreme right) can be seen recording 
 the event.  
[source: www.demarco-archive.ac.uk/assets/54p1973_beuys_twelve_hour_lecture_edinburgh_arts_1973p 
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Figure 112 

Buckminster Fuller lecturing at the Poorhouse, Edinburgh, as part of the Black and White Oil Conference. 
Edinburgh Arts 1974. Joseph Beuys is in the audience (second row, middle, with hat). (A camerawoman, 
unidentified, extreme right) can be seen recording the event. 
[source:www.demarcoarchive.ac.uk/assets/1667p1974_buckminster_fuller_lecture_oil_conference_edinburgh_arts_1
974p] 
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4.9  Devorah Cutler 

In addition to the vast corpus of official and publicly available archival 

material, it has also become apparent in the course of this study, that in many, 

if not nearly all, cases, those attending EA (students, participants and ‘lecturers’ 

or ‘faculty’) have a wealth of memories and impressions of EA, as well as private 

archival material in the form of photography, artworks, notebooks, journals and 

sketchbooks. Some have expressed a willingness to share this material as primary 

research material for this study. However, logistical issues – not least the fact that 

the great majority of EA students were based in, and continue to reside, in North 

America – have made accessing this material difficult, if not impossible.   

 

In view of this, I have determined to present what amounts, in effect, 

to a case-study of a small number of EA students or lecturers, from some of the 

EA summer-schools. In this case, I have interviewed Devorah Cutler. 

 

Devorah Cutler (b.1953), who attended EA 74 with her sister Wendy, 

entered into voluminous correspondence with RDG staff in the months preceding 

the start of EA 74 and continued to maintain contact, with Demarco and others 

after EA 74 had concluded.  The Cutlers had undertaken, in collaboration with 

Demarco, to complete a feature-length documentary of EA 74 and much of the 

subsequent correspondence relates to this.  The film was in part funded through 

a scholarship through the Scottish Arts Council and the Demarco Gallery, and by 

the Cutlers themselves. The shooting for the film was done during EA 74 between 
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18 July and 26 August 1974. Much of the editing and post-production was 

completed subsequently, in Edinburgh (Devorah and Wendy Cutler remained 

in the city for some months after EA 74).  Additional work was done on Devorah 

Cutler’s return to Los Angeles.  Both sisters collaborated on the script 

and commentary, with Demarco, who also provided the voice-over. The film was 

titled Edinburgh Arts 74: A Chronological Documentation.91 

 

Ideas for the film evolved over time. The initial pitch (also copied to Murray 

Grigor’s VIZ Films)92 – a ‘Pilot Proposal for Documentary Film Edinburgh Arts 1974’ 

– was set out in a preliminary document: 

 

PURPOSE:  1. To record Edinburgh Art ‘74 

2. To promote interest in the International Festival in Edinburgh 

3. To draw attention to the symposium of artists, students, and 

Fringe activities held through the Demarco Gallery – recruiting 

information for future Edinburgh Arts 

AUDIENCE: Press, general public, schools in the States and on the Continent 

as visual aid to Richard Demarco’s lectures on the Edinburgh 

Festival.93  

 

The film was an ambitious project, given the fact that at the time Cutler 

was twenty-two and an undergraduate at California Institute of the Arts. As well 

                                                        
91 Edinburgh Arts 74: A Chronological Documentation is available at https://vimeo.com/289522929. 
Password: 1930rickydemarco 
92 Murray Grigor (b. 1939). Filmmaker and writer. Grigor collaborated with Demarco on a number 
of occasions and was a lecturer on Edinburgh Arts. Grigor’s documentary film, Maltamour (1973), 
about daily life in Malta, made in collaboration with Mark Littlewood, Eduardo Paolozzi and 
Michael Spens, was shown on 23 and 34 August 1975, as part of EA 75. 
93 See Appendix 16.0 Devorah Cutler – Pilot Proposal for Documentary Film Edinburgh Arts 1974 
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as shooting material for the proposed film, Cutler also participated in the wide 

range of activities, trips and lectures that EA 74 offered, which included courses 

at the Universities of Stirling and Edinburgh where the sisters studied playwriting, 

dramaturgy and Scottish theatrical tradition. They also worked with the folklorist 

Alie Munro, including the transcription of a Hebridean waulking song which Munro 

had recently collected.  Other activities included taking part in the performance 

of Phil Hitchcock’s A Rat Trap, staged in the Poorhouse, with a cast that included 

Charles Stephens, Mark Francis, Sally Potter and Jacky Lansley.  In total, the six-

week EA 74 course involved each of the Cutlers in over 600 hours of academic 

study and artistic creativity, journeys and other sojourns. 

 

The film itself, which was eventually screened on Grampian Television, is in 

two parts, although the second was not completed. The first runs to 35 minutes 

and combines both standard documentary techniques and experimental methods.  

Demarco’s commentary, via voice-over, offers some thoughts on EA 74, although 

the scripts is often left wanting (“…Edinburgh – it’s a city full of monuments and 

fine buildings…”94).  The film itself, via various interpolated captions (written by 

Charles Stephens), describes EA 74 as:  

 

…a time to re-evaluate the need to make art. It was a workshop. It was a test in 

abandoning the obvious student/teacher apprentice/master relationship. It was 

about the ability to respond as an individual and as a group. It was about hard 

                                                        
94 Edinburgh Arts 74: A Chronological Documentation  (07:25) 
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work. Finally, it was about what was seen and what was done with what was seen 

in 934 hours of a scheduled journey in Scotland of 830 miles.95 

 

 

Figure 113  

A still from the film Edinburgh Arts 74: A Chronological Documentary showing the Road to Meikle Seggie. 
The film’s caption reads: ‘Meikle Seggie: The road from nowhere to nowhere. A winding, narrow path that 
exists topographically, though not on any map, for ten miles’ 

 

The film does, however, offer an impressionistic vision of EA 74, with 

multifarious activities and diverse participants, although, occasionally, it descends 

into bathos where Demarco, dressed in high-heeled shoes and deer-stalker hat, 

beckons to anyone who appears to be listening, to follow him hither and thither 

through Edinburgh’s closes and various landscapes. 

                                                        
95 Edinburgh Arts 74: A Chronological Documentation  (03:02) 
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Figure 114  

A still from the film Edinburgh Arts 74: A Chronological Documentary showing Richard Demarco in one of 
Edinburgh’s closes. Demarco commentary observes: “ There was a walkabout, naturally…people discovered 
once again what it was like to be pedestrians in a city that was built for pedestrians…a city that had to be 
explored to be understood…and so I invited people to come with me into those small and secret spaces that 
are hidden from most visitors…I was not inviting anyone to be a tourist…there was work to be done…things 
to be seen for the first time…we discovered the spirit that was Europe…” 

 

Explaining, subsequently, the objectives of the project, Cutler explains, 

 

The goal of the film was to capture moments as an experimental documentary 

of the community of artists – what we were creating, the journey together 

and how we were changed by and changing the environment that was changing 

us – the creating of a film was to capture us creating in the moments that were 

the summer of 1974 on the way to presenting at the festival. 

 

… My lens gave me some distance while it was happening.  It gave me a purpose.  

It distanced me in some ways from the group, but at the same time gave me an 
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intimate view into what we were doing.  Strangely, it does not feel that intimate 

when I see it now. 96  

 

Cutler’s role was therefore two-, or even, three-fold: to direct the film and 

to operate the camera, but, as a participant in EA 74, she was also involved in many 

of the events she was attempting to record.   The near impossibility of the task, 

involving multiple participants in multiple locations (with Demarco as ‘circus-

barker’, as she describes his role) is reflected in the fragmented narrative and 

impressionistic juxtapositions that the film portrays. 

 

As well as walking journeys through Edinburgh’s medieval townscape, and 

another onto Arthur’s Seat, the film documents and to some extent analyses the 

Bicycle Happening,97 which Demarco, in the film, describes as defining “…the 

business of walking in these extraordinary Georgian crescents…it took Doug Hales 

of the Chicago Art Institute to love them and understand in this way...”. 98 

 

Wendy Cutler observes that “…when Doug Hales and I spoke about filming 

this event we imagined a relationship between the silent claps on the screen and 

the windows in the crescent. Windows create a rhythm in the architecture, much 

                                                        
96 See Appendix 15.0 Devorah Cutler Edinburgh Arts ’74 – Email to Giles Sutherland 23-10-2018 
97  The performance work included Valerie Breaux (Philadelphia College of Art), Wendy Cutler 
(California Institute of the Arts), Diane Drey (Minneapolis College of Art and Design), Barbara 
Bouska (Minneapolis College of Art and Design), Cheri Gaulke (Minneapolis College of Art and 
Design), Goldie Sandman (Boston Visual Art Union)  and Douglas Hales (Chicago Art Institute). 
Locations: Warriston Crescent and Saxe-Coburg Place, Edinburgh 
98 Edinburgh Arts 74: A Chronological Documentation 
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like that of clapping hands.”99  Hales himself wrote that “…the ritual path and the 

processional route: these might provide an alternative to the picture as a way 

of communicating a spatial experience…”100 

 

 

Figure 115  

A still from the film Edinburgh Arts 74: A Chronological Documentation showing Douglas Hales (Chicago Art 
Institute) [Centre] performing Bicycle Happening, Warriston Crescent, Edinburgh.  

 

Other Edinburgh Arts events addressed by the documentary include a visit 

to H.M. Prison Barlinnie Special Unit where Jimmy Boyle (who could not be filmed 

recognisably) discusses his day-release, achieved through the auspices of Joyce 

Laing, Demarco and others:  

                                                        
99 ibid. 
100 ibid. 
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I think it’s wonderful. In fact, ‘wonderful’ doesn’t explain it. It’s so intense. It’s so 

moving. My eyes are thirsty… for ordinary things…people walking about 

the shops…side by side. They are taking freedom very much for granted. They are 

the things I never see…and I miss in here…Eighteen months ago I was lying 

in a cage with no hope, no future…here I am, so who the hell dictates that I 

shouldn’t have a future…? 101 

 

 
Figure 3 

Jimmy Boyle (centre) with Phil Hitchcock (left) and Jane Whittaker, and two unidentified Barlinnie Prison 
officers. Boyle was on day-release from the Special Unit in order to attend the exhibition Scottish Prisoners’ 
Art which was being held at RDG during Edinburgh Arts 74 
[source: www.demarco-archive.ac.uk/assets/6155p1974_jimmy_boyle_group_forrest_hill_edinburghp 

 

Cutler recalls that the film “had some major mistakes in the speed in which 

it had to be shot.”102 She also observes the aesthetics of the project were, in part, 

                                                        
101 ibid. 
102 ibid. 
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determined by the technical and experiential limitations within which she was 

working: 

 

…make your limitations your aesthetic” is something I always say to myself… to 

justify my mistakes ha ha… but every artist I know discusses the path of an art 

work changing due to mistakes… It was through this naiveté about the form, that 

the style of the film, de facto, was realized. 103 

 

Cutler’s experience of EA 74 was perhaps atypical in that she has left a body 

of work which is accessible, and substantial. This is not to undervalue, nor mis-

represent, the contribution of her contemporaries; it is, rather, to discuss and 

analyse a major project that extended beyond the temporal confines of the six-

week period over which EA 74 unfolded. The film, therefore, represents both a 

document, and impression, of the entirety of one student’s experience of a novel, 

experimental and life-changing pedagogy. 

 

Because EA 74, in collaboration with The University of Edinburgh, operated 

a credit-based system, designed to attract North American students (an idea 

borrowed from Aegina Arts, but extending back to US universities’ Study Abroad 

programmes from the 1920s onwards) Demarco, and others involved in the EA 74 

project were required to submit reports to the students’ home institutions, by way 

of official documentation and assessment, so that North American university 

and college credits could be awarded.  

                                                        
103 ibid. 
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John McRae (b. 1939)104, who is listed in the Edinburgh Arts 1974 

Catalogue as a ‘participant’ from Nottingham University, was responsible for 

providing assessment reports for some of the EA 74 students, including Cutler. 

McRae refers to Cutler’s Edinburgh Arts ‘74 documentary and noted that she,  

 

…contributed a very great deal to the company’s work: she acted Eve (in several 

guises), she was an excellent camera-woman, editor and technician… and she was 

constantly contributing ideas on improvisations, on exercises, and on the script of 

the final production. Her intelligence and sincerity stood out in group discussions 

and I think she must bring to mind the maxim ‘the more one puts in, the more one 

gets out’ – she certainly puts in a very great deal and seemed to be rewarded 

accordingly. 105 

 

Demarco himself was equally positive about Cutler’s contribution and his 

report has the hallmark of sincerity, a quality not always present in his assessment 

of artists, and their work, which were often characterised by hyperbole and 

inaccurate, over-effusive observations.  

 

                                                        
104 Prof. John McRae is “known around the world for his work in language and literature. He is a 
published poet and theatre director as well as a scholar and teacher. His numerous publications 
include a wide range of academic monographs and textbooks, as well as edited collections and 
editions. His main research interests are in stylistics, and the interface between literature and 
language in second language pedagogy.” 
[source:www.nottingham.ac.uk/english/prospective/distancelearning/englishstudies/teachingstaff] 
105 Report by John McRae on Devorah Cutler, Edinburgh Arts 1974. See Appendix 16.0 Selected 
Correspondence between Devorah Cutler and Richard Demarco & Edinburgh Arts Staff 1974-75 
[source: GMA: A37/2/86/7]. Edinburgh Arts 74: A Chronological Documentation is referred to by 
McRae as the ‘Kelpies’ film. 
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Demarco notes that Cutler, “proved to be the ideal of the Edinburgh Arts 

74 student and participant…”106 and continues, 

 

As she accepted the enormous task of making a documentary film on Edinburgh 

Arts, she could have quite rightly decided not to be as deeply involved as she 

obviously was in the theatre workshop, and in the heavy programmes of lectures 

and academic study arranged by The University of Edinburgh. Her film directing 

revealed a natural talent for the use of the medium in a difficult time and space 

where there was no time to allow for serious mistakes to be rectified…She is 

undoubtedly a perfectionist and her decision to continue working on the film for a 

period after Edinburgh Arts had ended, was typical of the high standards she 

always set herself in artistic activity. 107  

 

Demarco concludes the EA 74 assessment submission by noting, “I 

recommend that she be awarded 15 studio credits out of a possible maximum of 

15…”108 

 

Cutler was less effusive about her own contribution and achievement in 

relation to the film, in particular. She notes various production details, such as 

equipment, dubbing techniques and the use of field interviews, and recordings, 

and comments, in the official Student Experience Report, submitted to California 

Institute of the Arts: 

 

                                                        
106 Report by Richard Demarco on Devorah Cutler, Edinburgh Arts 1974, See Appendix 16.0 
Selected Correspondence between Devorah Cutler and Richard Demarco & Edinburgh Arts Staff 
1974-75 
[source: GMA: A37/2/86/7] 
107 ibid. For the full programme of Edinburgh Arts 74, see Appendix 17.0 
108 ibid. 



Giles Sutherland                                                                                                                                            Chapter Three 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1973 & 1974 

 

 361 

From July 16 to December 2, 1974 I was engaged in the making of a Super 8-sound 

documentation of the Edinburgh Arts 74 Summer School activities and Oil 

Conference in Scotland in Association with the 1974 Edinburgh Festival…Mainly I 

was re-united with my intuition in a daily trial and error feedback situation. My 

most immediate, ruthless non-intellectual decision, followed closely with a pair of 

scissors in editing, was 85% the correct decision. Ricky’s trust of my aesthetic, my 

judgement in the cutting and shooting of the film with a minimum of 

direction…gave me the freedom to really explore the medium of Super 8. I worked 

well with Ricky…I met him when I could – in cars going from or going to, late at 

night burning Gallery lights into the “wee” hours of the morning… in the short time 

we had our sensibilities meshed…his eye as draftsman and painter and my eye of 

similar training seemed to agree.  I don’t feel completely satisfied with this film. 

For Ricky it is a pilot documentary to be used in conjunction with the United States 

tour (recruiting for Edinburgh Arts 75) and as a statement and record of Edinburgh 

Art 74. Because of my involvement with the theatre workshop, I was not able to 

document with the completeness or ingenuity I would have liked to have brought 

to the film. 109 

 

Discussing the lasting impact of her experience of EA 74, Cutler 

acknowledges the profound impact that the experimental pedagogy, artistic 

freedoms and ethos of hard work and dedication, that the summer school had on 

her future career:  

 

…he [Demarco] was so influential. My entire life would not be what it is if I hadn’t 

had the EA experience. I would not be pursuing the kind of art I am pursuing and 

be as passionate about the connected community of artists if not for Ricky 

Demarco… His mythic leadership often felt like if you drank the coolaide you’d be 

enraptured, and most of us were thirsty enough for culture, history and the social 

                                                        
109 Devorah Cutler, California Institute of the Arts, Student Experience report, November 12, 1974. 
See Appendix 16.0 Selected Correspondence between Devorah Cutler and Richard Demarco & 
Edinburgh Arts Staff 1974-75 [source: GMA: A37/2/86/7] 
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experiment he proposed we fell in stride with Ricky’s fanitastical voyage.  The pace 

is what I recall most.  That is why the moments of silence, where art and time 

stood still, have left such an impression.  He did leave spaces for silence for us to 

integrate what we were taking in, but they were few and far between.110 

 

From the experience, and testimony, of EA participants such Charles Stephens and 

Devorah Cutler, it is clear that Edinburgh Arts had a lasting impact on their future 

lives and thinking. Stephens writings, and the Cutlers’ film show (rather like the 

landscapes observed by Demarco on his ‘discovery’ of the Road to Meikle Seggie), 

how the intellectual vistas offered by EA were like doors opening and that ‘every 

road was an invitation to a mysterious space, forever desirable and forever new’. 

 

                                                        
110 Devorah Cutler, emails to Giles Sutherland, 26 September & 23 October 2018  
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Figure 117 

Page 39 of the Edinburgh Arts 1974 Catalogue showing a photograph from Phil Hitchcock’s A Rat Trap. The 
text reads: “Paintings by Francis Bacon become part of the Penthouse décor;/ A performance includes a 
lobotomy, and the audience is only bemused;/Is this the response the artist intends to provoke?/Or, in so 
far as society is concerned;/Is the contemporary artist only tap dancing in an empty room?/If the artist now 
plays a peripheral role in altering the perceptions/ Of his society, then what alternatives are open for his 
playing a/ more central role?” Note Edinburgh Arts 74 logo on top right.  The catalogue (full title:  The 
Richard Demarco Gallery Edinburgh Festival 1974 Edinburgh Arts Exhibitions and Events) was edited by 
Mark Francis and designed by Tom Ockerse 
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Figure 118  

Devorah (facing camera) and Wendy Cutler editing the Edinburgh Arts 74 documentary (location unknown). 
[source: www.demarco-archive.ac.uk/assets/1396p1974_wendy_devorah_cutler_edinburgh_arts_1974p] 

 

 
Figure 119 

Detail from Edinburgh Art 1974 Catalogue (page 27) showing the Cutler sisters, Wendy and 
Devorah. Photographs (left) show Wendy Cutler, with video camera, and in inset (photographs by 
Robert Sherbow, University of Maryland). The photograph (top right) shows Cutler, right and James 
(Jamie) Blevins (left), a student from Cleveland State University, next to black taxi cab, outside 
Merchiston Castle, Edinburgh. 
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Figure 120  

A contact print strip from Edinburgh Arts 74 (photographer unknown – possibly George Oliver). Devorah 
Cutler and Richard Demarco are shown in print no. 10 

 

 
Figure 121  

Detail of Figure 120. 
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In conclusion it is possible to note the success of EA 73 and EA 73, not only as 

successful pedagogic exercises but as a series of profoundly stimulating and 

artistically important undertaking, the consequences of which are yet to be fully 

understood and analysed. Demarco was able to gather a diverse range of experts 

in a variety of disciplines and to engage their wide-ranging experiences which 

involved the EA participants at multiple levels, including the idea of co-teaching 

and co-learning, emphasising the reciprocity of the teaching and learning 

experience. The inclusion of Beuys and Buckminster Fuller, as ‘faculty’ clearly 

emphasised the Beuysian dictum that teaching is a work of art. By extension, its 

reciprocal function, learning, could also be defined in this way. 

 

In the following chapter I will focus on Edinburgh Arts 75 and, in particular, 

the work of the late Polish artist Barbara Kozłowska, who made two linked 

performance artworks (in Malta and Lewis). The chapter also extends the 

understanding of the journey as means of peripatetic pedagogy and suggests that 

the idea of the journey can be made intellectually, in the case of the prisoner 

Jimmy Boyle, with whom the EA 75 participants maintained contact and 

collaborated. 
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5.0  CHAPTER FOUR  EDINBURGH ARTS 1975 
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5.1  Introduction 

By 1975, Edinburgh Arts had evolved from a partially ‘static’ and partly 

mobile summer school, to an almost wholly peripatetic affair – ‘the university 

under a tree’, as it has been described on many occasions, by Demarco. The 

reasons behind this gradual evolution were practical, as well as philosophical and 

pedagogical. In 1974 Demarco was forced to vacate his gallery premises in 

8 Melville Crescent, Edinburgh (a three-storey town-house with basement) and 

move to temporary premises in nearby Great King Street.  

 

 

Figure 122  

Richard Demarco in his office in The Richard Demarco Gallery, 18a Great King Street, Edinburgh, 1974 
[source: www.demarco-archive.ac.uk/assets/5896-p1974_richard_demarco_rdg_edinburghp] 

 

The Great King Street premises were in a cramped basement, wholly 

unsuited to the kind of expansive exhibitions, and other events, that Demarco had 
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become accustomed to hosting.   Demarco had, by this time, made use of a range 

of other venues in order to host aspects of EA, including the Edinburgh Poorhouse, 

Melville College, The Universities of Edinburgh and Stirling, as well as many 

country houses, artists’ studios, village halls, pubs, hotels  – and other public 

premises –  as well as a multitude of outdoor fora. All of these became, under 

Demarco’s direction, places of learning, discussion, exploration and creativity.   

 

 
Figure 123  

Exhibition Aspects 75 private view card  
[source: http://www.demarco-archive.ac.uk/assets/9674-
1975_announcement_private_view_card_aspects_03975_exhibition_contemporary_yugoslav] 

 

By 1975 the RDG had again moved premises, to Monteith House, on the 

High Street in Edinburgh.1 Although the building was not of the scale and 

versatility of the Melville Crescent location, it did afford the possibility of hosting 

larger scale exhibitions and events such as seminars, performances, and symposia.  

                                                        
1 Such moves became a regular aspect of the RDG and its subsequent incarnations, the Demarco 
European Art Foundation and The Demarco Archive. Other premises included 32 High Street, 
Edinburgh; 8 Jeffrey Street, Edinburgh; Blackfriars Church, Blackfriars Street, Edinburgh; St Mary’s 
School, Edinburgh; New Parliament House, Edinburgh; Skateraw, Dunbar; Craigcrook, Castle, 
Edinburgh; Summerhall, Edinburgh. 
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Among the exhibitions that took place in 1975 was the ambitious Aspects 75, 

which featured the work of over fifty artists from all 8 regions of Yugoslavia.  

Among the artists were Marina Abramovic (b.1946), at that time, a relatively 

unknown teaching assistant in the Academy of Fine Arts in Belgrade.   As was the 

case with Atelier 72, Aspects 75 fell outside the official period of Edinburgh Arts 

75 (June-August 1975).  However, it clearly remained an important part of 

Demarco’s expanded pedagogy in that he facilitated EA students’ direct access to 

practising artists and thus encouraged the exchange of ideas and the free-flow of 

information. The exhibition From Hagar Qim to Callanish (the EA 75 exhibition) 

ran during the Edinburgh Festival period and partially overlapped with other 

aspects of Edinburgh Arts 75. 

 

EA 75 and EA 76 shared many common points, in particular the multi-

layered, multi-participant, staged journeys from Malta to northern Scotland. As 

well as sharing various venues, and sites (such as Hagar Qim in Malta; Milan, 

Venice, Varese, Florence, in Italy – as well as multiple locations in the British Isles) 

EA 75 and EA 76 involved some of the same participants. As well as Demarco 

himself, these included Gabriella Cardazzo, Jane and Rose Chisholm, Marie 

Claridge, Jenny Condie, Richard England, David Jansheski, Paul Neagu, Count 

Giuseppe Panza di Biumo, Carlo Pezzoni and Clare Street.  The EA 76 route, 

through Europe differed from EA 75, in that it included a section through France, 

from Nice and Monte Carlo, to Brittany; while the Italian section included Sardinia.  

The section involving the British Isles, also took in Wales, while the remainder of 
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the journey also encompassed the Republic of Ireland, as well as Scotland.  The 

journey, of EA 75 and EA 76,  

 

…sought out points of energy defined by stone circles, as megalithic lunar 

observatories, monoliths, burial mounds, standing stone alignments, roman 

settlements, Renaissance cities, medieval churches, cathedrals, and abbeys as 

well as the studios of artists, art schools, art galleries and private collections of 

contemporary art. 2 

 

As well as these ‘points of energy, individuals, collections and civic spaces, 

both EA 75 and EA 76 emphasised a trans-temporal, as well as trans-spatial 

exploration that “…investigated the time-space of mythology…”3 

                                                        
2 A Journey from Hagar Qim to the Ring of Brodgar, p.1 
3 ibid. 
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Figure 124 

The Edinburgh Arts 1976 publication, From Hagar Qim to the Ring of Brodgar (p.2) showing the route 
 of the journey from Malta to Italy, Sardinia, France, England, Wales, Ireland and Scotland. 
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The journeys, on both occasions, resulted in significant exhibitions 

involving both ‘staff’ and ‘students’, again demonstrating Demarco’s philosophy 

that there should be no false or arbitrary distinction between those who were 

taught and those did the teaching. In other words, teaching and learning were, for 

Demarco, inextricably linked and part of the same process.  

 

 

Figure 125 

The Old Fruitmarket building in Market Street, Edinburgh – venue for the exhibition From Hagar Qim to 
Callanish (1975). The RDG Exhibitions Officer, Anne Goring is standing, left.  
[source: www.demarco-archive.ac.uk/assets/1520-p1975_from_hagar_qim_callanish_edinburgh_arts_1975p] 
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Figure 126  

Detail of Edinburgh Arts 75 catalogue To Callanish From Hagar Qim (p. 44) The map, diagrams and 
annotations, by Richard Demarco, were given to EA 75 participants as part of the preparatory reading 
material for the journey. 
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The EA 75 exhibition, From Hagar Qim to Callanish, was held in Edinburgh 

during the International Festival in the Old Fruitmarket.  As a precursor to Aspects 

75, Demarco and the Edinburgh Arts 75 participants, had met with a group of 

Yugoslav artists in the hilltop town of Motovun in central Istria, near the Italian 

border and the city of Trieste.4 Demarco typically described such meetings as 

‘dialogues’ and is recorded by Demarco in a diary entry as “By bus from Venice to 

Motovun in Istria for dialogue with 14 Yugoslav artists.”5  The ‘dialogue’ formed 

the core of the From Hagar Qim to Callanish exhibition in that the EA 75 

participants showed their work alongside that of the Yugoslav artists, and others 

such as Richard England, Manuel Chetcuti and Gabriel Caruana.6 

 
As with Edinburgh Arts in previous years, there was, in 1975, little in the 

way of sustained, critical and analytical engagement with the scope, depth and 

complexity of what Demarco was attempting to achieve.  Charles Stephens was 

one of the few who appeared to have a comprehensive grasp of Demarco’s 

strategy and vision, and, as an EA 75 participant and contributor, his writing, 

explored previously, is immensely valuable in this respect.   

                                                        
4 The date is given as Sunday 6 July 
5 To Callanish From Hagar Qim catalogue p.75 
6 The To Callanish From Hagar Qim catalogue from 1975 (‘An Exhibition Documenting a Journey 
Involving One Hundred Artists’) lists the following participants: Richard England, Manuel Chetcuti, 
Gabriel Caruana, Charles Camilleri, Richard Whall, Jimmy Boyle, Paul Neagu, Gabriella Cardazzo, Peggy 
Stuffi, Anselmo Anselmi, Guido Sartorelli, Paolo Patelli, Piccolo Silani, Giani Khian, Cioni Carpi, Guiseppe 
Chiari, Robert Cargill, Howard Walker, James McGlade, Michael Peel, Tom Ockerse, Robin Crozier, John 
Borg Manduca, Charles Stephens, Slobodan Dan Paich, Tatiana Stolpovic Paljic, Ben Vautrier, Helena 
Dwornik, Denis Bolohan, Christina Rudloff, Fred Stiven, Jean le Gac, Barbara Kozłowska, Zbigniew 
Makarewicz, Pat Martin Bates, Will MacLean, Ruth Beer, Susan Mead, Bryan Macdonald, Jim Sajovic, 
Jane Chisholm, Rose Chisholm, Jackie Stignant, Diane Fitzgerald, Tina Chaden, Deborah Haggard, David 
Jansheski, John Thomas, Irma Channing, Andrew Drummond, Nick Mozak, Tim Dalton, Arthur 
McDonald, Teresa Kelly, Kevin Roberts, Victor Tawil, Tony Gell, Martin Russell, Ruth Lemming. 
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Another commentator was Cordelia Oliver, a long-standing and loyal 

supporter, who used her position with the, then, Manchester Guardian, to 

comment on, analyse and publicise Demarco’s activities, including Edinburgh Arts.  

Writing about the exhibition at the Old Fruitmarket, Oliver observed, of EA 75, 

that, 

 

 …Gradually it has come to enshrine the idea of a journey or rather a pilgrimage 

(since Demarco is nothing if not a missionary) of eager spirit paying homage to 

the sources of art.  Some go all the way from start to finish; others, among them 

artists, historians, experts of all sorts, meet the caravan at various points, like 

pedlars with something valuable to offer as well as something to gain. 7  

 

Oliver goes on to note, further:  

 

The object this year has been to experience at first hand certain special places 

where art, architecture and science may have had their common origin in activities 

of vital importance for early communities. Not only that, but to experience also 

something of the long revolution of Western art and architecture. The journey 

from Hagar Qim (most ancient of Maltese temples built to frame the solstice 

sunrise in its masonry) through Renaissance Europe to Callanish, the great stone 

circle in the Outer Hebrides) is recalled in a diversity of student document, creative 

and otherwise…8 

As an exhibition it is far from easy going, if only so many of the exhibits seem 

private, which is to say that they seem more like notes for future work than 

anything else.   But for the transmitted sense of excitement and discovery, and 

because the best things suggest sensitive probing intelligence at work, it is 

certainly worth a visit. 

                                                        
7 Cordelia Oliver, ‘Edinburgh Arts’ The Guardian, September 8, 1975 
8 ibid. 
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Nearby in the new Demarco Gallery in Monteith House in High Street, is more 

substantial work by some of the artists involved in Edinburgh Arts. From Paul 

Neagu, for example (who creates more or less as he breathes, continually) there 

is a wall of drawings and a series of stripped, bleached forked branches, striding, 

stretching, hanging like nude athletes. From Fred Stiven and Will Maclean there 

are several boxed objects, utterly dissimilar except for the fact that they combine 

immaculate craftsmanship with a sense of marine mystery and magic. From Tom 

Ockerse there is the cut-up map of a journey, each fragment twinned with the 

corresponding photograph of reality; and from Anselmo [Anselmi] a wall-wide 

undulating paper scroll like an emotional temperature-chart recording the 

Maltese experience. 9 

 

 
Figure 127  

Cordelia Oliver, ‘Edinburgh Arts’, The Guardian, September 8, 1975. [source: GMA A37-2-105-18] 
 

It is worth recording Oliver’s experiences at some length, because they 

offer a first-hand overview of an event when little other objective analysis 

appeared elsewhere. Journalism is often described as the “first rough draft of 

                                                        
9 Cordelia Oliver, ‘Edinburgh Arts’ The Guardian, September 8, 1975 
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history”10 and Oliver’s critique may well, therefore, be regarded as the first part of 

an art-historical process.   

 

 
Figure 128 

Invitation to the exhibitions To Callanish From Hagar Qim at Monteith House and 1 Market Street  
[source: GMA A37-2-105-18] 
 

Oliver’s observation that the items in the exhibition “...seem more like 

notes for future work than anything else…”11 is telling, and this aspect is reflected 

in the catalogue illustrations and reproductions.  Part of the reason for the 

exhibited works’ impressionistic, rough or sketch-like appearance lies in the fact 

that they were, as often as not, created in situ as direct emotional and visceral 

responses to the environment that inspired them. (The current term, ‘site-

specific’, does not wholly describe the nature of the works, although it helps to 

define their origins and locus as having been created in, and referring to, a 

particular place). 

                                                        
10 The phrase was used in 1963 by Philip Leslie Graham (1915-1963), publisher and co-owner of 
The Washington Post, although it had been used previously (in 1943) by the journalist Alan Barth 
(1906-1979). 
11 ibid. 
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Sometimes the works were collaborative (such as those made by the 

Chisholm sisters, Rose and Jane) and it must also be borne in mind that the artists, 

many of whom were undergraduates, did not have recourse to the comforts and 

amenities of fully-functioning artists’ studios. These were works made, literally, en 

passage, and often reveal their genesis, in the form of found materials, sketches, 

cyphers, hieroglyphs, jottings, post-cards, detritus, written notes and other types 

of ephemera.  

 

As well as the various staged journeys (and the multiplicity of events, 

happenings, meetings and interactions that took place during these) and the 

double-venue exhibitions, Demarco also mounted an ambitious symposium, 

describing it in the following terms:  

 

…a truly international gathering which extended far beyond the works of art in 

Scotland to consider major problems in visual artists [sic], no matter where they 

are working in a 20th century society which does not seem to know how to make 

use of the language of the visual artist, particularly in the world of education at 

school level. 12 

 

The symposium addressed some of the main issues raised by the EA 75 

journey and as such served as a summary, coda, and route map for future action 

and events.  The symposium was, therefore, a major component of Demarco’s 

                                                        
12 Symposium Report: ‘Under the Aegis of Edinburgh Arts 75 The Demarco Gallery sponsored a 
symposium entitled To Callanish from Hagar Qim’, reproduced in the EA 75 catalogue To Callanish 
From Hagar Qim, p. 40. (For full text of the report, as reproduced and quoted here, see Appendix 
18.0 EA 75 Catalogue Symposium Report, p. 40) 
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educational philosophy in that it provided a forum for discussion in a discursive 

and provocative setting. The symposium allowed free-flow of ideas which ranged 

well beyond the geographical facts of the journey itself and addressed educational 

reform, the influence of ancient Celtic culture on contemporary art and “The future 

working and space for artists in relation to the significance of Callanish.”13   The 

symposium, its organisation and outcomes, were an important part of EA 75, 

although space does not allow a deeper analysis here. 

 

 
Figure 129  

Lecture entitled ‘Beauty in the Future Age of the Education of Feeling’ by Slobodan Dan Paich, Edinburgh 
Arts 75, as part of the EA 75 Symposium, 23 August 1975. [source: www.demarco-archive.ac.uk] 

 

It is important to mention here the EA 75 catalogue itself, one of a series 

that RDG and Edinburgh Arts produced over the years from 1972 to 1980. Such 

                                                        
13 ibid.  
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publications were clearly regarded as important artworks in their own right. The 

EA 75 catalogue takes the form of a large format notebook or scrapbook, with an 

aesthetic that suggests that it is a work-in-progress, where a multitude of visual 

and written forms are used to create a lasting document and a compendium of 

ideas. As such, they comprise part of Demarco’s over-arching strategy, which 

always had an eye on posterity and form part of an art-historical gesamkunstwerk. 

Like the archival material itself, these catalogues are a lasting legacy, allowing 

future art historians access to events that were, by definition, rooted in 

temporality and ephemerality.  They do not recreate the journeys themselves but 

allow valuable insight into their form, structure and content. Clearly, Demarco had 

this in mind when he wrote that,  

 

The catalogue is enhanced by the writings of Lucy Lippard and Dore Ashton. I am 

grateful to those two much respected American art critics and to Frank Ashton 

Gwatkin and Patrick Reyntiens for putting into words their thoughts on art and 

the Edinburgh Arts concept. To Jane Chisholm…who contributed an important 

written statement – her account of the second Edinburgh Arts 75 expedition to 

Callanish. The combined impact of these writings has given the catalogue an 

added value as a form of documentation...14 

 

Jane Chisholm’s statement may serve as a fitting post-script to the EA 75 

journeys, giving something of the flavour and texture of the ‘expedition’, which 

combined travel with aspects of folk culture, archaeology, and group interaction. 

                                                        
14 ibid. 
Chisholm contributed a written statement and with her sister, Rose, a photographic essay (see 
below) 
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Chisholm had visited Callanish earlier in the same month, but was asked by 

Demarco to lead a smaller group back to Lewis, on 19 August: 

 

…nine people from England, Italy, Malta, USA, Wales, Germany, 

Yugoslavia…temporarily abandoned their roles of artist, sculptor, poet, gallery 

director, student, lecturer to become travellers with the one goal of arriving at the 

end of a colossal journey across Europe, at Callanish. Finally after two days 

travelling on a constantly changing route we arrived in Lewis in a storm that did 

more justice to the island than the Mediterranean sun of a week before. We 

arrived at the stones which still refuse to yield their secret…Murdo Gillies wove for 

us and sang for us and made the strange geometrical land live in a mysterious and 

magical way. What we achieved was not so much the reaching of a goal – the goal 

was simply a vehicle – but that we had met and brought our different countries 

and experiences and ideas to being within each other’s reach.15 

 

  

                                                        
15 To Callanish from Hagar Qim, p. 36 
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Figure 130 

The EA 75 catalogue showing photo-assemblage by Rose and Jane Chisholm,  
[source: To Callanish from Hagar Qim, p. 57] 
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5.2   Malta 

Writing about the nature, and structure, of Edinburgh Arts, Demarco 

comments, 

 

…implicit within its structure, even in the 1972 version and more so in 1973 and 

1974, was the idea of a journey, suggesting the spirit…of a pilgrimage and the 

adventure of an odyssey and thus providing the special space which medieval 

scholars once inhabited as they mingled with pilgrims searching out the centres of 

culture and learning and the sacred spaces of Europe.16 

 

Demarco’s references to ‘pilgrimage’ and ‘odyssey’ are instructive, 

particularly in respect of the former. The etymology for pilgrim, and hence 

pilgrimage, can be traced from, initially, Latin, into other Romance languages, and 

eventually into English: 

 

…L. pelegrīn-um one that comes from foreign parts, a stranger, f. peregrē adv., 

from abroad, abroad, pereger that is abroad or on a journey, f. per through + ager 

field, country, land…17 

 

Implicit in its meaning was a reference to a person who moved or travelled 

abroad, literally ‘away from the fields of the homeland’.   

 

…One who travels from place to place; a person on a journey; a wayfarer; 

a wanderer; a sojourner…18 

                                                        
16 To Callanish from Hagar Qim, p. 1 
17 The Oxford English Dictionary (Second Edition, 1991), Volume XI, p. 828 
18 ibid. 
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Later the term acquired the association of a longer journey, often with 

religious purpose: 

 

One who journeys (usually a long distance) to some sacred place, as an act of 

religious devotion…19 

 

Through time, the term acquired further shades of meaning, and 

association, that were linked specifically to ideas of an ultimate goal or purpose, 

gained, especially, through an arduous journey, with little in the way of home 

comforts.  The notion of cleansing, atonement, catharsis, revelation and 

enlightenment are all, also, now commonly associated with the expression. 

Curiously, the religious and spiritual connotations of the word now run in parallel 

with its more secular associations.  

 

It was, then, fitting that Demarco’s Edinburgh Arts Journey, in 1975, should 

begin on the island of Malta, long associated with the shipwreck of Saint Paul while 

he was being held captive and transported from Caesarea to Rome.20  Because of 

this, several sites on the island have, themselves, become places of Christian 

pilgrimage.21  The spiritual aspects (of which there are many) of the Edinburgh Arts 

Journeys, should therefore be considered as an important part of their 

composition, and motivation. They embrace many facets of ‘spirituality’, of which 

may be counted the responses of the participants to the various Neolithic and 

                                                        
19 ibid. 
20 The Holy Bible, (King James Version), Acts 27:27-28:5 
21 For example, the Collegiate Church of St Paul’s Shipwreck in Valletta, completed in 1582 
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megalithic monuments encountered on the journeys, as well as the more 

obviously religious venues and places, such as churches, cathedrals and so forth. 

 

It is also worth mentioning here, in passing, the largely 17th and 18th 

century phenomenon of ‘The Grand Tour’ – a traditional journey through Europe 

taken, mainly, by upper-class young men of independent means, once they had 

come of age. The purpose of such sojourns was ostensibly educational, but they 

also allowed a network of connections to be made, mainly between those 

Europeans of a similar background and their British counterparts.  Such journeys 

followed a similar itinerary, through the Low Countries, Germany and France, 

usually terminating in Rome or Naples.  However, many such journeys also 

extended as far as Malta, as more recent scholarship has revealed.22 

 

The person central to EA 75 coordination and success on the Maltese leg 

of the journey was Richard England. England (b. 1937), is both an architect and an 

artist, as well as a writer, and is steeped in a profound knowledge of the island’s  

heritage, including its archaeology, architecture, language and art.   By 1975, 

England was already a long-term associate of Demarco, having exhibited at RDG 

on several occasions. England had initially met Demarco in Malta in 1968 and 

                                                        
22 See, for example, Malta and the Grand Tour (2009) by Thomas Freller.  Publicity for the book 
states: “The phenomenon of the European Grand Tour to Italy, Sicily, or France has been 
extensively treated, but its extension to Malta has never been analysed at length. The term ‘Grand 
Tour’ is mainly used to describe the European giro in the eighteenth century…A closer look at the 
single cases of the European travellers suggests that the remote Malta of the Knights kept on 
attracting a tremendous number of visitors…nineteenth-century Malta was honoured with the 
visits of some of the greatest names of European culture and politics; Flaubert, Lamartine, Scott, 
Thackeray, Dumas, Gogol, Andersen, Byron, Verne, Garibaldi, Nelson…Disraeli…Coleridge…” 
[Source: www.maltaonlinebookshop.com/product/malta-and-the-grand-tour] 
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England later attended Demarco’s exhibition of paintings and drawings on the 

islands, in 1969. In the following year, 1970, RDG showed the work of England and 

other Maltese artists23, while Demarco travelled to Malta to attend the opening 

of England’s solo exhibition.  

 

 
Figure 131  

Demarco (centre) at the opening of his exhibition on Malta, 1969 with Richard England (left)  
[source: www.demarco-archive.ac.uk] 

 

Demarco and England shared common interests, not least an interest in 

Malta itself and Demarco certainly recognised a kindred spirit in terms of their 

artistic vision and Catholic identity.  The poem, ‘Inland Sea Dwejra Gozo’24 by 

England certainly emphasises a vista of discovery opened up by a path to the sea 

                                                        
23 Art From Malta (May, 1970) Richard England, Mary de Piro, Envin Cremona, Gabriel Caruana. 
24 Source: www.architectrichardengland.com/index.php/2018/04/04/inland-sea-dwejra-gozo 
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“As I descend a winding path/face tinged and nostrils teased/I approach the wave 

lapped shores/ of an inland cliff lined sea”. The narrator encounters a group of 

“salted fishermen” who cook samples of the catch on an open fire. One makes the 

sign of “the cross of Christ/ breaks bread and shares the fish”. It is the kind of vision 

which would most certainly appeal to Demarco in the same way that England’s 

photography, architecture and drawing also struck a chord. Describing England as 

a “visionary” Demarco comments that the term “would hint at the mystical quality 

his work now embodies in his untiring search for the reality which he knows lies 

behind the surface appearance of all things.” 25  Citing Theodore Roszak, who 

perceived a transformation in Western consciousness during the 1970s, Demarco 

explains: 

 

Roszak argues that it is “the energy of religious renewal that will generate the 

next politics, and perhaps the final radicalism of our society”. Richard England 

embodies this energy for all his recent work reveals a deeply religious outlook and 

a concern for the eternal verities which are almost smothered by the rampant 

materialism of “the Seventies”. He has the prophet’s concern for the future which 

most of us prefer not to consider.26 

 

Elsewhere, England describes his relationship with Demarco, as a 

“brotherhood bond”.27 

 

                                                        
25 Richard Demarco, ‘Malta: A Visionary’s View’, Malta News, December 14, 1973 
26 ibid. Demarco quotes from Theodore Roszak, Where the Wasteland Ends; politics and 
transcendence in post-industrial society (1972) 
27 Richard England, The Road to Meikle Seggie – film by Ros Lambert, 1999 
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England was, therefore, ideally placed to act as de-facto EA 75 co-ordinator 

and lynchpin. Demarco’s diary notes for June 1975, confirm the following details: 

 

FRI 20 JUN • ARRIVAL AT MALTA AIRPORT • RECEPTION & ADDRESS OF WELCOME 

BY RICHARD ENGLAND • WALKABOUT ANCIENT CITADEL OF MDINA BY 

MOONLIGHT 

 

SAT 21 JUN • LECTURE BY RICHARD ENGLAND ON MALTA’S TEMPLES AT 

NATIONAL MUSEUM •  EXPEDITION TO HYPOGEUM & TARXIEN TEMPLES •  

LUNCH AT B’ BUGIA – AQUAMARINE SEA AND SANDY BEACH • TO MNAJDRA & 

HAGAR QIM FOR THE SUN SETTING & MOON RISING • FIREWORKS AT SIGGIEWI 

FESTA 

 

SUN 22 JUN • LUNCH CHEZ RICHARD & MYRIAM ENGLAND SWIMMING AT ST. 

JULIANS • TO HUNTER’S TOWER MARSAXLOKK 

 

MON 23 JUN • TO MUSEUM OF FINE ARTS VALLETTA WITH CURATOR FR. MARIUS 

ZARAFA • TO ST. JOHN’S CATHEDRAL • CARAVAGGIO MASTERPIECE • TO PALACE 

OF THE KNIGHTS • TO 18TH CENTURY MANOEL THEATRE • INVESTIGATION OF 

HARBOUR FORTIFICATIONS WITH ROGER VELLA BONAVITA OF ROYAL UNIVERSITY 

• TO MANIKATA VILLAGE • VIDEO INTERVIEWS  • EXHIBITION PREPARATION • 

TALK BY CHARLES CAMILLIERI & RICHARD ENGLAND ON THEIR SEARCH FOR A 

CONTEMPORARY EXPRESSION OF MALTESE CULTURAL TRADITION  28 

 

Although the itinerary outlined by Demarco does not, ostensibly, differ in 

places from an upmarket schedule for tourism (a practice frequently berated by 

Demarco), the bare facts belie the complexity and multiplicity of events 

                                                        
28 To Callanish from Hagar Qim, p. 75  
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undertaken on the Maltese sojourn.29 The schedule for Monday 23 June, for 

example, describes ten different activities and venues, indicating that, typically, 

Demarco’s schedule – and his expectations of the EA participants – were both 

physically and intellectually demanding. 

 

The itinerary underlines Demarco’s long-established and carefully-

conceived practice of employing the skills of acknowledged experts in their 

respective fields and encouraging them to discuss their work, in situ. This way of 

working best illustrates the idea of ‘the university under a tree’, in that the 

participants travel to, and discuss with, the ‘teacher’ their work and ideas, in a 

context that is often conducive and intellectually liberating.  

 

England clearly comes into this category, as did some of the other experts 

and teachers on EA 75, such as Father Marius Zarafa, Charles Camillieri, Roger 

Vella Bonavita and Basil Spence, each of whom lent their proficiency, and 

experience of Malta, to what Demarco now referred to as an ‘expedition’, as well 

as a pilgrimage and journey.30 

 

                                                        
29 Writing about EA 75, Peter Serracino Inglott notes: “…it was not easy to accept Demarco’s dream. 
Malta, paradigm of small nations, could hardly expect all of its foreign currency earning activities 
not to be hard hit by the world economic recession…except for the boom of tourists which has 
gone on growing unabated so far; it was easy to mistake the small band, numbering little more 
than a score, of Demarco Edinburgh Arts programme participants for nothing special…” To 
Callanish from Hagar Qim, p. 9.  Peter Serracino Inglott (1936-2012) Professor of Philosophy at the 
University of Malta) and Rector of the same institution. Author of Sacred Art in Malta (1890-1960), 
(1990) 
30 Other experts, teachers and hosts on the Maltese section of EA 75 included Marie Claridge, 
Corinne Scicluna and Joseph Scicluna. 
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Figure 1 

Richard England (third from right) lecturing to Edinburgh Arts 75 participants on Hagar Qim at the National 
Museum of Archaeology in Valletta, Malta. The group includes the artist Pat Martin Bates (left) and Ann 
Christine Filipson (third from left). [source: www.demarco-archive.ac.uk] 

 

Figure 133  

To Callanish From Hagar Qim, back cover (p.75) detail showing Maltese section of Edinburgh Arts 75, 
including diary notes. The catalogue was given to Zbigniew Makarewicz by Richard Demarco in 1975.  
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5.3  The Artist as Explorer 

Part of Demarco’s ethos included in the term ‘dialogue’ between EA 75 

participants, experts, teachers and ‘space’31  was the making of art (of whatever 

kind) as a response to the experience of the journey. Over the years, such artwork 

took many forms. Some was exhibited (as in the exhibition To Callanish From 

Hagar Qim, in Edinburgh, in 1975) while other works were ephemeral and 

temporary) and now only exist in photographic record.  

 

The artist Woody van Amen and his wife joined EA 75 between Malta and 

Venice. Van Amen’s response, in keeping with his prevalent modes of working, at 

that time, involved ephemeral materials in the form of assemblage. Here, he made 

a spire constructed of six canes, or long lengths of wood, lashed together in an 

improvisatory style. From the apex he suspended a rock onto the underside of 

which was a postcard (of Malta). Below this, on the ground, he positioned a Dutch 

tricolour flag and some pieces of broken mirror. As the rock gently swayed in the 

wind, viewers were able to catch glimpses of the underside of the rock, with 

attached image. On the horizontal components, Van Amen placed postcards of 

contrasting scenes, such as northern winter imagery. 

 

                                                        
31 Demarco employed a range of specific vocabulary to evoke and describe his various activities.  
These included ‘dialogue’, ‘space’, ‘explore’, ‘consider’, ‘expedition’, ‘investigate’ etc.  
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Figure 24  

Sculpture by Edinburgh Arts 75 participant, Woody van Amen, outside St. Joseph’s Parish Church, Manikata, 
Malta (designed by Richard England, 1962-74) 
[source: www.demarco-
archive.ac.uk/assets/1456p1975_woody_van_amen_sculpture_st_joseph039s_parish_church_manikata] 

 

 
Figure 3 

St. Joseph’s Parish Church, Manikata, Malta in 2011 
[source: www.timesofmalta.com/articles/view/20110805/local/Manikata-church-gets-Grade-1-protection.378879] 
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Setting aside an evaluation of the Van Amen’s work itself (Demarco was 

not always concerned with the quality of work, per se, but with the processes and 

contexts that led to its creation) it is clear that this work (there is no available title) 

related in some way to the architectural form of the church, suggested by the spire 

and the stone. The ephemeral components, themselves sourced on the islands, 

further enhance this notion of ‘site specificity’. Van Amen also participated (along 

with other members of EA 75) in a documentary project with Howard Walker, who 

made a video film of EA 75.32  Paolo Patelli (b.1934) also participated in EA 75 and 

joined the journey between Malta and Venice (he was based in the latter). 

Although an abstract painter, Patelli also made a series of body/performance 

works and interventions in the landscape, on Malta – the publication To Callanish 

from Hagar Qim, for example, shows Patelli’s engagement with Maltese 

architecture, space, shadow and light. 

 

 
Figure 136 

Paoli Patelli’s ‘architectural intervention’ in Malta, Edinburgh Arts 75. Patelli also participated in 
Edinburgh Arts 74. 
[source: To Callanish from Hagar Qim catalogue, p. 21] 

                                                        
32 There is no extant available copy of Walker’s film. 
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Figure 137 

Howard Walker (right) filming Woody van Amen at St. Joseph’s Parish Church, Manikata, 23 June, 1975. Van 
Amen is draped in the Dutch flag, and holds a map of Malta. A drawing by Anselmo Anselmi (vertical and 
horizontal axes in the form of a cross and signed Anselmo Anselmi) is visible on the external wall of the 
church.  
[source: www.demarco-
archive.ac.uk/assets/1449p1975_woody_van_amen_video_interview_malta_edinburgh_arts_1975p] 

 

 
Figure 138  

Paolo Patelli (in white shorts, third from left) with one of his improvisatory works (a long piece of light-
coloured paper on which are painted two black lines). The work, and Patelli’s explanation of it, are being 
filmed by Howard Walker (sixth from left, in white shirt, behind camera) Edinburgh Arts 75, 26 June 1975 
[source: www.demarco-archive.ac.uk/assets/1443-p1975_paolo_patelli_video_shoot_malta_edinburgh_arts_1975p] 
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The Polish artists Zbigniew Makarewicz (b. 1940)33 and Barbara Kozłowska 

(1940-2008), who were married, had met Demarco in Wrocław, Poland through a 

mutual friend, Iain Patterson. The couple participated in EA 73,34 EA 75 and EA 76. 

Both spoke limited English but were persuaded by Demarco to take part in the 

summer schools, through friendship, and because Demarco wanted to establish a 

Polish presence in EA, despite the difficulties of travel visas and finance. Very few, 

except the most privileged artists, were able to travel outside the Communist state 

for much of the period 1956 to 1990.35  Demarco arranged for a small grant and 

the couple were accommodated, free of charge, by Patterson in Edinburgh, and 

others, such as Richard England, in Malta.   

 

Discussing his general contribution to Edinburgh Arts and his 

understanding of Demarco’s concept of The Road to Meikle Seggie, Makarewicz 

notes that, 

 

…I don’t know what it was or what is ‘The Road to Meikle Seggie’. You have to 

notice that I normally didn’t understand anything from Richard Demarco. About 

these ideas and so on, and I think he’s very, very unhappy with me and Barbara 

because, probably, he tried to … inspire us in art, but we couldn’t understand 

anything.  It was a nice road, like roads…in Poland we have the thousands of these 

kinds of roads. I don’t know anything about the idea of Meikle Seggie...36 

                                                        
33 (Born 27 September 1940 in Vilnius, Lithuania). Sculptor, creator of installations and happenings, 
art critic and artistic movement animateur; graduated from Academy of Fine Arts Academy 
(Akademia Sztuk Pięknych – [ASP]) in Wrocław in 1965, until 1990 lecturer, and from 2009, 
Professor. From 1978 to 1981 and from 1989 to 1994 he ran Galeria “X”, in Wrocław. 
34 In 1973, in Wrocław, Makarewicz made a performance work with the artist Timothy Emlyn Jones.  
35  Zbigniew Makarewicz interviewed by Giles Sutherland, 9 December, 2013 
(www.gilessutherland.org/academic/phd/interviews) 
36 ibid. 
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Figure 139 & 139a  

Zbigniew Makarewicz (left), with interpreter Stefan Boron. Formula X lecture, Melville College, Edinburgh, 
Edinburgh Arts 73. [photograph: courtesy of Zbigniew Makarewicz] 
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Figure 140  

Letter from Zbigniew Makarewicz to Richard Demarco, 11 March, 1976, discussing Edinburgh Arts 75 
[source: www.demarco-
archive.ac.uk/assets/5723p1976_letter_demarco_from_zbigniew_makarewicz_barbara_koslowska_ref_edinburgh] 
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The problems of communication were both linguistic and conceptual.  It 

was clear that Demarco’s concept of ‘The Road to Meikle Seggie’ was, at that time, 

lost on Makarewicz because he could not see how the basic aspects of the road 

differed from any other small rural route in Scotland, Poland or elsewhere.  

Makarewicz did feel that the journey between Malta and the Outer Hebrides was 

good for what he terms his ‘art education’, and as a form of ‘networking’, but 

insists that the journey – and the art and experiences manifested there – had no 

bearing on his future working practices as an artist. 

 

… I could see the basic treasures of art from the ancient age to the modern 

Americans in the Italian collections, fantastic, but it was nothing for my art really. 

I couldn’t use this material in my brain... but of course it was very good for my 

position of theory of art…We talk with some people like … I forgot the names, 

because I had no diary…37 

 

There is no record of Demarco’s disappointment or otherwise regarding 

the work of Makarewicz. The couple did create and perform an ‘action’, part of 

the Border Line series of works, on the beach at Ghajn Tiffieha on Malta. 

Makarewicz describes his role as being more like an assistant than a collaborator.38  

The event was filmed, like some of the other EA 75 activities on the island, by 

Howard Walker, but in the absence of this record, there is no comprehensive, 

sequenced documentation of what the action entailed. Photographs in The 

Demarco Archive (and by Makarewicz, elsewhere) show pyramidal mounds of 

                                                        
37 ibid. 
38 ibid. 
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stones and sand, on each of which is attached a sheet of paper. Inside a long 

rectangular ‘box’ drawn on the paper are the words ‘BLACK IMAGINABLE’, ‘BLUE 

IMAGINABLE’ etc.  In other words, the viewer is being invited to imagine the colour 

that Kozłowska conceived. Either before or after the paper was placed on its 

respective mound, various EA participants held the paper aloft in a kind of 

sequence.   

 
In relation to Border Line, Makarewicz has commented: 

 
… the entire procedure of making the cones out of sand was surprising to the 

people sunbathing They were asked to join in the making of the cones...they were 

completely abstract…but they did it…so there was a kind of dialogue between 

Richard’s crew and the people lying on the beach…so they were asking why make 

this cone out of sand? Her answer was ‘to make a cone out of the sand’. So after 

the third cone they did together they just inherited this and they understood they 

are making a cone just to make a cone…I was taken by this situation because I had 

this feeling of transformation of this place, like another reality. Then those people 

were walking along this line (they were in a line, those cones) from one side to the 

other to that ‘created thing’ (dzieło) and taking the reality on the abstract level of 

understanding…I think that if I were one of those people on the beach I would have 

done the same if I am an artist. There was a specific transference of one’s 

thoughts, spreading these, to people who were not chosen…randomly 

selected…because there is a target, an aim, of sitting on the beach, to get tanned, 

to go to the sea, you have your children playing around, so you want to get rid of 

them, you leave them in a space that is interesting and you sit and read a 

book…and this was an activity which had completely no aim…it wasn’t playing 

with children in the sun…it wasn’t connected with this…it was just making cones 

out of sand on the beach…it had something to do with memories from 

childhood…but it wasn’t anything definite like a castle…… 39 

                                                        
39 Zbigniew Makarewicz interviewed by Giles Sutherland, 2 July, 2016 
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Figure 141. & 141a 

Barbara Kozłowska, Edinburgh Arts 75 catalogue. The top image shows a grid super-imposed 
on a photograph of Kozłowska, (left) and an unidentified companion. The text in the grid reads: 
“AUGUST 1967 L. BAYKAL; AUGUST 1973 NORTH SEA; AUGUST 1970 BALTIC SEA; AUGUST 1971 
BALTIC SEA; AUGUST 1975 ATLANTIC OCEAN; THE LINE, JOURNEY; JOURNEY THE LINE”. The 
written text in black ink reads: “Ja buduję model sztuki i rzeczywistości równolegi” – ‘ I am 
building a model of art and reality in parallel (simultaneously)’. The lower image shows a 
super-imposed, diagrammatic representation of Border Line on DalbegBeach, Lewis, dated 10 
August, 1975 [source: To Callanish From Hagar Qim, Edinburgh Arts 75 catalogue, p. 49] 
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Makarewicz’s description of the event (in both Malta and Lewis) illustrates 

some of the difficulties in ‘reconstruction’ from ‘eye witness’ accounts, in the 

absence of filmed and sequenced documentation.  This part of the extensive 

Border Line artwork, exists now only in memory, and in a limited number of 

photographs, as well as some documentary fragments. Such is the nature of 

ephemeral art, which, like theatre, leaves only shadows and traces. Demarco was 

clearly aware of such transience, and the evidence of his photographic record here 

(and that of Makarewicz) lend credence to the idea that he, Demarco, regarded 

the photographic document as a vital, precious witness and antidote to the 

evanescence of performance art, ‘happenings’ and ‘actions’.   

 

It was also around this time that Demarco began his habitual practice of 

annotating his photographs in order to lend them context and detail; they were, 

by extension, a form of instruction, as well as art historical documentation, and 

can therefore be ascribed the label ‘pedagogical’.  In the case of Edinburgh Arts 

75, the photographs were pasted on a series of photo-boards (in an approximate 

chronological order) thus providing both a ‘travelogue’ and a commentary on the 

events that had unfolded on the peripatetic summer school. 40 

 

 

 

                                                        
40 It is assumed that the photo-boards were shown at the exhibition From Hagar Qim to Callanish, 
Edinburgh, September 1975. Various photo-boards are listed in the GMA Catalogue such as, GMA 
A37/6/08; GMA A37/6/09 and GMA A37/6/10 
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Figure 142 

An excerpt from the Edinburgh Arts 1975 catalogue, To Callanish from Hagar Qim,(p. 37), showing 
Demarco’s annotated photographs, as a form of instruction, additional information and pedagogy. 
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Each of those who witnessed Kozłowska’s work on the beach at Ghajn 

Tuffieha will have different, partial and even conflicting memories of the work 

itself; while interpretation, and its corollary, ‘meaning’, will be subject to 

numerous readings. Kozłowska made constructed versions, or episodes, of the 

performance work in various locations, beginning in Lake Baikal in 1967, and these 

were repeated, developed and reinterpreted in subsequent years.  Her well-

known reticence in terms of explication will no doubt have confounded the various 

onlookers, participants and fellow artists – as Makarewicz suggests, when he 

comments that when Kozłowska was asked why they (the artists) were making a 

cone of sand, her answer was ‘to make a cone out of the sand’.41 

 

 

Figure 143.  

The Maltese artist Gabriel Caruna (left) and two other unidentified artists taking part in the Kozłowska/ 
Makarewicz action, Border Line, on Ghajn Tuffieha beach, Malta, as part of Edinburgh Arts 75, 26 June 1975. 
[source: www.demarco-archive.ac.uk] 

                                                        
41 Zbigniew Makarewicz interviewed by Giles Sutherland, 2 July, 2016 
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Figure 144 

Kozłowska/Makarewicz action, Border Line, on Ghajn Tuffieha beach, Malta, Edinburgh 
Arts 75, 26 June 1975. Barbara Kozłowska (second from left) Zbigniew Makarewicz (third 
from left). Richard England (fifth from right in blue t-shirt).  
[source: www.demarco-
archive.ac.uk/assets/1438p1975_koslowska_makarewicz_action_malta_edinburgh_arts_1975p] 

 

 
Figure 4 

The same image (taken from the Edinburgh Arts 75 catalogue, To Callanish from Hagar 
Qim, (p. 37) annotated by Demarco as “Barbara Kozłowska. Zbigniew Makarewicz Beach 
‘Piece’”, indicating that Demarco either did not know the title of the work, or had 
forgotten it.  
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Figure 146 

Barbara Kozłowska. Border Line, Ghajn Tuffieha beach, Malta. Edinburgh Arts 75. Photograph by Zbigniew 
Makarewicz. 
[source: www.repozytorium.fundacjaarton.pl] 

 

 
Figure 147 

Barbara Kozłowska. Border Line. Cramond Beach, Edinburgh, Edinburgh Arts 1973. Photograph by 
Zbigniew Makarewicz 
[source: www.repozytorium.fundacjaarton.pl] 

 



Giles Sutherland                                                                                                                                            Chapter Four 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1975 

 

 407 

Border Line on Ghajn Tuffieha beach was, in fact, part of a much larger 

undertaking, conceived by Kozłowska, which is discussed in greater detail later in 

this chapter.   Demarco’s recurring practice was to invite artists, such as those 

participating on EA 75, to respond to place and context in their work. Makarewicz 

comments: 

 

… we did not understand what Demarco was saying all the time…we were just 

nodding our heads…but Demarco did not have to lecture or tell us his ideas… from 

perspective that we didn’t understand …the type of experience he proposed in 

1975 …was not the same… but it was in parallel to …Barbara’s life work.  So, 

especially for her …the few kilometres of walking to Meikle Seggie… [although]… 

there was nothing ‘important’ there she …[became]…an enthusiastic 

participant…[who had]…the feeling of being part of,  or inside,… the piece of 

art…42 

 

The ‘meaning’ of the Kozłowska/Makarewicz action may have been 

unclear to the majority of contemporaneous observers and, for the purposes of 

this study, the qualitative aspects of the art work are less important than the 

processes which led to it. However, it is evident that there was a relationship to 

place (in the use of materials such as sand and stone) and the improvisatory nature 

of other materials, such as paper and pen.   

 

The art of Kozłowska and Makarewicz is, avowedly, ‘conceptual’, although 

the composition and content of these concepts remains contentious, on the 

                                                        
42 Zbigniew Makarewicz interviewed by Giles Sutherland, July 2016 
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nature of the available evidence.  A letter, written by Kozłowska and Makarewicz 

the following year, in 1976, does little to clarify their position in relation to 

Edinburgh Arts 75 but does, to some extent, explain the couple’s ‘silence’ 

(a function of their linguistic and cultural isolation): 

 

I kept quiet. I kept quiet in the presentiment of that which, and never will be, 

expressed. In view of that what, nevertheless, we try to catch inefficiently, and try 

to confine it in [the] concrete [reality] of a work. 43 

 

  

                                                        
43 Letter from Zbigniew Makarewicz to Richard Demarco, 11 March, 1976, discussing Edinburgh 
Arts 75.  
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5.4  Jimmy Boyle & Barlinnie Prison Special Unit 

From Malta, a small group of Edinburgh Arts participants proceeded to 

Rome (27 June, 1975) and then to various locations in Italy, Croatia (6 July) and 

France, departing from Nice (9 July), and thence to London (10 July) and 

Edinburgh.  The British section of EA 75 began on 25 July and included various 

locations in Scotland (July and early August) and in England, from the mid-August 

onwards. 

 

 
Figure 148  

European section of Edinburgh Arts 75, showing details of itinerary (Malta [section missing], Italy, Croatia 
and France]  
[source: To Callanish From Hagar Qim – back cover] 

 
 



Giles Sutherland                                                                                                                                            Chapter Four 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1975 

 

 410 

The main body of EA participants, most of whom were from the United 

States, as on previous occasions, arrived on 25 July, 1975. Demarco noted the 

structure of the day, as follows: 

 

Edin. Arts participants arrive in Edinburgh.  Picnic lunch at Cramond Village where 

once the Romans had camped, defending their northernmost line of defence—the 

Antonine Wall.  Fast changing patterns of sunlight illuminated the Fife Hills across 

the Firth of Forth. 

In afternoon those not tired from transatlantic travel visited the special unit at 

Barlinnie Prison. In the evening some attended the private views of exhibitions at 

Edinburgh’s printmakers’ workshop & Edin. University’s Art Centre. Dinner at 

Demarco Gallery.44 

 

Embedded in the rather prosaic list is a reference to the ‘Special Unit at 

Barlinnie Prison’. It would be difficult to imagine such a contrasting view of what 

a summer school might involve when comparing activities on a beach in Malta, 

and the artistic riches of Renaissance Italy, with the inside of a tough, notorious 

Glasgow prison.45 On the following day, 26 July, EA 75 again returned to Barlinnie, 

when Demarco noted, “…Jimmy Boyle, Jim Lindsay, J.C. Smith, Rab Wallace & Dave 

Mathers spoke of the life in the unit as inmates working as a community with the 

prison officers.”46 

 

                                                        
44 ‘Diary Notes, Edinburgh Arts 75, 25 Jul – 31 Aug’, To Callanish from Hagar Qim, p. 36. See 
Appendix 19 Edinburgh Arts 75 – Diary Notes 
45 Barlinnie Prison (known locally as ‘Bar L’) was opened in 1882 and is located in the Riddrie area, 
on the north-east side of Glasgow. The Special Unit soon acquired the moniker ‘The Nutcracker 
Suite’. 
46 ibid 
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The last visit of EA 75 to the Barlinnie Prison Special Unit (BPSU) took place 

on 26 August, 1975, towards the end of the summer school. These visits, with 

various EA 75 participants, which included Makarewicz and Kozłowska, can be 

seen as part of a much broader excerise in penological and pedagogical 

experimentation. 

 

Demarco had come into contact with the Special Unit, which was 

established in 1973, through the auspices of the art therapist, Joyce Laing 

(b.1930). Laing  had a specialist interest in art and psychopathology, and worked 

at the unit as an art therapist.   The Special Unit “…became known as the most 

significant experiment in Scottish penal law, as it replaced the established 

punishment ethos of prisons with a therapeutic model…,”47 before its closure in 

1994. The unit attracted international attention, in the form of notoriety and 

praise, in apparent equal measure, for its efforts to rehabilitate some of Scotland’s 

most violent offenders. BPSU, which was self-contained within the main prison, 

housed a garden, exercise area, a communal living space and art studios.  

                                                        
47 Nicola Sullivan, ‘Exhibition explores life in special unit for violent prisoners’, 9 May, 2017 [source: 
www.museumsassociation.org/museum-practice/new-practice/09052017-exhibition-explores-
life-in-special-unit-for-violent-prisoners] 
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Figure 149 

Plan of the Barlinnie Prison Special Unit, showing garden area, sculpture court and studio and communal 
living area.  
[source: The Special Unit Barlinnie Prison: Its Evolution Through Its Art, p. 12] 
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Figure 150 

Edinburgh Arts 75. Barlinnie Prison Special Unit (L-R) Jimmy Boyle, Anne Goring, Jimmy Lindsay, J.C. Smith, 
Zbigniew Makarewicz, 26-27 July, 1975  
[source: www.demarco-
archive.ac.uk/assets/1545p1975_meeting_in_special_unit_barlinnie_prison_glasgow_edinburgh_arts] 

 

 
Figure 151 

Edinburgh Arts 74, (L-R) Richard Demarco, Joyce Laing and Jimmy Boyle, with Boyle’s sculptures in the 
exhibition, Scottish Prisoners’ Art, held at the Richard Demarco Gallery, 142 High Street, Edinburgh, 18 
August – 7 September, 1974.  
[source: www.demarco-archive.ac.uk/assets/1401-p1974_demarco_laing_boyle_edinburgh_arts_1974p] 
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Figure 152 

Edinburgh Arts 1975. Participants’ response to the Barlinnie Prison Special Unit, shown at the 
exhibition To Callanish from Hagar Qim.  The images show six shirts, representing the ‘absent’ 
inmates, suspended from the walls, below which are graphic representations in form of lines and 
crosses. Below are numerical representations of the prisoners and their conditions: (10’ x 12’ = the 
dimensions of a prison cell; 5’ 10”, 
 5’ 6”, etc. = the heights of the respective prisoners; 85K, 73K, etc. = the weights of the prisoners). 
[source: To Callanish from Hagar Qim catalogue, p. 62] 
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Figure 153 

Barbara Kozłowska: ‘An Open Dialogue with Jimmy Boyle’ 
[source: www.demarco-
archive.ac.uk/assets/5724p1975_statement_by_barbara_koslowska_dialogue_with_jimmy_boyle_edinburgh] 
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The basic ethos of the BPSU ran entirely counter to the prevalent modes 

of penological theory and practice, then current in 1970s Scotland.  Inmates and 

staff lived and worked as a self-governing community. There was a free flow of 

ideas, and weekly meetings were held in which all, and any, subject was aired. 

Inmates were responsible for structuring their own time and there was open 

access to cooking facilities, workshops, television and radio. Study, including 

access to the Open University was encouraged and there was no, or little, 

censorship of reading material.  BPSU operated an open visiting system, where 

family members and other visitors were allowed, subject to official approval. In 

short, it was a unique nexus where the arts met the pedagogical, the penological, 

the sociological and the psychotherapeutic. According to Mike Nellis, BPSU,  

 

…showed how creative arts briefly but spectacularly became integral to the 

concept of offender rehabilitation and, by dint of that, to the always “cultural” 

politics of penal reform in Scotland – a politics inseparable from the fixed and 

shifting senses of what a country thinks it is, what its people are like and what 

they aspire to be. 48 

 

It was this open system of visitation, and the ethos of contact with outside 

forces and influences, which created the conditions for Demarco’s, and Edinburgh 

Arts’, engagement with the unit. However, the role of art as being central to the 

                                                        
48 ‘Creative Arts and the Cultural Politics of Penal Reform: the early years of the Barlinnie Special 
Unit, 1973-1981’, Journal of Scottish Criminal Justice Studies, Volume 20, 2010. (Mike Nellis is 
Emeritus Professor of Criminal and Community Justice in the Law School, University of Strathclyde). 
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therapeutic model of rehabilitation was not part of BPSU’s original conception and 

function.  Joyce Laing, writing in the early 1980s, has commented:  

 

It was a few months after the first five prisoners had been transferred from other 

prisons to the Special Unit that I received a phone call from the first Governor 

asking if I would try to interest any of the inmates in the arts…For the 

Governor…trying to develop an interesting daily routine for the inmates, it was a 

logical action to bring in outside resources…That on this occasion it was art was 

probably incidental. The arts do not have a high priority in the thinking of 

penologists. 49 

 

In her career as a therapist, where she had used the arts as a way of 

treating mental disorders, particularly in institutions and the penal system, Laing 

had developed a significant body of theoretical insight. She outlines three ways in 

which art can be used in such contexts: 1) as a “pleasurable, time filling 

occupation”50; 2) as an “educational pursuit in practical and theoretical terms”51 

and, 3) as a “living expression of thought, emotion and portrayal of images from 

the subconscious.”52  Laing concludes that the “…first two ways provide obvious 

benefits. Yet the arts will not engender change or growth for the individual 

without the third way, which is the spontaneous expression of the inner psyche.”53 

 

                                                        
49 Joyce Laing, ‘The Role of the Arts in the Special Unit’, The Special Unit Barlinnie Prison: Its 
Evolution through its Art, p. 57 
50 ibid. 
51 ibid. 
52 ibid. 
53 ibid. 
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Demarco was contacted by Laing in 1974 about the unit but the initial visit 

was made by RDG Exhibitions Officer, Anne Goring: 

 

I can’t remember the exact date but it was when RDG was operating from a 

basement in Great King Street, after leaving 8 Melville Crescent.  I was working as 

Exhibitions Officer.  The art therapist, Joyce Laing, came in to the office/gallery 

and told me about the work which was happening in the Special Unit.  As far as I 

remember, Richard asked me to go and see what was happening there (I have the 

impression, looking back, that he was too busy at that precise moment to go 

himself).  I arranged to go over with Joyce Laing and met the then inmates…[as 

well as]… Ken Murray being the chief nursing officer, Walter Davidson  also being 

an important member of staff.  Once in the Special Unit… I remember feeling 

reasonably at ease and able to get a feel of the way things were operating – the 

central core being the emerging trust between staff and inmates…54 

 

This meeting began a long engagement between Demarco, Edinburgh Arts, 

the prison officers and prisoners. One of the first significant manifestations of this 

process was the exhibition, Scottish Prisoners’ Art, held at the RDG in 1974, with 

work mainly by Jimmy Boyle.55  Writing about his visit to BPSU– and Boyle’s work 

– in the weeks before the exhibition opened, the journalist John Kerr noted, 

 

The sculptor’s work, a prolific output in the short space of 10 months is to be 

included in an exhibition arranged at a gallery at the Edinburgh Festival. The 

pieces displayed on shelves around the common room range from an excellent 

portrait head of a fellow prisoner to more emotive reflections of prison life – a 

                                                        
54 Anne Goring interviewed by Giles Sutherland, 24 November, 2018 
55 Scottish Prisoners’ Art, was presented by The Richard Demarco Gallery, 142 High Street, 
Edinburgh, from 18 August to 7 September, 1974 
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manacled fist, an imaginative figure drooping in despair trapped in a cluster of 

symbolic bars.56 

 

 
Figure 154 

John Kerr's article in The Guardian, 25 July, 1974, p. 13 

 

The ‘imaginative figure drooping in despair’ was, in fact, one of Jimmy 

Boyle’s first sculptural works, created in BPSU, Solitary Inverness, the genesis of 

which is described by Joyce Laing: 

 

I had been seeing Angus McPhee quite a bit at that point, and so I told them about 

Angus McPhee.  And how he made things out of found objects, as art 

extraordinary people did, they were just lucky if they found something that suited 

them.  And so there was not much found materials in this semi-new building, but 

                                                        
56 John Kerr, The Guardian, 25 July, 1974, p. 13. Kerr’s article was one of several about BPSU at this 
time, which represented the first and only open access by the press to Unit in its twenty-one-year 
history. 
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there were workmen in, upgrading the electricity and things, because it had been 

lying empty, I think, for, since Victorian days, it hadn’t been used.  So needless to 

say, Jimmy had gone up to the workmen, and he had got little scraps of wood 

they'd allowed him to have.  And he also got wires, little strips of wire.  And the 

others hadn’t bothered to go for anything.  So with this, Jimmy, and he used the 

clay to make a wee figure, a crouched figure. 57 

 

Discussing the artistic work of Boyle, and others in BPSU, Kerr continues:  

 

The creative energy represented by this work is the more remarkable when you 

know that the man completed in the same year a three-year course to qualify for 

the Open University. No one would care to say that any of this compensates for 

past crimes or can be taken as comprehensive evidence of reform but it must 

surely be a vast advance on the past performance of these men in conventional 

prisons. 58 

 

The stance of The Guardian, that the work of BPSU, in terms of 

rehabilitation through art and education, was a “vast advance” on the practices of 

the mainstream penal system was broadly in line with that of other papers, such 

as The Times, The Scotsman and The Glasgow Herald. Other sections of the press 

were more sceptical and often hostile to the work of BPSU.  Discussing this, Mike 

Nellis notes that opposition to the work of BPSU came from several quarters, not 

only the press: 

 

Some was orchestrated by the Glasgow police and elements in the SPOA [Scottish 

Prison Officers’ Association], for whom Boyle’s past crimes were simply too grave 

                                                        
57 Joyce Laing interviewed by Giles Sutherland, 25 November, 2018 
58 ibid. 
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to justify the liberties he had been accorded. For Conservative MP Teddy Taylor, 

and the newspapers who supported his party, hostility to Boyle ran deeper than 

an engrained ideological preference for punishment over rehabilitation; the 

Special Unit violated their very conception of what a prison should be, and as a 

result, prisoners, Boyle especially, seemed no longer to know their place. In this 

instance, the tabloid Labour press concurred: commenting on a sculpture in which 

Boyle invited society to think more imaginatively about crime and punishment, 

The Daily Record wrote contemptuously “Now why should a prisoner be 

addressing his mind to such problems?”  59 

 

The Daily Record article, by Gordon Airs, was published at the time of 

Boyle’s exhibition at The Third Eye Centre in Glasgow in 1976, and must surely be 

one of the few occasions in which contemporary art was given anything like 

serious treatment in the tabloid’s pages. Airs wrote: 

 

Boyle’s latest sculpture is set between two wooden walls. These are, he claims, 

said to depict the closed minds of the majority of society. On either side are two 

step-ladders which must be climbed to see another dimension of the sculpture. 

This is said to symbolise the need for effort on behalf of society to achieve 

a broader outlook. 60 

 

The same work, entitled In Defence of The Innocent, had appeared in The 

Daily Record’s columns earlier in the year, at the time of Boyle’s eponymous 

exhibition at RDG, where Boyle was represented by Joseph Beuys.  

 

                                                        
59 Mike Nellis, The Scottish Journal of Criminal Justice Studies, 2010, p. 63. The Daily Record article, 
by Gordon Airs, was published at the time. 
60 Cited in Martin Dowle, ‘A Bold Reform or a Cracking Good Yarn: The Press and the Special Unit’ 
The Special Unit Barlinnie Prison: Its Evolution Through Its Art, p. 114 
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Figure 155 

Joseph Beuys (centre) at the opening of the Jimmy Boyle exhibition, ‘In Defence of the Innocent’, at the 
Richard Demarco Gallery, Monteith House, 61 High Street, Edinburgh 16 January – 17 February 1976.  
Boyle’s sculpture, made from found metal elements and welded together, as assemblage, was enclosed 
between two screens and could be viewed only from above, by stepladder. RDG Exhibitions Officer Anne 
Goring is standing (left) and The Guardian art critic, Caroline Tisdall (front right). 
[source: www.demarco-archive.ac.uk/assets/476-p1976_beuys_representing_boyle_opening_boyle_exhibition_rdgp] 
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Figure 156  

Leader article in The Daily Record, 16 January, 1976, discussing the 
sculpture, and forthcoming exhibition, by Jimmy Boyle, In Defence of 
the Innocent, at The Richard Demarco Gallery, Edinburgh 
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Through Demarco, Boyle had met Joseph Beuys and The Guardian’s art 

critic, Caroline Tisdall at the exhibition Scottish Prisoners’ Art. Tisdall and Beuys 

were strong and highly influential supporters of Demarco and this support was, in 

turn, lent to Boyle, and BPSU in general. Beuys and Tisdall did much to raise the 

issue of penal reform on the political agenda. Ultimately, it was Beuys’ support for 

Boyle that led to the withdrawal of major Scottish Arts Council funding from RDG 

and, as a direct consequence, the curtailing of Edinburgh Arts as a major 

educational and artistic venture. 

 

Discussing In Defence of the Innocent, in a letter to Tisdall, Boyle – using 

emphatically Beuysian terminology – wrote: 

 

The statement has many connotations but basically, it’s to do with Accessibility 

and Energy and Freedom. The normal procedure for a person entering a Gallery is 

to walk around in the capacity of observer but in order to see the actual piece they 

would have to deviate from the norm. It’s also to do with life and how we persist 

in perpetuating the injustices and inequalities because people are afraid to open 

their minds…61 

 

Boyle envisaged the exhibition as both an ‘action’ and an event – written 

statements, and other information, were placed around the walls of the gallery 

space and Beuys read a statement, effectively representing Boyle, who was 

                                                        
61 Jimmy Boyle letter to Caroline Tisdall, 17 December, 1975 [source: GMA A37 1 671] 
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absent. Boyle refers to his experience of Edinburgh Arts 75 and Beuys’, then, 

putative involvement: 

 

I want the walls of the Gallery to be used to show documentation that will include 

the statements made by some artists who have tried to define their own prisons. 

These artists will be people who have deviated from the norm and have sought 

alternatives. Each of them has entered my space in the unit and in a sense shared 

the experience.62 

 

Boyle’s view, that ‘prison is very much a state of mind’, was in fact 

a philosophical stance, borne out by some of Demarco’s Edinburgh Arts teaching.  

EA 75 had been introduced to the work of BPSU at several junctures throughout 

the summer school and one aspect of this was the kind of ‘dialogue’ favoured and 

devised by Demarco. This involved the writing of postcards and letters between 

EA 75 participants and the BPSU prisoners. Referring to this dialogue, and to the 

exhibition In Defence of the Innocent, Demarco wrote to Boyle, outlining some of 

his ideas: 

 

It would be marvellous if we can work something out so that Joseph [Beuys] does 

manage to make your ABSENCE POSITIVE at the Private View.  Can you write to 

Joseph & let him know what you think will be the structure of your exhibition…It 

was again so important that we should meet to talk about this & also how the 

exhibition is the opening chapter of the 1976 version of Edinburgh Arts. We must 

involve all the people you have ever met through Edinburgh Arts…people like Steve 

Whitacre & Phil Hitchcock & Dave Jansheski & Irma Channing & Ida Biard…& Sally 

Holman… 63 

                                                        
62 ibid. 
63 Letter from Richard Demarco to Jimmy Boyle, 13 December, 1975 [source: GMA A37 1 671] 
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From Demarco’s letter it is clear that Demarco had previously visited Boyle 

at BPSU to discuss the organisation of the exhibition and that, additionally, 

Demarco saw the show as part of the following year’s Edinburgh Arts programme: 

“… the exhibition is the opening chapter of the 1976 version of Edinburgh Arts…”. 

In other words, the idea – and reality – of Edinburgh Arts extended beyond the 

confines delineated by the conventional idea of a summer school, which took 

place in a certain location, over a defined period of time.   

 

The EA 76 summer school did, nevertheless, include BPSU on its itinerary 

(between 18 and 23 July, 1976) and Boyle is listed as one of the participants.64  The 

format of the EA 76 journey was broadly similar to that of EA 75. The EA 76 

participants’ interaction with BPSU, and Boyle, in particular, was encapsulated by 

one of them, the Canadian poet, David Conn: “…your/ photo travels, taped on a 

tour bus/ rolling across Britain, and sunset/ postcards are delivered through/ four 

locked gates...” 65 

 

Conn makes explicit reference to the fact that Boyle’s photograph was 

attached to the interior of the EA 76 tour bus as it made its way around Britain 

and Ireland, and also to the dialogue involving postcards, and other 

communications.66 

                                                        
64 A Journey From Hagar Qim To The Ring of Brodgar (Edinburgh Arts 76 catalogue), p. 184 
65 David Conn, ‘In Absentia – Barlinnie Prison’, A Journey From Hagar Qim To The Ring of Brodgar, 
p. 119 
66 Jimmy Boyle was contacted for interview and materials (including examples of postcards from 
EA 75 and EA 76) but was not able to help because of illness. (Jimmy Boyle, email to Giles 
Sutherland, 26 November, 2018) 
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Boyle wrote:  

 

The journey that the Edinburgh Arts group were about to embark on was shrouded 

in a mist of hidden qualities that embrace Time, Space, Art and Society, each of 

which must be clarified in relation to people…67 

 

Here, Boyle makes explicit reference to Demarco’s credo that the 

Edinburgh Arts project was, at its centre, ‘about people’ and how they interacted 

with each other and the often sharply differing environments in which they found 

themselves, a point which Boyle emphasises when he further described Edinburgh 

Arts as a, 

 

… variety of weaknesses and strengths embodie[d] in the form of the human 

being. About to embark on a journey that will s-t-r-e-t-c-h the tolerance level of 

him/her…. bringing to the surface anger/love/happiness/bitterness…a group of 

people leaving the security of their normal surroundings. Exposed to day by day 

co-existence and living in close proximity. A conglomeration of art, and 

environments, suffused with emotional and intellectual challenge…Not a journey 

to be measured in miles but more in personal growth and development…68 

 

The statement forms one of several pages in the EA 76 catalogue, A Journey 

From Hagar Qim To The Ring of Brodgar.  Part of Boyle’s contribution, entitled 

‘Stages: Internal/External’ plays with – and makes explicit – the parallels between 

the daily challenges facing inmates of BPSU and those that confront the EA 

participants. Indeed, the, sometimes, testing environment and the subsequent 

                                                        
67 A Journey From Hagar Qim To The Ring of Brodgar (Edinburgh Arts 76 catalogue), p. 121 
68 ibid. 
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complaints that ensued were the subject of a supportive letter that Boyle sent 

to Demarco. 

 

During the mid-Seventies, press interest in Boyle, and his involvement with 

the arts via Demarco and Edinburgh Arts, was high. Generally, the coverage was 

polarised between the tabloids on the one hand and left-leaning broadsheets such 

as The Guardian, on the other. The former tended to take a sceptical line on BPSU, 

in general, and Boyle’s transformative process, in particular. The latter saw Boyle’s 

story as part of a much wider debate regarding penal reform and how the arts 

could have a transformative effect on those who, otherwise, would continue 

to lead a life of criminality and violence.   

 

There is little doubt that Demarco entered into this arena in the full 

knowledge that his involvement would feed the controversy and, by doing so, 

generate publicity and greater awareness of the work of Demarco himself, 

his gallery and Edinburgh Arts. Anne Goring, however, believes that Demarco’s 

motivation was far from cynical: 

 

The first letter I ever had dictated by RD in summer of ’73 at 8 Melville Crescent 

was to the Governor of Saughton Prison (not the Gov. of Special Unit – they had 

their own Governor from the start) so this surprised me though I can’t remember 

the exact content.  I never thought RD got involved with prisons for publicity but 

to be able to help through his skill and vocation as a teacher and his generous, 

intuitive way of introducing people, in this case artists/ writers/ students to 
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prisoners serving long sentences.  Jimmy Boyle was the person who ultimately 

benefitted most from these introductions. 69 

 

Throughout his career, including his work at the Traverse Theatre Gallery, 

as well as the various incarnations of RDG and DEAF, Demarco developed a deft 

acuity in dealing with the press and other media. The relationship was symbiotic, 

because Demarco, never far from controversy and a generally heated debate 

on the arts and their place in society, provided the press with a constant source 

of material.70  

 

Demarco was particularly keen to foster relationships with those 

he regarded as eminent and estimable art critics. In the 1970s and 1980s, these 

included Cordelia Oliver (The Guardian in Scotland and The Glasgow Herald); 

Emilio Coia (The Scotsman); William Packer (The Financial Times); Guy Brett (The 

Times); Paul Overy (The Times) and Lucy Lippard.  Demarco himself was 

a Contributing Editor to the journal Studio International and, as well as authoring 

numerous articles in this capacity, he has been a prolific writer concerning not only 

his own activities, but those of others.   

 

Paul Overy, writing about Boyle’s exhibition in the Institute of 

Contemporary Arts, in London, in 1975 observed, 

                                                        
69 Anne Goring interviewed by Giles Sutherland, 24 November, 2018 
70 At the time of writing, the most recent, published in the newspaper Scotland on Sunday, on 25 
November, 2018, was typically controversial and provocative.  
(see: www.scotsman.com/lifestyle/demarco-archive-to-be-saved-for-nation-in-75m-edinburgh-
art-facility-1-4834685) 
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... Richard Demarco organized an exhibition of Boyle's sculpture at last summer's 

Edinburgh Festival and at that time I was able to visit the Special Unit. Boyle is 

provided with his own “studio” in a converted cell and allowed virtually unlimited 

books and visits. The sculpture he has produced demonstrates how the creative 

instinct of man, if nurtured and allowed to develop, even within the confinement 

of prison, can heal and transform. But irrespective of his circumstances, Boyle's 

work would be of interest. The ICA shows his sculpture to be changing from a 

powerful natural figurative expressionism to a more complex style influenced by 

his own reading and study, but without losing the force and vigour of his earlier 

work. 71 

 

The Guardian employed two principal art critics who were active during 

the period covered by this study (1972 – 1980). In addition to Cordelia Oliver, 

Caroline Tisdall (b.1945) covered the visual arts, although her work tended to be 

based in England. Tisdall met Boyle through Demarco in her capacity as Art Critic 

for The Guardian. The venue was an exhibition organised by RDG of Tisdall’s 

documentary photographs of Beuys’ performance work, Coyote: I Like America 

and America Likes Me.72  Demarco had introduced Beuys to Tisdall the previous 

year 73 – both were participating in EA 73, where Beuys performed his homage 

to Anacharsis Cloots in The Twelve-Hour Lecture, on 20 August, 1973.  

                                                        
71 Paul Overy, ‘Revolution and the Renaissance’, The Times, June 17, 1975 
72 The exhibition, as part of Edinburgh Arts 74, at RDG took place between 19 August and 7 
September, 1974 at the Forrest Hill Poorhouse, Edinburgh. Tisdall’s photographs were a 
documentation of a performance at The René Block Gallery, New York, May 1974 
73 Email from Terry Ann Newman to Giles Sutherland, 28 November, 2018. Terry Ann Newman 
writes: “…the meeting took place outside Menzies book kiosk in the Waverley Station 
[Edinburgh].   They had both arrived on the sleeper train from London.    Richard then suggested 
that Caroline should accompany him and Beuys to the hotel in Grosvenor Street owned by a Polish 
ex-soldier called Roman Rock.  Richard met Beuys off the sleeper from London.  They walked to 
the kiosk and there was Caroline Tisdall.   Richard introduced Caroline to Beuys, saying that she 
was The Guardian’s art critic.   Beuys and Caroline had not met before.   This was in 1973 when 
they were both part of Edinburgh Arts 
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Perhaps more than any other critic, and journalist, Tisdall developed 

a particular interest in the work of Demarco in Edinburgh Arts.  As a corollary, she 

devoted a substantial amount of critical and analytical energy to the work of both 

Beuys and Boyle, individually, and in relation to each other.  Mike Nellis, 

for example, notes: 

 

That a man from Boyle’s background should ever have encountered 

(at Richard Demarco’s gallery on one of his day releases) the German 

sculptor and performance artist Joseph Beuys – at the time “the most 

influential figure in the European art world” – was emblematic of the 

changed milieu in which he moved. Guardian art critic Caroline Tisdall was 

sufficiently impressed with Boyle’s insight into Beuys’ work (and with 

Boyle’s own work) that she dedicated her book on Beuys to him.  74 

 

Boyle himself describes the meeting with Beuys, and his encounter with 

Coyote: I Like America and America Likes Me, through the medium of Tisdall’s 

photography: 

 

One of the highlights of the day was meeting Joseph Beuys, the German sculptor, 

who was lecturing at the Demarco Gallery on his piece, “Documentation with a 

Coyote”. Beuys had locked himself in a cage for some time with a coyote, one of 

America’s most rejected animals, and after some days with the creature he 

learned to live with it and vice versa, though in the beginning it showed hostility 

towards him in a very threatening way. By doing this he proved that if we make 

the effort we can communicate with each other no matter how polarised. We 

                                                        
74 Mike Nellis, ‘Creative Arts and the Cultural Politics of Penal Reform: the early years of the 
Barlinnie Special Unit, 1973-1981’, Journal of Scottish Criminal Justice Studies, Volume 20, 2010, 
p.62 
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talked and I explained to him how on many occasions I had felt very much the 

coyote of the human race, yet here I was by a strange coincidence standing here 

and speaking to him. 75 

 

Boyle responded to Beuys – and Tisdall – partly through a long series of 

letters and partly in the form of sculpture. As well as In Defence of the Innocent, 

Boyle created as an initial response, the work Coyote, which was cast in bronze, 

which conflated an image of Beuys and a coyote’s head. Although technically 

unsophisticated, its raw and vivid appearance was a clear statement about Boyle’s 

own sense of incarceration and his feelings of societal ostracism.  

 

                                                        
75 Jimmy Boyle, A Sense of Freedom, p. 272 
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Figure 157 

Coyote sculpture by Jimmy Boyle (cast bronze) 1974. The sculpture conflates the head of a coyote with 
that of Beuys, in fedora hat. Photograph by Caroline Tisdall  
[source: Joseph Beuys: We Go This Way, p.198] 
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Figure 158 

Joseph Beuys, ‘Freedom for James Boyle’ (1975). Ink with Hauptstrom (Mainstream) stamp.  Beuys’ 
drawing, which is based on Jimmy Boyle’s sculpture, ‘In Defence of the Innocent’, posits five spheres 
(circles) or states of being, expressed through Boyle’s work and his experience of incarceration. At the 
centre is the physical body; the second sphere, ‘body of perception’, indicates how the senses operate 
in a confined space; the third, ‘body of feeling’ reflects the intense emotions expressed by Boyle; the 
fourth, ‘body of thinking’, suggests Boyle’s intellectual energy and drive; the final sphere presents the 
‘body of consciousness’ as a state of awareness by Boyle of his condition and circumstances, his ability 
to transcend this, and formulate the idea that ‘prison is a state of mind’. Photograph of drawing by 
Caroline Tisdall (Joseph Beuys: We Go This Way, p.201). Boyle wrote about the exhibition, In Defence 
of the Innocent: “23 August ’75. Tomorrow the Edinburgh Festival opens and I have some sculptures on 
exhibition at Ricky’s. In a way part of me is outside as I put tremendous feeling into the pieces on show.” 
[source: Jimmy Boyle, The Pain of Confinement, p. 72] 
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Figure 159 

Part of Beuys’ dialogue with Jimmy Boyle. HM Prison notepaper, provided to prisoners for 
correspondence onto which Beuys attached a photograph of himself and the text: “Prison 
Powerfield in the Mind. Freedom is not a question of physical prison (ENCAGEMENT)”. 
[source: Caroline Tisdall, ‘Beuys and the Celtic World’, Joseph Beuys: Diverging Critiques, p. 111] 
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Figure 160 

Edinburgh Arts 74 catalogue, p.17.  Documentation (by Caroline Tisdall) of exhibition ‘Coyote: 
 I like America and America Likes Me’ presented at the Forrest Hill Poorhouse, 19 August to 7 
September, 1974. 
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Figure 161 

Letter from Richard Demarco to Jimmy Boyle, 13 December, 1975 [source: GMA A37 1 671] 
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Figure 162 

Letter from Jimmy Boyle to Caroline Tisdall discussing the sculpture and exhibition In Defence of the 
Innocent at The Richard Demarco Gallery, 16 January – 17 February 1976 [source: GMA A37 1 671] 
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Figure 163 

One of several pages in the Edinburgh Arts 76 catalogue A Journey from Hagar Qim to the Ring of  
Brodgar devoted to Jimmy Boyle and the Barlinnie Prison Special Unit. Boyle’s prose-poem 
implicitly links the experience of prison with the journey of the Edinburgh Arts participants. Boyle’s 
photographic portraits reflect the various ‘stages’ i.e. moods, emotions and states of mind, to 
which the writing makes explicit reference. 
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Tisdall was an early supporter of the EA project and decried the official 

programme of Edinburgh Festival shows, while contrasting them to the innovative 

quality of EA. She wrote about these in the following terms, in 1973: 

 

The official exhibitions at this Edinburgh festival are the worst yet and those 

responsible should be grateful to Richard Demarco for the liveliness and 

stimulation of his alternative festival, Edinburgh Arts…if festivals have anything to 

do with the exchange of ideas and living activity, then the real thing is going on… 

at his [Demarco’s]… summer school for American and Canadian students… a great 

coming and going of artists from Austria, Poland, Yugoslavia, [a] mingling of 

ideas, events scheduled and unscheduled, agreements, discussions and 

disagreements, creativity in its widest sense. 76 

 

It was clear, at this stage — before she had met Boyle and when she had 

only recently been introduced to Beuys — that Tisdall had a perspicacious and 

informed overview of EA.  When Tisdall, Beuys, Boyle and Demarco met the 

following year, in 1974, Tisdall was well-primed as to the innovative and 

controversial combination of characters, ideologies and approaches of these 

individuals.  Tisdall wrote a piece for The Guardian covering the EA 74 events at 

The Poorhouse, including the Black and White Oil Conference, which does not 

mention Boyle by name, but alludes to the subject of penal reform: 

 

Theatre has its Fringe and a mass of platforms from which to risk its neck in 

Edinburgh. Art has one individual – its indefatigable punchbag Richard Demarco. 

You can love him for his enthusiasm or hate him for his disorganisation but he’s 

still the only fellow rocking the leaky boat.  For years now he’s been trying to 

                                                        
76 Carline Tisdall, ‘Demarco’s necessary alternative’, The Guardian, 8 September, 1973 
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provide an alternative to the staid old model and this year he got much closer to 

it. He organised two events among a myriad that were unique as an initiative as 

art in this country…a show of art produced in Scottish prisons, the tip of an iceberg 

in a subject that needs a good deal more discussion and the setting up of 

a conference to examine the Scottish oil problem… 77 

 

Tisdall had, in fact, written a more extensive piece for The Guardian, but 

this was not printed, as she explained to Demarco: 

 

Dear Ricki,  

First of all many thanks for the happy Edinburgh days. Secondly, did you see my 

article on it all last Saturday? I did a long one just on the oil conference illustrating 

the unbelievable difference between the party politicians’ level and the 

Beuys/Fuller levels. Then I went to Lebanon for a week and when I got back, they 

hadn’t used it. The reason given was that ‘it fell between two stools.’  Since that 

was the whole point, you can imagine how I felt.78 

 

Tisdall goes on to discuss some details about the production of the Coyote 

poster (at this point she appears to be acting as a kind of intermediary/agent for 

Beuys). Tisdall concludes the letter with various points about BPSU:  

 

I don’t think I thanked you properly for organising the Barlinnie visit. I am still 

thinking about it all, and it is very important for me to have met Jimmy [Boyle] 

and Larry [Winters]. I have written to them and JC [Smith] and must remember to 

do so regularly…79 

                                                        
77 Caroline Tisdall, ‘Safe shows with the emphasis on polite mildness’, The Guardian, 7 September, 
1977, p. 7 
78 Letter from Caroline Tisdall to Richard Demarco, 12 September, 1974 [source: www.demarco-
archive.ac.uk/assets/5676-p1974_letter_page_12_demarco_from_caroline_tisdall_ref_black] 
79 ibid. 
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The nature of the communication between Tisdall and Demarco, and to 

some extent, RDG staff, is indicative of the way relationships between the 

organisation and its contacts developed. Tisdall was, in a sense, ‘recruited’ to 

Demarco’s project and became, however unwittingly, an interlocutor to the 

Demarco ‘cause’. The nature of Tisdall’s relationship with Beuys was far from 

detached or objective, and by 1974 she had become a close confidant of the 

German artist.80  This observation is important, as it partly underlines the way that 

Demarco developed and encouraged close relationships with those around him 

and was able to generate an atmosphere of friendship, loyalty and trust which 

permeated his general modus operandi. This is one of the reasons why so few of 

the extant written critical assessments can be taken as truly ‘objective’ analyses. 

Such relationships and their intimate nature are characterised by the way they 

differ from the customary gallery-client-artist-critic affiliations. 

 

Writing, in 1982, about Boyle’s early years in BPSU, (after Boyle had served 

his sentence for murder, having spent around seven years in BPSU), Tisdall wrote: 

 

Prison isolates. People are held mute, anonymous, incommunicado. Art 

communicates a sense of self and society. Through Jimmy Boyle’s sculpture, and 

the painting and poetry of other inmates of the Special Unit, it is possible to trace 

the passage of men from cages to communication…Gradually the spectrum 

                                                        
80 By 1974, in the space of a year after having first met Beuys, Tisdall had travelled with him to 
Oxford, Northern Ireland, Ireland London, New York and Chicago. (see Caroline Tisdall, Joseph 
Beuys: We Go This Way, (1998) (various chapters).  Tisdall was approached for interview on the 
subject of Boyle, Beuys and BPSU but did not respond (email from Giles Sutherland to Caroline 
Tisdall, 30 November, 2018). 
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widened….in 1975 Boyle wrote: “My statements are now more objective and 

taking in wider issues than myself or my environment.” 81  

 

Tisdall had been thoroughly engaged in the issues surrounding the BPSU 

since 1973, and was able to offer a broader, but informed perspective on the 

entire experience. She did this, not only from the point of view of an art critic, but 

also as someone who had a deep emotional engagement with the people involved, 

particularly Boyle, and by extension Beuys and Demarco.   It is perhaps at this point 

that the traditional or conventional wisdom regarding ‘academic’ ‘objectivity’ is 

open to challenge as the best way of assessing the work of BPSU and that of Boyle, 

in particular. It matches Demarco’s initial credo that Edinburgh Arts was first and 

foremost about people.  Although the maxim may appear simplistic, or naïve, in 

its own way it is a radical challenge to the conventions of academic teaching, and 

learning, and of engaging with art and artists. It is an extension of another maxim, 

frequently used by Demarco, that “art originates in the meeting of friends”. 

 

Tisdall gives a sense of this ‘emotional’ critique of Boyle’s situation, and art 

work, that poses some important questions about the role of the critic, and the 

idea that the critical writer somehow judges the work of others, in a one-way 

process.  As Tisdall makes clear, encountering any meaningful art – and the human 

being who created it – only holds meaning if the process is reciprocal:  

 

                                                        
81 Caroline Tisdall, ‘Jimmy Boyle’, The Special Unit Barlinnie Prison: Its Evolution Through Its Art, p. 
64 
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In Coyote Boyle recognised himself, a pariah of our society labelled irrevocably 

vicious and cunning…at the Special Unit, the dialogue with Beuys continued, while 

over the years I have learnt a great deal from Jimmy about courage and 

persistence and the will to expand and develop.82 

 

 

Figure 164 

Coyote: Limited edition poster-print by Joseph Beuys with photographs and text by Caroline Tisdall 
documenting the action Coyote: I Like America and America Likes Me (1974)  
[source: www.tate.org.uk/art/artworks/beuys-coyote-ar00733] 

 

                                                        
82 Caroline Tisdall, ‘Jimmy Boyle’, The Special Unit Barlinnie Prison: Its Evolution through its Art, p. 
65 
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5.5  Lewis & Calanais 

The Outer Hebrides (in Gaelic, Na h-Eileanan Siar (the Islands of the West) 

or Innse Gall (the Islands of the Strangers) lie off the north-west coast of Scotland 

and constitute a chain of islands which run for 130 miles, from Barra Head in the 

south to the Butt of Lewis in the north.  The islands have been inhabited for at 

least 9,000 years83 and there is evidence to the extent of this inhabitation, 

particularly from the Neolithic [4000 to 2500 BC] period, the Bronze Age [2500 to 

800 BC] and Iron Age [800 BC to 43 AD], throughout the islands. Because of the 

last Ice Age which lasted until about 10,000 years ago, there is no evidence of 

Palaeolithic settlement in the islands. 

  

The standing stones of Calanais (also referred to as Callanish) represent 

one of the most significant complexes of Neolithic monuments in Britain and 

Ireland. Alexander Thom lists at least seven groupings associated with the main 

Calanais site (see diagram below), in the vicinity of Loch Roag on the western-

central coast of the island of Lewis.  

 

                                                        
83 “The examination of eroding coastal dunes at the prehistoric site of Northton, Harris, has 
produced the first archaeological evidence of Mesolithic activity in the Western Isles in the form 
of two midden-related deposits. The first phase of Mesolithic activity is dated to 7060-6650 cal. BC 
based on AMS dating of charred hazelnut shells. This discovery appears to validate the frequent 
pollen-based inferences of Mesolithic impact for the area and, as predicted, allows the Atlantic 
fringe of Scotland to become part of the European Mesolithic mainstream.  
Gregory, R. A., Murphy, E. M., Church, M. J., Edwards, K. J., Guttmann, E. B., & Simpson, D. D. A. 
(2005). ‘Archaeological evidence for the first Mesolithic occupation of the Western Isles of 
Scotland’. The Holocene, 15(7), pp. 944–950. doi.org/10.1191/0959683605hl868ft 
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According to the archaeologist, P.J. Ashmore, Calanais I, (which he terms 

‘the main stone setting’), 

 

…has been known to antiquarians since the end of the 17th century. In plan it is 

like a prone ring cross, its shaft formed by an avenue of standing stones running 

roughly north from the Ring and its arms and stone rows pointing south and 

roughly east and west. When recorded in the late 17th century most of it was 

covered in peat to a depth of about 1.5 metres, and in 1857 the last of the peat 

was cleared away at the behest of the then proprietor. 84 

 

 
Figure 165 

Calanais I – VII, the sites listed by Alexander Thom in the vicinity of Loch Roag, Lewis. Calanais I was the 
focus of Edinburgh Arts 75. 
[source: Alexander Thom, Megalithic Sites in Britain, p. 125]. 

                                                        
84 P. J. Ashmore, The Calanais Survey and Excavation, 1979-88, p. 1 
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Figure 166 

Location Map of Calanais. The Calanais Survey and Excavation, 1979-88, p. 7  
[source: https://issuu.com/hspubs/docs/calanais_survey_and_excavation__197] 
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Murdo Macdonald observes that, 

 

Most Scottish art in existence today was made after the Reformation…[however] 

works from the early period, for example, the standing stones of Calanais…have 

nevertheless a high degree of interest both historical and aesthetic and their direct 

influence is felt in much later work up to the present day... They relate equally to 

the landscape and to the skies; aesthetic presence is united with astronomical 

relevance. 85 

 

 
Figure 167 

Aerial view (looking approximately north-east) of Calanais I 
[source: https://canmore.org.uk/site/4156/lewis-callanish] 

 

 

 

 

                                                        
85 Murdo Macdonald, Scottish Art, p. 8 
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Elsewhere, Macdonald comments that the standing stones of Calanais  

 

…have been particularly influential on contemporary artists. In 1995 a major 

exhibition of work responding to this prehistoric site was held at An Lanntair in 

Stornoway…It is a key part of the re-appropriation of contemporary art for the 

Highlands. A further contribution was from Richard Demarco who used the 

exhibition as an opportunity to revisit his remarkable group journey through 

Neolithic Europe from Malta to Orkney in 1976. Calanais was a key site on this 

journey...86 

 

As this thesis has made clear, Demarco’s engagement with the Scottish 

Highlands and the culture of the Gàidhealtachd precedes the date given by 

Macdonald, 1976. Indeed the first visit to Calanais by Demarco and Edinburgh Arts 

took place in 1975.  And it is clear that in this respect as with many others, 

Demarco’s work was pioneering, at least in terms of the art of the twentieth 

century. As has been made clear in earlier chapters, Edinburgh Arts engaged with 

the legacy of the Neolithic in the Highlands well before this, and can be traced 

back to earlier journeys in the 1960s, and to that, in May 1970, which Demarco 

made with Beuys to Argyll and Kilmartin Glen. 

                                                        
86 See:  Murdo Macdonald, ‘Art, Maps and Books: Visualising and Re-visualising the Highlands’, 
Plenary Address: Lie of the Land Conference, University of Stirling, 26-30 July 2006. 
www.murdomacdonald.wordpress.com/art-maps-and-books-visualising-and-re-visualising-the-
highlands 



Giles Sutherland                                                                                                                                            Chapter Four 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1975 

 

 450 

 
Figure 168 

The Richard Demarco Gallery assistant, Sally Holman, at Kilmartin Church with medieval grave-slabs, 1969. 
Kilmartin Glen is the site of an extensive complex of Neolithic, and later, monuments and structures.  
[source: www.demarco-archive.ac.uk/assets/5097-p1969_sally_holman_kilmartin_churchyard_argyll_scotlandp] 

 

Demarco himself notes: 

 

In the seventies the Calanais stones were not considered to be worthy of note on 

the map of the international art world. To give them their rightful place on such a 

map, which placed emphasis on cities…it seemed necessary to emphasise the 

importance of the journey rather than the point of arrival or departure…it also 

seemed appropriate that in attempting to do so it would be necessary to 

emphasise not so much the end result but the process of re-drawing…87 

 

Demarco’s comment about “re-drawing” is an important one. The process 

is both metaphorical and literal – literal, in the sense that making art in relation to 

                                                        
87 Richard Demarco, Calanais, p. 34 
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the Calanais stones would involve mark-making in its widest meaning, including 

the idea that new modes of expression, such as performance art could be 

considered a ‘form of drawing’.   

 

Demarco also uses the term re-drawing, in a figurative sense in that, like 

the example of Meikle Seggie, he was helping to re-chart and re-map Calanais, by 

putting it on the artistic map. In other words, shifting the orientation of the 

putative ‘art world’ in order to change perspectives and priorities. This is not to 

say that the Neolithic and megalithic monuments of Scotland – and beyond – had 

not hitherto escaped the attention of artists and writers. There are multiple 

examples of how such structures had permeated the artistic and literary 

consciousness of the nation.88   

 

However, Demarco’s purpose and intent were much broader and more 

significant, in that he was attempting a cultural shift, away from the major centres 

of power, defined by industry and capital, and thus the means of patronage for art 

and artists. Such thinking must surely underpin the whole Edinburgh Arts project, 

exemplified by the journeys, which took artists to places of significant ‘spiritual 

energy’ as a way of reconnecting contemporary art with some of the most 

significant historic manifestations of human creativity.  

                                                        
88 In Lewis Grassic Gibbon’s novel A Scots Quair (1932), the standing stones near the village of 
‘Kinraddie’ present a central leitmotif, symbolising a link with the present and the ancient past.  
The novels of Neil M. Gunn including Butcher’s Broom (1934), Sun Circle (1933) and The Silver 
Darlings (1941) also refer to the symbolism of various ancient stone structures and monuments. 
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Writing about this connection between contemporary (land) art and the 

art of the past, Lucy Lippard notes that, 

 

…the person who has done most to conceptualise the connections between such 

contemporary lines on the land, ritual art and the ancient notion of the journey is 

Richard Demarco...who cares deeply about the soul of contemporary culture.  

Demarco began his “Edinburgh Arts Journey” in 1976, although he had been 

sowing ideas about ancient/modern connections for several years before that. 89 

 

 

                                                        
89 Lucy Lippard, Overlay, p. 132 
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Figure 169 

Details from an Edinburgh Arts 75 photo-board showing images of the islands of Skye and Lewis, including 
Calanais. Four artworks, or interventions, by EA participants are also visible: James McGlade’s beach 
sculpture at Diabeg; Barbara Kozłowska’s work at Diabeg, Lewis; Andrew Drummond’s work at 
Shawbost, Lewis ‘in homage’ to Calanais and Debbie Haggard’s ‘Farewell to the Stones – a Sonic 
Meditation’. [source: Calanais, p. 35]  
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Writing in 1983, Lippard further discusses the fact that, outside expert 

archaeological opinion, manifestations of Neolithic culture, such as Calanais, 

remained largely unknown and ‘mysterious’ to the general population, and to 

artists: 

 

…the majority of these prehistoric monuments are not well known in the British 

Isles, and certainly not in America, where a domesticated Stonehenge popularly 

stands for the whole megalithic past. Avebury, Callanish, and Carnac may sound 

familiar, but until recently there appeared to be little interest, outside expert 

circles, in the forms of significance of the stones.90 

 

It is, therefore, reasonable to suggest that the interventions by Edinburgh 

Arts participants at Calanais, and elsewhere, constituted some of the earliest 

contemporary, in situ, ‘site-specific’, manifestations of artworks (in their broadest 

sense) to a megalithic past. In this sense, Demarco can be seen both as part of 

zeitgeist, and as a vanguard.   It is, however, important, also, to note that there is 

ample evidence, as Lippard points out, of contemporary artists responding to 

these structures. On example of this is David Harding’s Henge (1972), made when 

he was official Town Artist, in Glenrothes, during the 1970s, and that it clearly pre-

dates Demarco’s involvement with Calanais and other Neolithic sites in Scotland, 

and elsewhere.91 

 

 

                                                        
90 Lucy Lippard, Overlay, p. 25 
91 It should be noted that David Harding’s ‘Henge’ (1972) was not made as part of Edinburgh Arts 
and does not relate specifically to Calanais or any other Neolithic or megalithic structure. 
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Figure 170 

David Harding, ‘Henge’ Glenrothes, 1972 [photograph: courtesy of David Harding] 

 

One of the most striking aspects about Edinburgh Arts’ involvement with 

Calanais (in common with other Neolithic sites) was the relative lack of detailed 

knowledge as to the monument’s function, age, construction etc. At that time, 

during the mid-1970s, archaeology was a developing science and although some 

work in this respect had been done, the sum total of knowledge and 

understanding was, by today’s standards, relatively small.  One of the main 

contemporaneous sources of information was Alexander Thom’s study, 

Megalithic Sites in Britain, first published in 1967.  Thom’s text (cited by Demarco 

as part of an Edinburgh Arts 73 reading list and cited in Chapter 3.0 of this thesis) 

must, it can be assumed, presented the most up-to-date information regarding 

the Calanais groupings and clearly predate the work of Ashmore and others in the 

1970s and 1980s.  
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Despite this, much subsequent knowledge has come to light, an example 

of which is the Calanais Survey and Excavation, 1979-1980, which was published 

in 2016.   Discussing the significance of Calanais (the construction of which he 

dates to around 3,000 BC), in terms of lithics, agricultural layout, pollen analysis 

and other structural remains found within the complex, Ashmore concludes: 

 

The discoveries suggest widespread contacts with other parts of Britain in the 

third and early second millennia BC. Calanais was of more than local significance 

during that period.92 

 

The purpose of this study is not archaeological nor is it to posit the various 

diverging theories and accounts of the layout and function of sites, such as 

Calanais.93 However, from a review of some of the evidence, it seems clear that: 

1/ these structures were erected after the initial development of Neolithic farming 

and that, 2/ their function was, in part, practical in that they formed part of a lunar, 

solar and astronomical calendar against which the seasons could be measured and 

thus provided information about the cycles of agricultural year on which these 

societies were so dependent. Additionally, 3/ they bore some relationship to the 

topography in which they were situated and, 4/ the siting, in particular of Calanais 

and Stenness/Brodgar in Orkney, in close proximity to the sea, was related to the 

                                                        
92 Ashmore, op. cit. 
93 Higginbottom and Clay, for example, propose “…that visible astronomical-landscape variables 
found at Bronze Age sites on the inner isles and mainland of western Scotland were actually first 
established in stone nearly two millennia earlier, likely with the erection of two of the earliest 
dated British 'great circles': Callanish on the Isle of Lewis and Stenness on the Isle of Orkney.” Gail 
Higginbottom and Roger Clay, ‘Origins of Standing Stone Astronomy in Britain: New quantitative 
techniques for the study of archaeoastronomy’, Journal of Archaeological Science, Volume 
9, October 2016, pp. 249-258 
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fact that they were on navigable routes, and thus attracted a population that 

extended beyond the merely local. And 5/ their function was of a spiritual-

religious nature, evidenced partly by the findings of Ashmore and others, of a 

complex of structures and graves, which point to the notion that such sites both 

honoured the dead and gave guidance to living. 

 

Discussing Calanais, Duncan Macmillan writes that, 

 
Scotland is…so far north that the progressive movement of both the sun and the 

moon covers a very wide arc of the horizon. At the same time, the configuration 

of the land where the horizon is rarely flat means that it is straightforward to plot 

their movements against conspicuous fixed points in the profiles of distant hills. 

These two things made easier both the observation and calculation of the cycles 

that governed these movements. This, too, was perhaps an important factor in 

the origin of these sites. 94 

 

Macmillan therefore concurs with the idea that the Calanais complex 

related both to the celestial and the topographical, and that cyclical aspect of the 

former was an important part of such a configuration. 

 

Macmillan further observes that, 

 

…the function of these stones seems to have been eminently practical in a world 

where the practical was not divorced by definition from the spiritual...if they 

were known throughout Europe in their time as a great sacred site, these stones 

were surely the object of pilgrimage.95 

                                                        
94 Duncan Macmillan, ‘In the Land of the Hyperboreans’, Calanais, p. 13 
95 ibid. 
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Although Macmillan does little elsewhere to acknowledge the purpose 

and achievement of Edinburgh Arts, under Demarco’s initiative,96 he does so 

here in the following terms: 

 

When Richard Demarco first brought the stones of Calanais back to the attention 

of the wider community of artists, it was through a pilgrimage, the journey that 

he organised in 1975 crossing Europe ‘To Callanish from Hagar Qim’….It was 

a journey that sought to reclaim for art, as did Joseph Beuys in other ways, 

metaphysical territory that it has first occupied with the building of the stones if 

not before, but which it has struggled to maintain as society has become 

progressively more secularised. 

 

In many ways the work and interaction of EA 75 at Calanais represented 

a meeting of art and science, or more precisely, the conjunction of archaeology, 

astronomy and artists. The results were unpredictable, and in this sense were part 

of Demarco’s modus operandi, in that his characteristic design was to place artists, 

and others, in unfamiliar territory, both literal and figurative. The resultant 

artworks, interventions, and relationships to place, landscape, structures, and 

other participants, were deliberately ‘open-ended’.  The outcomes were the 

products of an intuitive sense that creativity, in its broadest sense, would produce 

results, which were, by their very nature, the consequence of a coming-together 

of many factors, with almost unlimited permutations.  

                                                        
96 There is no mention of Edinburgh Arts in Macmillan’s major works, Scottish Art 1460-2000 and 
Scottish Art in the 20th Century. 
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The EA 75 work at Calanais can, therefore, be seen as a microcosm and 

exemplar of the Edinburgh Arts project in general. The work of Kozłowska and 

Makarewicz, for example, can be viewed as two parts of an elegant set of book-

ends that define the beginning and end of the To Callanish from Hagar Qim 

journey.  Kozłowska’s ongoing project, Border Line, which was demonstrated to 

Demarco in Poland in 1971, and shown in Edinburgh (at Cramond Beach) in 1973, 

also manifested in Malta and Lewis.  Border Line had its roots in the Polish 

Senzibilizm movement of conceptual art of the 1960s and sought to define art and 

life and part of the same process.97  

 

As with the previous manifestations of Border Line, in Scotland and 

elsewhere, Kozłowska “…crossed the beach with a stop at five points.”98  The 

points of stopping were marked by cones, of sand or stone, each symbolising 

different aspects and definitions of ‘the line’:  1/ the mathematical line according 

to the Euclidean definition 2/ an ‘air-line’ of 7,000km i.e. the distance between 

significant points on map, from Wroclaw, Poland to Irkutsk in Siberia, near Lake 

Baikal where Kozłowska performed her first action in the series, in 1967 3/ the 

border-line, i.e. five border crossing points in respect of the countries where the 

action was performed 4/ a cognition line, defined as 384,401 km (the mean 

distance from the earth to moon, 5/ a hot air line (an unexplained term or symbol). 

                                                        
97 Sensibilzm was a new direction in art, proposed in Poland by Kazimierz Głaz and Michał 
Jędrzejewski, amongst others. In 1957 Głaz wrote the Sensibilist Manifesto. In 2003, Jędrzejewski 
devised  a ‘geometrical definition of Sensibilizm’: “in a primordial geometric approach, Sensibilizm 
is a straight line connecting all points of the universe” (see Appendix 22.0 – Sensibilizm) 
98 Zbigniew Makarewicz interviewed by Giles Sutherland, 2 July, 2016  
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Writing in 1978, Kozłowska said, “Art implies NOTHING, no function, no 

destination; apart from being a path.”99 A path without a destination is merely 

a process, and this notion partly defines her artistic philosophy.  Makarewicz, 

writing about Kozłowska after her death, noted Demarco’s contribution to her 

artistic development: 

 

Richard Demarco put effort into bringing Barbara to the West and a few times it 

had worked. In 1975 she took part in his artistic pilgrimage "To Callanish from 

Hagar Qim", through Europe, from Malta to the Scottish islands, Lewis and Harris 

on the Atlantic Ocean.100 

 

This sentiment is also echoed by Arthur Watson, in respect of Makarewicz, 

but it is worth noting that although Makarewicz’s wife, Kozłowska, was the more 

prolific and experienced avant-gardiste, she is not mentioned: 

 

It was the tireless proselytising of artist and gallery director Richard Demarco that 

brought the European avant-garde to the Gàidhealtachd itself…Gunther Uecker 

came to Lunga, inspiring his exhibition Pictlandgarden, the Romanian sculptor 

Paul Neagu to Skye and a dialogue with Sir Iain Noble at Sabhal Mòr Ostaig; 

Zbigniew Makarewicz from Poland to the stones of Calanais and Mario Merz to 

compare his work on mathematics to the spiral with the cup and ring marks of 

Achnabreck…During the years of the…[EA]…journeys he brought artists, writers, 

curators and students overland and by sea through the Western Highlands and 

Islands ‘on the long way round’ to the Edinburgh Festival…101 

 

                                                        
99 Barbara Kozłowska, Sztuka bezmiaru – bezmiar sztuki (The Art of Endlessness – The Endlessness 
of Art), 1978 
100 Reference….. 
101 Arthur Watson, ‘Introduction: A Contemporary Foundation for Gàidhealtachd Art’, Rethinking 
Highland Art /Sealladh as Ùr air Ealain na Gàidhealtachd: The Visual Significance of Gaelic Culture. p. 16 
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Part of the reason for such omissions, apart from the constraints of space, 

and the fact that Kozłowska did not speak English, was the relative paucity of 

critical comment on her work, during her life-time. Much of her verbal 

communication was mediated through Makarewicz, firstly in French, and later, in 

limited English.  Nevertheless, her work and ideas deserve attention, not least 

because she is one of the few artists whose response to Calanais and other sites 

such as Hagar Qim did not fit into the idea of a first, immediate reaction, based on 

the overwhelming monumentality of the Calanais complex. Kozłowska’s work on 

Lewis, and elsewhere, was, as has been noted, part of a much longer-term project, 

although it was Demarco who first recognized this as a ‘Western’ outsider and 

observer, when he visited Poland and saw Kozłowska’s work in 1971. 

 

Discussing Border Line, and the difficulties in categorising Kozłowska’s 

work, Makarewicz notes  

 

To the critics, used to following and describing mono-stylistic creations of so 

called, consistent artists, contact with Kozłowska's work must have been quite an 

experience. Her achievements cannot be inserted into one simple formula. 102 

                                                        
102 Zbigniew Makarewicz, ‘JUST ART. (Nothing But Art)’ (Essay on the work of Barbara Kozłowska), 
2008 
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Figure 171 

Richard Demarco, (centre) with Wanda Gołkowska (left), Zbigniew Makarewicz (second left) considering 
work for the exhibition, Atelier 72, including that of Barbara Kozłowska, in Wrocław, 1971.  
[source: www.demarco-archive.ac.uk/assets/4728-p1971_poland_demarco_polish_artistsp] 

 

As Makarewicz makes clear, Border Line was a multi-dimensional, multi-

media ‘life/work project’ and in this respect it might be compared, as 

gesamkunstwerk, to Beuys’ (and Demarco’s) philosophy of the inseparability of 

‘art’ and ‘life’, expressed in part by the former’s partially fictionalised curriculum 

vitae Lebenslauf/Werklauf (Life Course/Work Course) from 1964.  This was surely 

one of the aspects that attracted Demarco to Kozłowska’s ideas, at a time (1971) 

when, in Scotland, such conceptual thinking about the nature of art, its purpose 

and function was stuck in a belle peinture cul-de-sac. 
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Summarising such an approach, Makarewicz comments: 

 

Border Line is [a]… complicated collection, in which different forms of involvement 

in open space, as ‘landscape works’ take place; accumulations of souvenirs from 

her travels, albums of photographs documenting the artist's endeavours, or 

simply proving her presence in places in the world that contributed to the stages 

of realization for the "Idea of the Line". This great collection remains as a parallel 

to the process, which lasted many years (1967-2007).  

 

 
Figure 172 

Detail of catalogue of Atelier ’72 showing Barbara Kozłowska’s conceptualisation of her 
international/transcontinental ‘Border Line’ project, begun in 1967, encapsulated by the phrase 
‘Reality of Art and Reality of Life – makes unit’ [source: Atelier ’72 catalogue, p. 21] 
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It is certainly difficult to see how Kozłowska’s art fits, necessarily, into some 

conceptions of Highland art, other than the fact that in physical terms, it was made 

there.  And although this may be said of the work of many artists, including those 

on the Edinburgh Arts 75 journey, Kozłowska’s contribution seems to stand apart, 

because of its spatial and temporal reach and for its rootedness in a tradition so 

very different from that accorded, traditionally, to Highland and Scottish 

sensibilities.  

 

 
Figure 173 

Kozlowska action at Dalbeg, Lewis. Part of the Border Line series of artworks 
[source: http://www.demarco-
archive.ac.uk/assets/1580p1975_koslowska_makarewicz_action_dalbeg_bey_lewis_edinburgh_arts_1975p] 

 

 

 

 



Giles Sutherland                                                                                                                                            Chapter Four 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1975 

 

 465 

 
Figure 174 

Barbara Kozłowska. ‘Border Line’ diagram from To Callanish from Hagar Qim catalogue, Edinburgh Arts 
75. The diagram shows a circle defined by four Edinburgh Arts participants/collaborators: 1) Tina 
Chaden 2) Diane Fitzgerald 3) Jonathan Phipps 4) Denis Bolohan, each of whom can be seen in the 
photograph shown in Figure 173.  The symbol ‘K’ stands for  ‘Kamera’ = Camera and refers to the fact 
that the event was being filmed (a camera and tripod are visible at the far right of the photograph). The 
symbol ‘P’ refers to ‘Punkt’ = Point or Stop and is defined by the five places or points where Kozłowska 
stopped as she traversed the circle. The work relates to other manifestations of ‘Border Line’, one of 
which was performed in Malta. 

 

The following chapter will deal primarily with Edinburgh Arts 79. This 

Edinburgh Arts Journey was the first to involve the sailing barque, the Marques, 

which Demarco chartered, and involved the EA participants in a sea voyage linking 
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France with The Channel Islands, Cornwall, Wales and Scotland. (The following 

year, 1980, saw a more ambitious undertaking involving a complete 

circumnavigation of the British Isles with various stopping off points).  Here I 

examine the way in which the Edinburgh Arts Journeys evolved from a series of 

land-based journeys, to voyages on an archetypal vessel associated with 

adventure and exploration. 

 

I look at one of the first attempts to discuss the EA 79 Journey in print (a letter in 

the journal Art Monthly) and the response from two of the EA 79 participants, 

Howard Hull and Robert O’Driscoll. I also offer some insights from Paul Neagu, 

who participated in all nine manifestations of Edinburgh Arts and discuss my own 

experience of working with Demarco by participating, as a journalist, on a later 

‘expedition’ to Romania, in 1990.  Additionally, I discuss the ideas of Patrick 

Reyntiens in respect of Edinburgh Arts – in particular, the way in which he 

recognized collective memory and experience as a way of defining art and social 

structures in the past, and how Edinburgh Arts acted as a bridge between these 

and contemporary art-making. I also discuss the journey as a motif in art and 

literature and touch upon the work of the theorist Joseph Campbell, whose texts 

such as The Hero’s Journey, have a bearing on some aspects of the later Edinburgh 

Arts Journeys. The EA 79 publication, Edinburgh Arts 1979: A Quest Through 

Europe or The Long Way Round to the Edinburgh Festival, additionally, forms the 

basis for a deeper analysis of the essential nature of the EA voyage. 
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6.0 CHAPTER FIVE – EDINBURGH ARTS 1979 
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6.1 Introduction 

Writing in 1978, Demarco attempted a definition of Edinburgh Arts – it was 

‘an experiment’, which, as he makes clear, had outgrown its name, and had 

become defined as a journey that engaged with the realities of the physical world: 

 

A 7,500-mile journey into the expanded present, a search for pre-Renaissance 

European peripheral cultures particularly that of the Celt. “Edinburgh Arts” is not 

the best name for an experiment which is intended to extend the normal activities 

of a contemporary art gallery…The age of ours is short on action and overloaded 

with planning and theorising. It is important to wed thought to action, the 

imagination to physical experience.1 

 

A year later, summing up his experience of Edinburgh Arts in relation to 

Jimmy Boyle and the Barlinnie Prison Special Unit, Demarco observed: “I first 

encountered the Artist as the product of a prison environment, in the person of 

Rick Cluchey…”2  Demarco had seen a production of Cluchey’s play, The Cage3 in 

Philadelphia, in 1973.4 The Cage was based on Cluchey’s experiences as an inmate 

in San Quentin prison in San Francisco. The play depicted violence and brutalising 

sex, conveying the horror and deprivations of incarceration with an explicit 

frankness rarely before seen in theatre. 

                                                        
1 Richard Demarco, The Artist as Explorer, p. 43 
2 See Appendix 21.0 Statement by Richard Demarco on the Special Unit, HM Prison Barlinnie 
(Undated. Assumed to have been written in 1980.) 
Douglas Charles Cluchey (1933-2015) 
3 The script of The Cage was first published in 1970 by Barbwire Press, San Francisco 
4 See Appendix 21.0 Statement by Richard Demarco on the Special Unit HM Prison Barlinnie 
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Demarco, in typically bold and enterprising fashion, in which he fulfilled 

one of his many roles, (in this case, impresario5) persuaded the then Governor of 

Her Majesty’s Young Offenders Institution, Polmont, Charles Hill, to mount 

a performance of The Cage within the prison, as a deterrent to the inmates against 

pursuing a life of crime and incarceration.  Cluchey and his fellow actors were 

invited under the auspices of RDG and Edinburgh Arts to travel to Scotland in the 

summer of 1973 where, in addition to the performance of The Cage in Polmont, 

they also conducted workshops with school children in Edinburgh. 

 

 
Figure 175  

Front cover of Rick Cluchey’s play, The Cage, published by Barbwire Press, 1970 

                                                        
5 The label is frequently applied to Demarco as a form of journalistic short-hand, in lieu of a more 
accurate term encapsulating Demarco’s diverse activities. In this context, however, the term has 
been applied accurately. 
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In the same statement, where he recorded his thoughts on the Barlinnie Prison 

Special Unit at some length, Demarco notes: 

 

As the performance took place within the period of the Edinburgh Festival, and I 

had persuaded the Polish Theatre Director, Tadeusz Kantor and members of his 

Cricot Theatre to see the performance, I felt the energy of The Festival had moved 

almost miraculously to where it had long been needed, within the walls of a 

Scottish Prison. Rick Cluchey had personified for me the criminal who had found 

the possibility of a creative life through the ability to adopt the role of the artist, 

by making positive the negative space of prison.6 

 

 

Figure 176 

San Quentin Prison Workshop cast of The Cage with pupils from Melville College as part of Edinburgh Arts 
73. Rick Cluchey is second from right. [source: www.demarco-archive.ac.uk] 

 

Such activity was typical of Demarco’s relentless energy in pushing the 

boundaries of art and its contexts beyond the physical and conceptual spaces 

                                                        
6 ee Appendix 21.0 Statement by Richard Demarco on the Special Unit, HM Prison Barlinnie  
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offered by traditional galleries and gallerists.  Demarco involved school pupils from 

Melville College in workshops run by Cluchey and his fellow actors, and this type 

of inclusive, experimental pedagogical reach was entirely typical of Demarco’s 

efforts to disrupt and challenge prevalent educational orthodoxies. In the early 

1970s, involving school children in the work of former convicts was clearly an act 

of faith on the part of the school authorities, Demarco and even the children 

themselves. Such manifestations of teaching, learning and artistic 

experimentation speak volumes about the level of trust and faith placed in 

Demarco by those involved, as well as his powers of persuasion. 

 

Demarco’s decision to involve not only the prison authorities and inmates, 

but also the San Quentin Workshop and Cricot 2, was an entirely typical act – the 

creation of a nexus of individuals and organisations that exemplified his oft-

repeated maxim, coined by the novelist E.M. Forster, Only Connect.7   

 

Writing about Forster and emphasising the technological threat to human 

connection, Professor Sidney Perkowitz (b. 1939), Professor Emeritus of Physics at 

Emory University, (and therefore an example of the interdisciplinarity inherent in 

Demarco’s interpretation of the phrase) observes that Forster’s novel, Howard’s 

End is, 

                                                        
7 The phrase was used by the English novelist E.M. Forster in his novel Howard’s End (1910): “Only 
connect! That was the whole of her sermon. Only connect the prose and the passion, and both will 
be exalted, and human love will be seen at its height. Live in fragments no longer. Only connect, 
and the beast and the monk, robbed of the isolation that is life to either, will die.” Howard’s End, 
Chapter 22 (www.gutenberg.org/files/2891/2891-h/2891-h.htm) [Accessed November 13, 2019] 
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… a book about human connection. Margaret Schlegel – the older of the two 

cultivated, well-to-do sisters central to the story-becomes impassioned over the 

phrase “Only connect!” which carries two meanings. One is a call to unite the 

opposing elements within each person – what Margaret calls the beast and the 

monk, the prose and the passion — while the other is a call to put the greatest 

energy into personal relations. “Only connect!” is the book's epigraph, and 

whenever Forster speaks as narrator he emphasizes the value of personal 

relationships.” 8 

 

Whereas Demarco’s use of the phrase certainly concurs with the second 

part of Perkowitz’s definition, a third strand may also be added – that is, the 

connection between the arts and the sciences, as well as the interconnectedness 

between apparently disparate disciplines. These are connections made explicit by 

C. H. Waddington in Behind Appearance: A Study of the Relations Between 

Painting and the Natural Sciences in this Century (1970). Waddington (1905-1975) 

was Professor of Animal Genetics at The University of Edinburgh from 1947 to 

1975.  In 1972 he founded that university’s Centre for Human Ecology. Demarco 

was aware of Waddington’s work as a prominent geneticist at The University of 

Edinburgh and was in close contact with him in the early years of RDG and 

Edinburgh Arts. Discussing Waddington, Demarco comments:  

 

[he was] …one of my chief supporters...not just buying art but bringing people to 

see…Melville Crescent…the great botanist and professor at Edinburgh University… 

C.H. Waddington, who writes the seminal book ‘Behind Appearance’, showing 

                                                        
8 Prospect Magazine, November 19, 2001 [prospect.org/culture/books/connecting-e.m.-forster]).   



Giles Sutherland                                                                                                                                               Chapter Five 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1979 

 

 473 

that the world of science and the world of art are completely and utterly inter-

locked.9 

 

Such actions, based on the ideas behind E.M. Forster’s maxim, in which 

apparently disparate groupings of artists and others (Cricot 2, the San Quentin 

Workshop, school pupils and prisoners), were deliberately devised to create 

a collision of ideas, perspectives and expectations resulting from the diverse 

backgrounds of those involved.  From such creative ‘collisions’ Demarco believed 

that the conditions for creativity, inter-connection and social, educational and 

artistic development could be considerably enhanced. Although there is no 

currently locatable, extant record of the response to the Polmont performance 

from Cricot 210, the San Quentin Workshop, nor of the Polmont inmates, the 

experience was of significance to Demarco in that it exemplified the human 

potential for redemption, reform and connection. Cluchey’s path away from crime 

and violence had been initiated by a performance in San Quentin of Beckett’s 

Waiting for Godot, in 1957, when he was still serving a prison sentence for armed 

robbery.11 

 

Mike Nellis notes that, “Cluchey brought his theatre group to Scotland in 

                                                        
9 Demarco-Richard-031-of-64-National-Life-Stories-Artists' Lives 
10 The catalogue of the Demarco Archive at the National Galleries of Scotland (GMA A 37) contains 
no reference to HM Young Offenders Institution Polmont. 
11 Bruce Weber notes “… [Cluchey’s] life began to change for the better when the San Francisco 
Actors Workshop performed Waiting for Godot, directed by Herbert Blau, at San Quentin State 
Prison in November 1957. Thus, began the unlikely redemptive arc of Mr Cluchey’s adulthood, one 
that led him out of jail and toward a career as an actor and playwright, most notably as a protégé 
of Samuel Beckett and an interpreter of his cryptic work.” The New York Times, January 9, 2016 
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the 1970’s at the behest of Richard Demarco and visited the Barlinnie Special 

Unit…” 12 – although Demarco’s commentary contradicts the latter part of this 

statement.13 The links between Rick Cluchey’s experience as a reformed convict 

and those of Jimmy Boyle are worth noting. Clearly, Cluchey and Boyle benefitted 

greatly from their links with Demarco, although in Boyle’s case, Demarco’s role 

was more expansive and engaged. Both Cluchey and Boyle went on to publish 

plays dramatizing their respective experiences of incarceration – Cluchey’s The 

Cage was written while in prison, in 1965, while Boyle’s The Hardman (co-

authored with Tom McGrath) was first performed in 1977.  

 
Figure 177  

Front cover of The Hardman by Jimmy Boyle and Tom McGrath, published in 1977 

                                                        
12 Mike Nellis, Scottish Journal of Criminal Justice Studies, ‘Creative Arts and the Cultural Politics of 
Penal Reform: the early years of the Barlinnie Special Unit, 1973-1981’, p.67 
13 Commenting on this potential encounter (between Boyle and Cluchey), Demarco wrote: “The 
moment I met Jimmy Boyle and his fellow inmates of The Special Unit in the winter of 1974, I knew 
that I had encountered a brave and worthwhile experiment…I felt certain that…this experiment 
could…produce the Scottish equivalent of Rick Cluchey and his friends… Right there and then I 
wanted Jimmy Boyle and Larry Winters in particular to meet Rick Cluchey…Although this was not 
to be…” Statement by Richard Demarco on the Special Unit, H.M Prison, Barlinnie (see Appendix 
21.0) 
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Demarco defined BPSU as “…an art object, a form of living theatre….”14 

Such an observation illustrates Demarco’s view that social situations in themselves 

could be defined, via Beuys, as a form of ‘expanded art’ and even ‘social sculpture’. 

 

Beuys’ term ‘social sculpture’ is often either mis-understood or 

misinterpreted, and although the subject of Beuys’ and Demarco’s cooperation 

remains tangential to the current study, it is worth noting here how it may be 

linked to some of the ideas inherent in Edinburgh Arts. Social sculpture is firstly, 

and most importantly, Beuys’ idea that art has the potential to transform society. 

Here ‘art’ has an extended meaning and includes thought, action, language and 

objects / object-making. As a utopian millenarian, Beuys believed in the potential 

of human creativity to bring about societal change for the better, in a 

revolutionary sense. In her early work on Beuys, Caroline Tisdall links Beuys’ 

theory of social sculpture to an Energy Plan for Western Man:15 

 

Beuys’ intensified lecturing activities since 1973 have taken him across Europe, 

from far-flung places in Ireland, like Cork and Limerick, to Pescara in the south of 

Italy…and to the United States…The aim was to extend the notion of sculpture to 

that of Social Sculpture, and his Theory of Sculpture to an Energy Plan for Western 

Man, demonstrating the principles of the Free International University and 

ultimately appealing for a regeneration of thinking that could lead to an 

alternative to both private (Western) and public (Eastern) capitalism. The black 

                                                        
14 Statement by Richard Demarco on the Special Unit, H.M Prison, Barlinnie (see Appendix 21.0) 
15 This is also the title of a series of essays by Beuys – Energy Plan for Western Man: Joseph Beuys 
in America, ed. Karin Kuoni, 1991 
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board drawings served to give visual form to ideas which otherwise remain at an 

abstract visual level.16 

 

Tisdall thus makes explicit the connection between art and sculpture in its 

conventional sense, Beuys’ idea of Social Sculpture, his Theory of Sculpture, An 

Energy Plan for Western Man17 and, in its broadest sense, education (using the 

universally understood symbol of the blackboard), encapsulated in the ideas and 

ideals of the Free International University.   In relation to FIU, the manifesto of 

which was published by Beuys and Heinrich Böll in 1973, the aims and concerns 

find a real echo in those of Edinburgh Arts: 

 

Since the school’s concern is with the values of life we shall stress the 

consciousness of solidarity.  The school is based on the principle of interaction, 

whereby no institutional distinction is drawn between the teachers and the 

taught.  The school’s activity will be accessible to the public, and it will conduct its 

work in the public eye.  Its open and international character will be constantly 

reinforced by exhibitions and events in keeping with the concept of creativity.18 

 

                                                        
16 Caroline Tisdall, Joseph Beuys, p. 207 
17 The curator Ann Seymour writes of Energy Plan for Western Man: “Beuys’s ‘Theory of Sculpture’ 
developed in the sixties to include ‘Social Sculpture’, which extended the definition of art 
beyond the activity of the artists to include the creative talent of every individual, thus paving 
the way for a society of the future based on individual creativity. It then grew again, as 
expressed by the huge blackboard drawings Energy Plan for Western Man, 1972, and related 
drawings such as The E-Plan for the W-Man, c.1974 to evolve the principles of the Free 
International University, calling for a regeneration of thought throughout the world which 
would produce an alternative to both Eastern and Western forms of capitalism, and a free 
democratic socialism which would operate through the people, instead of a party system based 
on the force of power and money. The drawings, actions, lectures, sculpture and political 
activities fill in the flesh and reveal just how complex Beuys’s work had become.” Anne 
Seymour, ‘The Drawings of Joseph Beuys’, in Joseph Beuys Drawings, exhibition catalogue, City 
Art Galleries, Leeds (1983) p.23 
18 Manifesto on the foundation of The Free International School for Creativity and Interdisciplinary 
Research by Joseph Beuys and Heinrich Böll, 1973 (see Appendix 8.0) 
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The points relating to FIU’s accessibility, the lack of distinction between 

students and teachers, its international character as well as the centrality of 

‘events’ and ‘exhibitions’ are all relevant and applicable to Edinburgh Arts. 

 

The issue of influence between the developing ideas of Edinburgh Arts and 

FIU is an important one and should be addressed.  It is often generally assumed 

that the relationship between Beuys and Demarco was, respectively, one of 

teacher and mentor. However, as the title of more recent publications and 

research makes clear it is now more generally accepted that the nature of their 

relationship was collaborative, reciprocal and on an equal footing.19  As now seems 

clear, Beuys’ thinking around FIU and Demarco’s evolving ideas in relation to 

Edinburgh Arts, took place in parallel.20   

 

Caroline Tisdall goes on to further discuss the nature of ‘social sculpture’: 

 

This was how he [Beuys] described his ideal of social sculpture: first of all, the 

extension of the definition of art beyond the specialist activity carried out by 

artists to the active mobilization of every individual’s latent creativity, and then, 

following on from that, the moulding of society of the future based on the total 

energy of this individual creativity. 21 

 

                                                        
19 See Richard Demarco & Joseph Beuys: A Unique Partnership, (2016) and accompanying exhibition 
of the same name, held at the National Galleries of Scotland, August to October 2016 
20 It is beyond the scope of the current study to trace and analyse the parallel evolution of the 
respective structures of Edinburgh Arts and FIU. An Edinburgh Arts exhibition and discussion 
dedicated to FIU took place from August 25 to September 6 at Gladstone’s Court (179 Canongate) 
Edinburgh 
21 Caroline Tisdall, Joseph Beuys, p. 207 
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Such a definition, again, has links to the activities of Demarco and 

Edinburgh Arts in relation to Boyle and the work of BPSU. Certainly, there were 

elements of Demarco’s work with BPSU which, again, echoed those of FIU and 

Beuys’s conception of Social Sculpture, which related to societal change and the 

recognition of the individual to transform themselves and society for the better. 

Boyle did not begin his career as an artist until well after his incarceration and it 

was only when exposed to the special circumstances that the BPSU had to offer 

was it possible to develop his “latent creativity”.   Boyle’s example and that of the 

other inmates at BPSU, such as Hugh Collins, demonstrated the transformative 

and regenerative power of art (“latent creativity”) not only on an individual basis 

but also, by extension, at a wider societal level.  As the correspondence between 

Boyle on the one hand, and Demarco and the Edinburgh Arts participants on the 

other, reveals, there was an acknowledgement of how creative energy and 

intervention could be transformative. 

 

The artist, Rose Frain22, who participated in Edinburgh Arts 1980, was one of 

several artists who maintained a creative dialogue with the inmates of BPSU.  Like 

other participants on the EA 80 Journey, Frain made work that attempted to create 

a dialogue with the BPSU inmates. Frain explains that the Edinburgh Arts 

participants, 

 

 …sent postcards and so forth to the men in the special unit at Barlinnie Prison, 

because what he [Demarco] talked about, [were] the conditions for making art… 

                                                        
22 Rose Frain (b.1939). Edinburgh-based artist. 
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Frain adds that she, 

  

  posted ephemera, such as a piece of heather or a bird’s skull… to Jimmy Boyle and 

Hugh Collins, and various others, with a stamp on, in a little polythene bag… a few 

comments, postcards from them, came back.  They assembled it all, and some of 

us went and discussed it with them…23 

 

Such interventions were, in part, a method of engaging both Edinburgh Arts 

participants and the BPSU inmates in a creative dialogue, as well as testing the 

idea that the boundaries imposed by the prison walls were no barrier to creativity. 

But Demarco’s ideas went further than this, and in discussing Edinburgh Arts’ 

engagement with people and places he noted that EA was “…an expedition and 

pilgrimage into the physical reality of Scotland… into the experience of Scottish 

wind and weather…”24 from which the BPSU prisoners were, by definition, 

excluded.  Discussing the “…shorelines…islands and those remotes landscapes and 

communities which have long inspired Scottish poets, writers and artists; those 

places which are recognised as being possessed of high spiritual energy,”25 

Demarco concluded: 

 

All these are places which have allowed communities of Scots to work creatively 

using all manner of creative expression. It is in such spaces that the cultural life of 

Scotland is nurtured. If free members of society are seen to prosper from the 

experience of such places, why not those who are in prison? 26 

                                                        
23 Rose Frain interviewed by Giles Sutherland, January 7, 2020  
24 Statement by Richard Demarco on the Special Unit HM Prison Barlinnie (see Appendix 21.0) 
25 ibid. 
26 ibid. 
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The sending of postcards and other forms of material such as natural 

ephemera was, therefore, a way of creating such physical and spiritual 

connections and an attempt to limit to sensory deprivation of the BPSU inmates, 

as well as enhancing a sense of community involvement. 

 

 
Figure 178 

Rose Frain, 'The Journey on the Marques' (1980). Frain’s art work is composed of items of coastal 
ephemera that were sent to the inmates of the Barlinnie Prison Special Unit and assembled by them as 
a form of diary installation. For artist’s statement see Appendix 30.0 Statement by Rose Frain – ‘Mail to 
Barlinnie 1980’ (July 1984) Photograph ©rosefrain. 
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Figure 179  

Rose Frain, 'The Journey on the Marques', (1980) (detail).  The illustration shows a fragment of bladder 
wrack (Fucus vesiculosus) collected by the artist on Isle Ornsay, Skye, on August 7, 1980. Photograph 
©rosefrain. 

 

Further discussing the link between Edinburgh Arts and prison 

environments, Demarco went on to explain that some of the underlying, evolving 

principles surrounding the genesis of Edinburgh Arts were defined through his 

experience of Boyle, BPSU and Cluchey: 

 

I now realise that it was my dialogue with artists such as Rick Cluchey…that 

contributed greatly to my concept of “Edinburgh Arts”. This was a project 

designed to form a community of creative people, working in what I recognised as 
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conditions diametrically opposite to what represented normal prison conditions in 

Scotland. Those conditions heightened the experience and sharpened the creative 

natures of a selected community of artists, teachers and students, who 

participated in the Edinburgh Arts Summer School project[s] of …1973.27 

 

Demarco therefore draws a direct link between the involvement of 

Cluchey and BPSU/Boyle in the early part of the Edinburgh Arts experiment and 

the enhanced and expanded creativity of the EA participants.  Demarco recognised 

that the formation of “…a community of creative people…” was key to his evolving 

goals. In many ways, the EA experiment was innovatory in that it broke the 

traditional pedagogical practice of a two-way dialogue between teachers on the 

one hand, and students on the other, by blurring and dissolving these boundaries 

in the same way outlined by Beuys and Böll in the FIU Manifesto. Each participant, 

whether as ‘teacher’ or ‘student’, was encouraged, or even required, to engage in 

creative dialogue with every other member of EA, thus creating multiple levels of 

discourse and dialogue in which many creative permutations and outcomes were 

possible. 

 

Demarco conceived of the EA journeys not as linear events, where spatial 

or temporal constraints defined, or dictated, what took place.  Although this study 

has often asserted the EA experience as existing between specific dates and in 

particular places, Demarco’s thinking, by Edinburgh Arts 1979 and Edinburgh Arts 

1980, had developed well beyond any such conventional propositions. In short, by 

                                                        
27 Statement by Richard Demarco on the Special Unit, HM Prison Barlinnie (see Appendix 21.0) 
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1980 Demarco had conceived of the Edinburgh Arts as a series of interconnected 

actions and events, which he variously defined as an ‘artform’, and ‘artwork’ and 

‘social sculpture’.  In respect of this Demarco has commented: 

 

I saw Edinburgh Arts as an experiment within the world of art in Scotland, 

equivalent in its work to that of The Special Unit within the Scottish Prison System. 

Both emphasised the need for a communal energy and activity within the Arts. Both 

were forms of what Joseph Beuys calls ‘Social Sculpture’.28 

 

If ‘social sculpture’ was partly about transformative experience and the 

harnessing of individual creativity for the betterment of society then in BPSU, 

Demarco could find no better definition, and working practice. 

  

                                                        
28 Statement by Richard Demarco on the Special Unit, HM Prison Barlinnie (see Appendix 21.0) 
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6.2 The Genesis of Edinburgh Arts 1979, with reference to Edinburgh Arts 

1976, 1977 & 1978 

 

By 1978, Edinburgh Arts had evolved into a tried-and-tested formula and 

had abandoned the experience of ‘static’ education, which included conventional 

lectures, although these did exist in limited form. For example, the Gaelic scholar, 

Dr John MacInnes (Iain MacAonghuis) (1930-2019) continued to lecture to 

Edinburgh Arts students at The School of Scottish Studies at The University of 

Edinburgh.29 

 

The programme of Edinburgh Arts 1978 (subtitled, A 7,500-mile Journey 

into the origins of Western culture) outlined a journey in twelve sections. The 

exhaustive, and exhausting, journey covered Scotland (5-14 June); Northern 

Ireland (15-17 June); the Republic of Ireland (18-25 June); Wales (26 June-2 July); 

South-west England (3-9 July); France (Brittany) (10-14 July); Italy (Varese to 

Calabria) (15-23 July); Malta (24-27 July); Southern Italy and Sardinia (28 July-3 

August); France (Provence to Normandy) (4-9 August); England (Dorset, 

Oxfordshire, Derbyshire, Cumbria) (10-14 August) before returning to Scotland 

(15-17 August). 

                                                        
29 Dr John MacInnes participated in several Edinburgh Arts summer schools, including EA 75, EA 
76, EA 77, EA 78 and EA 79. These included lectures and discussions, ‘in the field’, as well as 
conventional, university-based teaching. Douglas Muir, who participated in EA 76, discussing his 
experience of Edinburgh Arts in the Hebrides, described Dr John MacInnes as, “…a man of quick 
silver, the archetypal educated Scot who goes far beyond Apollonian/Dionysian conflicts in his love 
of his dying language rooted in myth and the shifting seas and light. He opened up for me a 
language of the blood, and imagery of great power that struck a deep chord of recognition.” A 
Journey From Hagar Qim to the Ring of Brodgar, p. 138 
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Significantly, the journey began and ended at the World’s End, a public 

house adjacent to the site of the east gate of the old city wall. Writing about the 

significance of that place in relation to the Edinburgh Arts Journeys, Demarco 

notes that, “… the Road to Meikle Seggie begins in Edinburgh...”,30 and goes on to 

explain: 

 

In 1974 the preliminary approach to the world of Meikle Seggie was made around 

the sacred hill of King Arthur and his Court, King Arthur's Seat, “The Magic 

Mountain”.   In 1975, as the Demarco Gallery had moved to the old medieval city 

of Edinburgh,  the Journey actually began at the Gallery's front door, at that part 

of the Old Town known as The Royal Mile, and that part of the Mile where the 

High Street joins what is called Canongate, at that precise section where the City 

Gate stood marking “The World's End”, separating the City and its Royal Palace 

on the Castle Hill from the place of sanctuary of the Canons of the Abbey of 

Holyrood built around the Royal Palace of the Holy Rude, or the Holy Cross.31 

 

Demarco’s choice of the World’s End was significant, symbolic and 

practical.  The pub (the address of which is 2 High Street), lay adjacent to The 

Demarco Gallery, then located at Monteith House, 61 High Street.  As Demarco 

makes clear, the World’s End lies on the site of the former eastern city gate, or 

port, and provided an exit and entrance to the walled medieval city. It was the 

beginning of the road south, which eventually led to London, not far from the 

point at which the modern A1 road begins.  The city gate was a threshold, to the 

                                                        
30 Richard Demarco, The Road to Meikle Seggie, pp. 11-13 
31 ibid. 
The Demarco Gallery had occupied several premises in Edinburgh since it was established 
including, 8 Melville Crescent (1966-73), Great King Street, High Street, Monteith House, Jeffrey 
Street, St Mary’s School, The Royal High School, Skateraw, Craigcrook Castle and Summerhall. 
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Figure 180 

‘The Road to Meikle Seggie outside Monteith House Marked by the Fountain Well in the Royal Mile, 
Edinburgh’. Demarco’s illustration from ‘The Road to Meikle Seggie’ (p.4) shows the Medieval structure 
of that part of the High Street and the immediate environs of The Richard Demarco Gallery then located 
at 61 High Street, Edinburgh. The World’s End pub (not illustrated) is on the other side of the road. 
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world within and the world without, of the kind which held and continues to hold 

such a fascination for Demarco, not only as an artist but as an ‘explorer’ – and for 

him was redolent with possibilities and symbolism.  In the first edition of the book, 

The Road to Meikle Seggie (1978), several drawings testify to this fascination – 

there are images of Borthwick’s Close, Lady Stair’s Close, James Close (the original 

location of The Traverse Theatre) and Mylne’s Court.  Demarco attempted to 

inculcate some of his own sense of wonder and fascination for Edinburgh’s 

medieval architecture and structure to the Edinburgh Arts participants, a point 

captured so memorably in Devorah Cutler’s film. One of Demarco’s primary modi 

operandi was to find and ‘explore’ the ‘small and secret spaces’ of landscape and 

townscape, and to capture these, either in photography, drawing or as a shared 

experience. He explicitly compares the small, winding roads, as exemplified by the 

actual road to Meikle Seggie, to his absorption with aspects of townscape, usually 

from an age preceded by architects and town-planners: 

 

I take special delight in looking down a narrow country road which wends its way 

across the essentially feminine forms of rolling Scottish landscape, and to see it, 

with a final movement, penetrate a distant hill-side.    I see it as a man-made line, 

drawn in nature surely and unselfconsciously.  I see it sharpened, and its 

movement quickened by wooden telegraph poles, gates and fences and dry-stane 

dykes; and softened by hedges and woods and banks of wild flowers and gorse 

bushes growing in long grass.   Before I draw it, I claim it as land art.   It is the 

equivalent in landscape of the small and secret spaces I find in townscape.32 

 

                                                        
32 Richard Demarco, Diary extract, 1972, quoted in The Road to Meikle Seggie (1978) pp.9-11 
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Although most of the Edinburgh Arts participants had changed from those 

in previous years, many of the venues and sites that the summer school visited 

remained the same. The first, Scottish section (5-14 June) included, for example, 

Arthur’s Seat in Edinburgh and the island of Inchcolm in the Firth of Forth. There 

were also visits to Kilmartin Glen and the island of Arran.  The section covering the 

island of Ireland (15-25 June) included journeys to Newgrange, Dublin, Sandycove, 

Strangford Loch and the Ulster Museum.  The South-west England leg (3-9 July) 

included a visit to Glastonbury, which had been included on the EA 76 itinerary. 

The Brittany component of the journey (10-14 July) included visits to the famous 

‘calvaires’33 at Pleyben, Les Trois Fontaines, Guimiliau and Saint-Thégonnec, which 

had also been visited by EA 76.  Malta also featured on the itinerary (24-27 July), 

as had been the case for EA 75, EA 76 and EA 77.  Edinburgh Arts 1977 followed a 

similar itinerary and included Scotland, Northern Ireland, Eire, Wales, England, 

France, Italy, Sardinia, Malta. 

 

 

 

 

 

 

 

 

                                                        
33 A calvaire, literally ‘Calvary’, is a stone carved structure, typically found in northern France but 
also in Belgium, Portugal and Galicia, that depicts the site and scene of Christ’s crucifixion. These 
are most often found at the junctions of roads and tracks, serving as navigation devices and objects 
of veneration. 
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Figure 181 

Edinburgh Arts 1978. The calvaire and church at Brigognan Plage, Brittany [source: www.demarco-
archive.ac.uk] 

 

Much of the ground-work had been done for these journeys in preceding 

years, often before the initial conception of Edinburgh Arts. For example, Demarco 

had shown a series of work entitled Watercolour Paintings of Brittany and 

Normandy in 1963, during the Edinburgh Festival, after a visit to France.  This 

echoes his visits to Malta and contact with Richard England, Victor Pasmore and 

others – in the years before the first Edinburgh Arts summer school, in 1972 – in 

1968 and 1970. The Edinburgh Arts 78 itinerary for southern Italy and Sardinia (28 

July-3 August) included, significantly, Monte Cassino and Picinisco.  It was from the 

latter part of Italy, about 150km south-east of Rome, that Demarco’s paternal 

ancestors had originated. Monte Cassino, scene of some of the most ferocious 
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fighting in WWII34, is often mentioned by Demarco as a reference point because it 

is connected in his mind not only with the sacrifice of the German and Italian 

defenders, with also with that of the Allies, among whose number were many 

Poles.  In an autobiographical essay, discussing his conception of ‘The Road to 

Meikle Seggie’, Demarco comments, “… southwards, it lead to the Mediterranean 

to the Provincia di Toscana, to Lucca and Barga, the hilltop town from which my 

mother’s forebears originate, and to the Monastery of St. Benedict at Monte 

Cassino near to Picinisco, the village from which my father’s forebears began their 

long journey to Scotland.”35  Elsewhere, Demarco comments that,  

 

My father's last journey was on the Road to Meikle Seggie.   I like to think he made 

it, knowing it would also lead him to the birthplace of his forebears along the 

mountain roads which lead from Monte Cassino into the Abruzzi from the town of 

Atina to the village of Picinisco. 36 

 

As with many places on the Edinburgh Arts itinerary, there was a personal 

and, sometimes, deeply emotional connection that Demarco felt worth sharing 

with other participants. Many places, including artists’ studios, museums and 

galleries were often included because of the friendship and connections Demarco 

                                                        
34 The Battle of Monte Cassino involved a series of assaults centred on the historic hilltop abbey of 
Monte Cassino and took place in the initial months of 1944. On 18 May, a Polish flag followed by 
the British Union Jack were raised over the ruins. It is estimated that the Allied forces sustained 
around 55,000 casualties while Axis forces lost around 20,000 troops.  Wojtek (1942–1963) was 
a Syrian brown bear bought, as a young cub, in Iran, by Polish II Corps soldiers. During the Battle 
of Monte Cassino, Wojtek helped move crates of ammunition and became a celebrity with visiting 
Allied generals and statesmen. After the war, mustered out of the Polish Army, he was billeted and 
lived out the rest of his life in Edinburgh Zoo.  Edinburgh Zoo was adjacent to Duns Scotus Academy 
on Corstorphine Hill where Demarco taught art, from 1957 to 1967.  
35 Richard Demarco, ‘Too Rough to Go Slow – The Road to Meikle Seggie’, Spirits of the Age, p.89 
36 Richard Demarco, The Road to Meikle Seggie (1978), p.1 
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had established in previous occasions, again, often before the establishment of 

Edinburgh Arts.  As Demarco notes,  

 

I wanted ‘Edinburgh Arts’ to help university and art school students focus on the 

European cultural heritage of Scotland which made sense of my own life and my 

family as part of a community recognisable as Italo-Scots. 37 

 

 

Figure 182  

Unidentified spectator at Henry Decor Gallery, Edinburgh, 1963. Demarco’s exhibition, entitled Watercolour 
Paintings of Brittany and Normandy was shown adjacent to the work of Caithness Glass, established in 
1961. [source: www.demarco-archive.ac.uk] 

                                                        
37 Richard Demarco, ‘Too Rough to Go Slow – The Road to Meikle Seggie’, Spirits of the Age, p.92 
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Figure 183 

Edinburgh Arts 1978 Application Form (recto) The form makes clear that Edinburgh Arts 1978 
“…exists for artists who wish to extend their work into new areas of time and space. No excess 
baggage – physical or mental – should be carried from the past of participant…. [EA]…will NOT 
provide ideal space for those artists wishing to work only within the space of a studio over an 
extended period. [EA]…is about risk and experiment.” [source: www.demarco-archive.ac.uk] 
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Figure 1  

Edinburgh Arts 1978 Application Form (verso) with itinerary in 12 stages. [source: www.demarco-
archive.ac.uk] 
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Figure 2 

Itinerary of Edinburgh Arts 1977 (p.3) 
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Figure 3 

Itinerary of Edinburgh Arts 1977 (p.4) The itinerary followed a similar pattern to Edinburgh Arts 
1975,1976, 1978 and 1979.  Demarco comments: “Much of the journey is over water and so involves 
many voyages and many islands including Malta, Gozo, Grado, Burano, Torcello, Gavrinnis, Holy 
Island, Anglesey, Mull, Iona, Skye, Harris, Lewis, The Garvallochs, Rousay, Hoy, White island, Lusty 
Beg, Island Beagh, Boa. The first and last destination was HM Prison Barlinnie. 
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Figure 187  

Dr John MacInnes at Rodel, Harris (top) [source: A Journey From Hagar Qim to the Ring of Brodgar, p. 140 
(Edinburgh Arts 1976 catalogue)] 
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Figure 4.  

Dr John MacInnes lecturing to Edinburgh Arts 1978 students at the School of Studies at The University of 
Edinburgh [source: www.demarco-archive.ac.uk] 

 

Although the Edinburgh Arts ’78 summer school and journeys took place, 

by definition, in the summer months of that year, it was not until the following 

spring, in May 1979, that the consequent exhibition, following a now familiar 

pattern, was held at the Fruitmarket Gallery, Edinburgh.38  

 

The artists included John Carson, Felim Egan, William Heron, Brian King, 

Mark Russell, Emrys Morgan, Claire Smith, Jody Pinto (USA). There was also a 

                                                        
38 See Appendix 1.1 Selected Chronology from 10 Dialogues 
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performance by Christine Koenigs39 (The Netherlands) entitled Rainmachine.  

 

 

Figure 189 

John Carson: A Bottle of Stout in Every Pub in Buncrana (1978) shown at the Edinburgh Arts 78 exhibition 
at the Fruitmarket Gallery, Edinburgh, May 1979  [source: www.demarco-archive.ac.uk] 

 

                                                        
39Christine Koenigs (b. 1952) Dutch artist. The Netherlands-based video art website and catalogue, 
LIMA, comments that, “…this particular performance took place on May 28th, 1979, from 10.00 to 
10.22 h., in a multi-storey car park on Market Street in Edinburgh. Koenigs, wearing waterproofs, 
is pacing up and down. Attached to the helmet on her head is a long, perforated tube, which in 
turn is connected to a garden hose. The sprinkler created in this way causes a constant curtain of 
rain. As the performance progresses, the ‘line of rain’ appears to become longer and longer, with 
the audience retreating further and further each time Koenigs turns around.  [source: www.li-
ma.nl/lima/catalogue/art/christine-koenigs/my-line-is-rain/643] 
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Carson’s works, A Bottle of Stout in Every Pub in Buncrana and I’d Walk 

from Cork to Larne To See the Forty Shades of Green were essentially time-based, 

performative works, completed around the time that Edinburgh Arts 78 was in 

Northern Ireland. The photographic record of these was exhibited at the 

Edinburgh Arts 78 exhibition the following year. As a young artist in the 1970s, 

who had trained in Northern Ireland, Carson was influenced by Richard Long, as 

Liam Kelly, writing in 1996, notes in discussing Carson’s work: 

 

Different locations, too, are important as they bring unpredictable interactions. In 

the past, he admired the work of Richard Long and Irish artist Brian King’s 

interventions with nature, and while at college, he rejected making art objects for 

making art journeys.40 

 

Although Carson’s work was not made on the Edinburgh Arts Journey, it 

does, nevertheless, accord well with Demarco’s ethos of immersion in, and 

response to, place, time and circumstance (creating “unpredictable interactions”) 

as a more conducive, and relevant, context for art-making. Carson’s feeling that 

he was “…uncomfortable about the peripheral nature of much gallery-based fine 

art practice affording little access to initiates…”41 would, surely, also have chimed 

with Demarco’s perspective. 

 

 

 

                                                        
40 Liam Kelly, Thinking Long: Contemporary Art in the North of Ireland, p. 41 
41 op. cit., pp. 40-41 
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Figure 190  

Christine Koenigs, My Line is Rain or Rainshower, (film still). Edinburgh Arts 1978. The performance took 
place in a multi-storey car-park Market Street, Edinburgh adjacent to the Fruitmarket Gallery [source: www.li-
ma.nl/lima/catalogue/art/christine-koenigs/my-line-is-rain/643] 

 

Writing in 1976, the artist Kenneth Dingwall42 noted that, 

 

Edinburgh Arts ’76 brings together attitudes in the air which have grown in more 

recent policies from the influence he has had from Beuys, Kantor and Neagu. He 

doesn’t want to run ‘yet another avant-garde art centre’ but ‘to move away from 

the sterile gallery atmosphere’ to be about ‘human contacts between the most 

unlikely people’ and ‘the energy and spin-off from people and the places they live.’ 

He also links this with his own intense, almost Scottish Tourist Board love of 

Scotland, and his response to Celtic and Pre-Renaissance cultures.43 

 

                                                        
42 Kenneth Dingwall (b. 1939) Scottish painter, formerly Professor of Painting and Chair of the 
Painting Department at the Cleveland Institute of Art. 
43 See Appendix 22.0 Ken Dingwall, ‘The Amazing Mr Demarco’, Art Monthly, Vol. 1, No. 2, 
October 1, 1976, p.18 
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The article, written around the 10th anniversary of the RDG, in the first 

edition of the London-based periodical, Art Monthly, was neither encouraging nor 

positive about the achievements of Demarco, his gallery and Edinburgh Arts. 

Although Dingwall attempted a balanced assessment of some of the gallery’s 

successes and failures, the overall tone was negative, cynical and overly critical.  

Dingwall observed,  

 

Demarco seems to stir up an astonishing range of reactions. For some he is 

charismatic, a visionary, an artist impresario with the fervour of a revivalist 

preacher. Others find discomfort in his showbiz oversell, distaste for a sometimes 

sycophantic entourage around the ego, and have doubts about the tenuous line 

of some of the gallery affairs. To artists he can be anathema, a line in a curriculum 

vitae, or a source of enthusiasm. 44 

 

Dingwall’s criticism included the size and duration of public subsidy, noting that,  

 

…in 1976 the Gallery received from the Scottish Arts Council a grant of £22,000 

with a further £6,000 paid toward still considerable outstanding losses…the 

annual outpouring of artistic and social events…has resulted in a regular 

overrunning of the now largely state funded Gallery budget…45 

 

Dingwall also complains that, in his opinion, the RDG shows “…came in a 

liquorice all-sort variety. Unfortunately, too few were first-class and too many 

were of second-hand derivation…”.46 Dingwall reserves some of his most damning, 

                                                        
44 op. cit. p. 17 
45 op. cit. p. 17 
46 ibid. 
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if oblique, criticism for Edinburgh Arts itself, hinting that some of the funding 

sources were dubious, and that the summer schools themselves, and their 

associated journeys, might be classed as a form of tourism: 

 

The first venture of the new form of Edinburgh Arts (promoted with funds from 

Imperial Tobacco, the Arts Council, The British Council and private donors) has 

been a two-month bus and car convoy of artists, historians and art critics through 

Celtic Europe visiting sites, studios and local communities. A few people stayed the 

whole way, most dipped in at points en route. A documentary show is the Festival 

part of it, to be followed by a publication and larger touring exhibition of more 

considered reaction three months later. A Cook’s Culture tour, or perhaps a new 

Black Mountain on wheels.47 

 

Dingwall is referring to Edinburgh Arts ’76 and its associated publication 

and exhibition, A Journey From Hagar Qim To The Ring of Brodgar.  The use of 

terminology such as ‘promoted’, ‘convoy’ and ‘dipped in’ is both inaccurate and 

dismissive, while the suggestion that Edinburgh Arts might be compared to a 

“Thomas Cook tour” suggests little understanding of the nature and scope of the 

Edinburgh Arts project.  There is no evidence that Dingwall himself took part in 

Edinburgh Arts, although he had seen, or was a least aware of, the show and 

publication.  It is not entirely possible to ascertain the reasons for Dingwall’s 

dismissal of Demarco in general, and Edinburgh Arts in particular, although it 

should be noted that he appears to have been one of the few Scottish artists of 

                                                        
47 ibid. 
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his generation, and stature, not to have participated in any of the RDG exhibitions 

before, or after, the date of writing. 

 

The most salient point raised by Dingwall is his suspicion that Edinburgh 

Arts was no more than a form of cultural tourism (not withstanding his dismissive 

comparison to the summer school as Black Mountain College ‘on wheels’).    

Having considered some of the potential precursors of Edinburgh Arts in preceding 

chapters (for example, the 18th century ‘Grand Tour’) Dingwall’s point is so 

insubstantial in its lack of evidence that it does not require, or deserve, to be 

addressed seriously.48  Sufficient evidence to the contrary has been made 

available throughout this study so that Dingwall’s doubts and cynicism may be cast 

to one side, on the basis that only those who actually participated in Edinburgh 

Arts, or those who have researched the topic in depth, have any real claim to judge 

its efficacy, or otherwise. 

 

                                                        
48 One may point to other ‘precursors’ of Edinburgh Arts, such as the observations made, 
respectively, by Samuel Johnson and James Boswell in A Journey to the Western Islands of Scotland 
(1775) and The Journal of a Tour to the Hebrides (1786). To this may be added Dorothy 
Wordsworth’s Recollections of a Tour Made in Scotland, A. D. 1803 as well as Felix Mendelsohn’s 
walking tour of Scotland in the summer of 1829. 
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Figure 191  

An illustration from James Boswell’s ‘Journal of the Tour to the Hebrides’, (1909 edition) London: J. M. 
Dent & Co. The map inside the book’s front cover shows the route of Boswell’s and Johnson’s tour. The 
journey included several places on the various itineraries of Edinburgh Arts, including Fife, Angus, 
Aberdeenshire, Skye, and Argyll. 

 

In reaction to Dingwall’s comments, Demarco, writing in the pages of the 

same publication, mounted a spirited defence of RDG, noting, 

 

It would take me a long time to discuss each negative point made by Kenneth 

Dingwall in his article about my policy as a Gallery Director…I ask him to consider 

what kind of article he would have written if it had been about what the Demarco 

Gallery has done rather than about what it ought to have done or failed to do…49 

                                                        
49 Richard Demarco, Response to ‘The Amazing Mr Demarco’, Art Monthly, Nov 1, 1976 (see 
Appendix 23.0) 
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Figure 192  

Front cover of the catalogue of the Edinburgh Arts 1977 exhibition, held at the Fruitmarket Gallery, 
Edinburgh, March 11-April 1, 1978. 
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Figure 53  

Edinburgh Arts 1977 Exhibition Catalogue (Back Cover). It states: “Edinburgh Arts 1977 began and 
ended at the Demarco Gallery, at World’s End, on the Royal Mile of Edinburgh. A part of the city 
full of symbols related to King Arthur. The Holy Rude (the Holy Cross) St Anthony of Padua, the 
Knights of Malta, The Sphinx, The Unicorn, St Giles, St Margaret, and the empire of Charlemagne. 
It developed out of the 1976 journey, as the 1976 journey developed out of those of 72, 73, 74, 75. 
It was, as all of them, a summer journey influenced by the summer solstice. It paved the way for 
the Edinburgh Arts 78 journey, its natural extension.”  
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6.3 The Evolving Philosophy of Edinburgh Arts 

 

 
 

Figure 194  

Cover of Edinburgh Arts 1979 catalogue, documenting EA 79, which had evolved from a partially static 
pedagogical undertaking (as ‘summer school’) into a wholly peripatetic series of journeys, that involved 
the sailing barque, the Marques, as a kind of floating university. 

 

Although previous itineraries followed by Edinburgh Arts had involved 

a series of sea voyages, these had mostly featured as a means to an end — 

a necessity of transportation and logistics, in the same way as groups of students 

(as well as Demarco and his administrators) had also used air and vehicular 
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transport. In 1979, a new element to Edinburgh Arts was introduced – the sea 

voyage, as an end in itself.  Demarco’s view was that this new dimension would 

expand horizons (intellectual, creative, spiritual and geographical) and, in 

discussing this, he observed: 

 

The core of the Edinburgh Arts Journey of 1979 was a voyage to the islands and 

coastlines of the Celtic world – Scotland, Wales, Ireland, Cornwall and Brittany – 

…to trace the development and movements of ancient cultures and how these are 

relevant to the way… certain contemporary artists are working with the instincts 

and attitudes of explorers. The Journey investigated the visual means of 

communication and expression … used to define places of high spiritual energy. 50 

 

The notion of the ‘artist as explorer’ had become firmly rooted in 

Demarco’s narrative as a way of explaining and defining some of the main 

processes, and ethos, of Edinburgh Arts. The publication, The Artist as Explorer 

and its ‘companion’ publication, The Road to Meikle Seggie were published in the 

same year (1978) and, together, these texts form a key ‘manifesto’ of the ideas 

and energies that informed Edinburgh Arts. In the former text, Demarco marshals 

a significant body of opinion to support his view that the art of the 1970s was:  1/ 

often defined by technological means of expression; 2/ created mainly by artists 

and for artists in the confines of studios and institutions, and 3/ a symptom of the 

distancing between contemporary humanity and the natural world.    

                                                        
50 Richard Demarco, Foreword to Edinburgh Arts 1979: a Quest Through Europe, Or, the Long Way 
Round to the Edinburgh Festival, p.3 
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This series of views had been partially expressed and reiterated by others, 

such as Lucy Lippard, who had commented on the “...commercialism...ego-success 

orientation...[and]...linear plunge...”51 of the contemporaneous art world, while 

urging a “...reconnection with real-life”.52   Lippard concedes that progress in the 

arts and the concomitant use of technology made sense in the 1960s and were 

“...necessary to open up new techniques and styles to accommodate an expansion 

of the variety of communication”53 but noted that in the mid-seventies the 

contemporary art world was in “bad shape”, before concluding: 

 

...a re-integration of the arts and social consciousness are much needed. The pleas 

for discovery rather than progress, for focus on pre-Renaissance pasts, for the 

establishment of new roots for art, will hopefully contribute to a clearer look at 

the motives for making art at this time, as well as...a revival of a meaningful and 

communicable art...54 

 

In The Artist as Explorer, Demarco cites several contemporaneous 

commentators such as Sir Edmund Leach.55 Demarco, before referring to an article 

by Leach, in The Observer (February 20, 1977) notes:  

 

                                                        
51 Lucy Lippard, Introduction, To Callanish From Hagar Qim, p.1 
52 ibid. 
53 ibid. 
54 ibid. 
55 Sir Edmund Leach (1910-89). British anthropologist and commentator on, and translator of, the 
work of Claude Lévi-Strauss.   
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We have become too literal in our interpretation of the world. Indeed, we have 

become too literate. The printed word has replaced the human voice. It has begun 

to supplant the use of memory. It has destroyed our capacity to see.56 

 

Leach’s points were, and continue to be, valid commentary on, and 

criticism of, educational practices that give primacy to methods of education 

based on the written word. Demarco, via Leach, echoes Patrick Reyntiens’ point, 

discussed in an earlier part of this study, that the value of ‘memory-based’ 

understanding and learning had been supplanted, because of the Industrial 

Revolution, by book-based learning, which favoured the written word over the 

visually-based forms of learning, understanding and observation.  Reyntiens had 

observed: 

 

We live in a time when communal memory structures are being rapidly eroded 

away by universal communication, universal education, universal travel...Without 

communal memory...no one is capable of making true relationships.  Only in the 

renewal of memory structures...is it that society can begin to function again.  

David Jones asserts that anamnesis is the basis of art. Anamnesis, 

memory...seems to exist on two levels: the primal and the personal...it is in 

indicating the polarity of the primal and the personal — the eternal and the 

instantaneous if you like — and the bridge between the two, that the unique 

character of Edinburgh Arts lies.57 

 

Despite the generalised nature of Reyntiens’ observations, there are 

several valid points in his argument, which include hints at — and contains echoes 

                                                        
56 The Artist as Explorer, p.2 
57 Patrick Reyntiens, ‘Letter to Richard Demarco, July 2, 1975’, To Callanish From Hagar Qim, p.1 
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of — Marshall McLuhan’s theories regarding the societal and intellectual impact 

of technology and mass communications.58 The idea, as expressed by Reyntiens, 

that Edinburgh Arts acted as a “bridge” between the primal, communal past and 

the personal, individual present is an important one. It lies at the heart of an 

understanding of Edinburgh Arts, and as such is an intellectual corner-stone of this 

study. The Edinburgh Arts 1979 sea voyage was more than symbolic.  It was an 

attempt to invoke and re-invent shared communal memory, to induce a sense of 

collective experience and to create conditions for what Reyntiens calls a ‘primal’ 

response in the participants. Only by awakening such collective memory through 

a shared experience, could mutual understanding be used to shed light on the 

‘follies’ of contemporary art and suggest alternatives.  This, Demarco believed, 

would result in what Lippard describes as ‘meaningful’ art that would reconnect 

with the ways that the builders of Callanish and Hagar Qim might previously have 

pursued their collective endeavours.   

 

Edinburgh Arts was a direct challenge and antidote to prevalent 

contemporaneous modes of thought around the making and experiencing of art 

                                                        
58 Herbert Marshall McLuhan (1911-1980) Canadian philosopher and theorist. In The Gutenberg 
Galaxy (1962), McLuhan posited that various forms of communication technology, such as writing, 
print and electronic media (what Reyntiens describes as ‘universal communication’) affects 
cognitive organisation, which in turn has complex consequences for social structures. This is 
echoed in Reyntiens’ belief that “…without communal memory...no one is capable of making true 
relationships”.  Robert O’Driscoll, who participated in Edinburgh Arts in 1977, 1978 and 1979, 
wrote: “Like the other professional artists and educators I joined the Journey because of the 
intellectual strength of the experience…Demarco was offering.  I have been a colleague of Marshall 
McLuhan’s for the past fourteen years, and it is now clear to me that Demarco’s ideas are in 
advance of McLuhan’s...”  Robert O’Driscoll, Letter headed ‘Edinburgh Arts’, Art Monthly, No. 30, 
October 1979, p.7 (See Appendix 24.0) 
O’Driscoll and McLuhan were colleagues at the University of Toronto – the latter from 1946 to his 
death in 1980; and the former from 1966 until his death in 1996. 
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(in its broadest sense).   First and foremost, Edinburgh Arts was a participatory 

exercise where students and faculty alike shared in the common (and communal) 

experience of creativity and investigation.   As this study has attempted to show, 

the orthodoxy of book- and text-based learning (and their concomitant 

pedagogical modes such as lectures, seminars and symposia) became secondary 

to shared physical, emotional, ‘spiritual’ and intellectual experience.  

 

Discussing Leach, Demarco criticises those “who place …too much 

confidence in the written word at the expense of other methods of 

communication, particularly those of a visual nature.59 Concluding, Demarco notes, 

 

Edmund Leach makes this warning: “Written text[s], whether in books or in 

documents, tend to be valued because they can be made unambiguous. But this 

specious clarity is achieved only at great cost. Since the real world of experience is 

not one-dimensional and linear, it follows that by gearing our whole education 

system to the written word we automatically teach our young to misinterpret their 

environment.60 

 

From a contemporary perspective, there are flaws in Leach’s arguments, not least 

the fact that written texts are “one-dimensional and linear”, because with the advent of 

hypertext in the 1990s many texts may be navigated multi-dimensionally, a fact that 

McLuhan had predicted some thirty years before the event.  Additionally, Leach’s 

assertion that written texts “can be made unambiguous” also requires clarification and 

should be challenged.  The notion that an idea rendered in written form is, per se, wholly 

                                                        
59 Richard Demarco, The Artist as Explorer, p.3 
60 ibid. 
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perspicacious (with an exact transmission of meaning from author to reader) should not 

be taken as fact: common experience tells us that many textual factors —such as context, 

tone, register, grammar, punctuation, lexis and syntax — can lead to misinterpretation, 

confusion and debate. 

 

These points, notwithstanding, it is important to note Demarco was uncowed 

about taking on various existing orthodoxies (whether they were educational, artistic or 

political) by challenging them either directly in writing, or by action. Edinburgh Arts was 

therefore part of Demarco’s strategy of aesthetic, financial and organisational challenge 

and risk-taking.  
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Figure 195  

The front and rear cover of The Artist as Explorer (first edition). Two versions of this 
booklet/extended essay were produced. The front cover of the first edition shows Demarco’s 
drawing of the Boa Island figure (see below). The text of The Artist as Explorer, which emerged 
from Demarco's reflections on the Edinburgh Arts Journeys, was first delivered in February 1978 
to the conference Canada and the Celtic Consciousness at the University of Toronto (organised by 
Robert O'Driscoll with Celtic Arts of Canada). It was developed into an RDG/Edinburgh Arts 
publication under the same title later that year. 

 
Figure 196 

The second edition shows a drawing by Demarco of Arthur’s Seat and the Radical Road, 
Edinburgh 
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Figure 197  

Boa Island bilateral figure in the cemetery at Dreenan, Lower Lough Erne, County Fermanagh, Northern 
Ireland. The sculpture is probably of a pagan deity and dates from the 8th-12th centuries AD. Edinburgh 
Arts, 23-29 June 1977. [source: www.demarco-archive.ac.uk] 
 
 

 
Figure 198  

Edinburgh Arts 1979.  The director, actor and writer Neil Bartlett (b.1958) viewing ‘Chalice with Flowers and 
Pepperpot’ (c.1954-5) by the Welsh modernist artist and writer, David Jones (1895-1974) at the Tate Gallery, 
London. Jones was one several artists and writers discussed and read aboard the Marques.  Jones converted 
to Catholicism in 1921. This, and the Eucharistic theme the painting, clearly appealed to Demarco and 
illustrated some of the spiritual aspects of the Edinburgh Arts Journeys. [source: demarco-archive.ac.uk] 
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Figure 199  

Route of Edinburgh Arts 1979 in Britain, Ireland and France. The Marques sailed from Fowey in Cornwall 
to Guernsey, Sark, St Malo, Roscoft (thence by land to St Thegennieux) Belle Ile, Brittany, Tenby (Wales), 
and Cork, Kinsella (Ireland), The Scilly Islands (UK). Part of the reasoning behind the journey lay in 
demonstrating the connectedness and proximity of the ‘Celtic world’ by sea routes in a way not possible 
by land and road. [source: EA 79 catalogue] 
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In 1979, following the Edinburgh Arts Journey of that year, an article 

entitled ‘Celtic landfall’ appeared in the recently-established London-based 

magazine, Art Monthly 61 by the artist and writer Martin Green.62   Green had 

participated in a small section of the initial Edinburgh Arts voyage aboard the 

Marques – from Fowey to Penzance and from St Ives to Tenby in June 1979.   Art 

Monthly had carried a less-than-favourable critique of Demarco’s activities and 

policies in a previous issue. The magazine had been set up by Peter Townsend who 

had previously edited Studio International, a magazine with which Demarco had a 

long association. 63   

 

                                                        
61 Art Monthly was established in 1976. The first number was published in October of that year and 
contained a ‘Scottish supplement’ that included articles by Duncan Macmillan (‘Art and 
devolution’); Tom McGrath (‘Notes from Glasgow: art in transition’); Douglas Hall (‘Future with a 
past: the Scottish National Gallery of Modern Art’); Ken Dingwall (‘The Amazing Mr Demarco’); 
Sandy Moffat (‘FAS’ [Federation of Artists]) and Ian Hamilton Finlay (‘An alternative ‘girn’ ’) 
62 Martin Green. Coventry-based artist. “Artist, Writer, Live Curation Events, Sculp-poetics” See: 
curatingcoventry.wordpress.com/2018/02/11/artist-spotlight-martin-green/ 
63 Peter Townsend (1919-2006). Art Monthly’s sceptical stance on Demarco may have been 
influenced by the relationship between the two men when they worked together on Studio 
International, although there is no extant evidence to support this view.  Demarco was a 
contributor to Studio International in the 1970s and 1980s and has continued to publish articles in 
the online version of the magazine. The printed edition ceased publication in 1992 and the online 
version was re-established in 2000 (www.studiointernational.com). Demarco was a Contributing 
Editor of Studio International from 1982 to 1983. 
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Figure 200 

(L-R) Joseph Beuys, Seth Siegelaub, Georg Jappe and Peter Townsend, London, May 1970. Photograph by 
Richard Demarco. The meeting in London followed Beuys’ and Demarco’s ‘reconnaissance’ visit to Scotland 
(Argyll, Edinburgh, Rannoch Moor) in preparation for the Strategy: Get Arts exhibition at Edinburgh College 
of Art in August 1970.  Townsend was, at that time, editor of Studio International. Siegelaub (1941-2013), 
a US artist and curator, was Project Editor of ‘Studio International’, Vol. 180, No. 924, July/August 1970. 
Jappe (1936-2007) was a German critic, artist and academic. He contributed a significant critical essay to 
the ‘Strategy: Get Arts’ catalogue (1970). [source: www.demarco-archive.ac.uk] 

 

Although Edinburgh Arts was, by 1979, in its eight year, there had been, 

given the scale and diversity of the project, relatively few sustained 

contemporaneous critical engagements that focussed on the journeys 

themselves. Although Green’s article (which amounts to approximately 1500 

words) may not entirely fit the description of a ‘sustained engagement’ it does, 

nevertheless, bear some scrutiny.  Quoting from the publicity material for 

Edinburgh Arts 1979, Green reports that the journey is, 

 



Giles Sutherland                                                                                                                                               Chapter Five 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1979 

 

 519 

literally a voyage to the islands and coastlines of the Celtic world … tracing the 

movements of ancient cultures which are relevant to the way in which certain 

contemporary artists are working with the instincts and attitudes of explorers…by 

means of one of the most beautiful and poetic forms of transportation ever 

devised; completely at harmony with the elemental forces of fire, air and water – 

a square-rigged sailing ship the Marques…’.64 

 

Green compares Demarco’s prose style to that of a ‘house agent’ and, 

continuing in the same sceptical vein, observes, “…Sitting at home reading the 

handout you would be tempted to wonder what powers of organisation, save 

Thos. Cook and the Royal Navy could get the show on the road.”65 

 

Throughout the piece Green makes other comments, in a similar mode. He 

describes the earlier Edinburgh Arts visit to Barlinnie Special Unit and Jimmy Boyle 

as consisting of “…an accompaniment of raggle-taggle artists…” and asks the 

blithely naïve and dismissive question, “…would Jimmy Boyle have readily 

foregone his confined studio for the rough-and-tumble world outside?”.66  

 

Green continues:  

 

…who were those strange lairds who had accommodated the Arts Journey and 

what was said at those colloquia with public schoolboys and standing stones?  

Forever imprinted on my mind is a dissertation from the Master [Demarco] on the 

                                                        
64 Martin Green, ‘Celtic Landfall’, Art Monthly, September 1, 1979, p. 15 (See Appendix 25.0) 
65 ibid. 
66 ibid. 



Giles Sutherland                                                                                                                                               Chapter Five 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1979 

 

 520 

‘Road to Meikle Seggie’ which would have your critical faculties in a whirlpool for 

a fortnight…67 

 

Green’s erroneous and politically-loaded comments concerning “strange 

lairds” and “public schoolboys” were, undoubtedly, a reflection of the 

publication’s left-wing credentials, as Patricia Bickers confirms when she describes 

Art Monthly as “Fiercely independent … and …politically of the left, which means 

a commitment to the public sector and to public service…”68 

 

Green leavens his tone somewhat in the following paragraph by stating, “I 

do not think it possible, were it desirable, to send up a man of Richard Demarco’s 

Prince Myshkin-like innocence and burning sincerity, however his self-generated 

publicity leaves him open to an invitation of this nature”.69  Although Green’s 

reference to the sincerity of the central protagonist of Dostoyevsky’s novel, The 

Idiot (1868), has some validity, Myshkin, described elsewhere as “…the extremest 

incarnation of the Christian ideal of love that humanity can reach in its present 

form … torn apart by the conflict between the contradictory imperatives of his 

apocalyptic aspirations and his earthly limitations…”70 does not find an exact 

parallel in Demarco. Green’s point about Demarco’s (and as a corollary, Edinburgh 

Arts’) “self-generated publicity” is also contentious, in that he implies that it is 

undesirable, or unbecoming, to publicise such activity.  

                                                        
67 ibid. 
68 Patricia Bickers, ‘Art Monthly 1976 – On the gentle art of staying the same while changing 
utterly’, Art Libraries Journal, Vol. 35, No. 1, 2010, p.6 
69 op. cit.  
70 Joseph Frank, Dostoyevsky: A Writer in his Time, p. 577 
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There are clearly opposing standpoints in this regard, but it is important to 

make the point that there is a subtle distinction between promoting and 

publicising oneself and doing the same thing in respect of one’s ideals, ideas, 

philosophical beliefs and in Demarco’s case, pedagogical-creative projects. This is 

an important point which, hitherto, this study has not addressed. But it is worth 

stating that publicity, and what might now be termed a ‘media profile’, is a 

symbiotic relationship between the publicised and those who do the publicising.   

 

As the bibliography to this study demonstrates, there has been much 

coverage of Demarco’s activities over the years including books, articles and radio 

and TV programmes. Demarco’s activities (and, often, predicaments) have often 

resulted in publicity (either positive or negative) these have seldom been 

undertaken with the purpose of generating publicity per se – what in layman’s 

terms may be described as ‘publicity stunts’. The very nature of Demarco’s 

activities (or the activities of those with whom he collaborated or promoted, such 

as Beuys) attracted media comment because they were intellectually, socially and 

aesthetically challenging.  There is irony in that Green is contributing to the ‘self-

generated’ publicity that he scorns. 

 

There is a popular mis-conception that Demarco courts the limelight for its 

own ends and the reason for this is that his ego demands attention.  While this 

may be true to an extent, the popular view falls short of a deeper explanation of 

his motivations.   
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A significant proportion of Green’s article is taken up by citing the 

Edinburgh Arts 1979 information and publicity material. Although these citations 

are accurate, they are used selectively, in the well-worn manner of those who use 

such material to justify their own ends and arguments.   Despite his stated wish 

not to “send-up” Demarco, Green proceeds to do just that. Responding to the 

comment that “Each participant should contribute the mystery of their own 

individual awareness of the journey”, Green counters with the rather acerbic 

aside: “I cannot speak of the Journey by land, but I did manage to contribute the 

mystery of my own awareness on the Marques for a while. However, travelling on 

a square-rigged barque is not like sitting in the dark waiting for the tall Muse to 

stalk naked through the room…”.71 

 

Part of the experience of sailing on the Marques as part of Edinburgh Arts 

was to be in direct contact with the elemental forces of nature, to work in close 

proximity with others, as part of a crew, and to approach landscape, seascape and 

the many  monuments and places on the varied itinerary from the sea, as would 

often have been the case in the past, especially the far-distant past, when no other 

means of transport were available.  The Edinburgh Arts 1979 publicity material 

(presumably authored by Demarco himself) observes that, 

 

For all participants, this secure point of origin [Edinburgh] should also be seen as 

the ultimate point of destination. The Journey provides a time of enquiry into the 

                                                        
71 op. cit., p.16 
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mysteries of the physical world and the presence of mankind impregnated in its 

very physicality…The Journey will demand each participant’s complete attention 

and energy. During it the making of art will be virtually impossible. The Journey 

should question deeply the motives of each participant for being involved in the 

world of art.72 

 

This was a devised and deliberate aspect of the journey, which, in 

contemporary terminology, was designed to remove the Edinburgh Arts 

participants from their respective ‘comfort zones’. The 1979 Edinburgh Arts 

Journey was subtitled The Long Way Round to the Edinburgh Festival and this 

approach, both literally and metaphorically, about seeing contemporary art, or at 

least the way in which it manifested at the world’s largest festival of the arts, from 

a radically altered perspective.   Demarco’s stated aim was to alter the Edinburgh 

Arts participants’ ways of seeing and perceiving, by shedding new light on 

contemporary manifestations of art, through the prism of the past. Such an 

approach, which highlighted differences as well as parallels between the new and 

the ancient was intended to be nothing short of revelatory and permanently life-

changing. 

 

                                                        
72 The Richard Demarco Gallery Edinburgh Arts ’79 (publicity material). [source: www.demarco-
archive.ac.uk]. (See Appendix 25.0) Although the making of art on the various parts of the voyage 
was envisaged by Demarco to be “virtually impossible” there is ample evidence to suggest 
otherwise, including drawings and sketches by Demarco himself, diary entries, poetry readings, 
films and photography.  
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Figure 201 

Edinburgh Arts participants in Brodick Bay, Arran, Scotland aboard the ‘Marques’, August 4, 1980. The art 
critic Cordelia Oliver is seated (centre). Demarco has commented: “Among my most precious memories of 
Cordelia and George Oliver was when they joined the 1980 Edinburgh Arts circumnavigation of the British 
Isles on the sailing ship Marques anchored off Brodick Harbour, Arran. They travelled from Glasgow 
together with their friends George and Daphne Wyllie, and Chris Carrell, Director of the Third Eye Gallery. 
They were so very happy to be in the sea-girt world – the world of Cordelia Oliver's childhood.” Richard 
Demarco, ‘Cordelia Oliver: An Appreciation’, ‘Artwork’, 159, Winter 2009/2010 [source: www.demarco-
archive.ac.uk] 

 

The art critic Cordelia Oliver was a ‘veteran’ of Edinburgh Arts, having 

participated in several journeys and events related to the summer school.  Her 

knowledge of Demarco’s activities, which extended at least as far back as the early 

days of The Richard Demarco Gallery, allowed a unique perspective. Despite her 

often-expressed reservations, her general outlook on Demarco was as supportive 

as it was well-informed. Discussing the Olivers’ interest in, and support of, RDG 

and Edinburgh Arts, Demarco has stated that their “…patronage … proved to be 
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crucially important as it was often the case that their support helped give 

credibility to the experimental nature of such an enterprise”.73 

 

 
 
Figure 6  

Cordelia Oliver (fourth from right) on the roof garden of Goldberg’s Store, Edinburgh during an exhibition 
of sculptures by Menashe Kadishman (1932-2015) and Amikam Toren (b. 1945), presented by The Richard 
Demarco Gallery, August-September 1968 [source: www.demarco-archive.ac.uk] 
 

Her perceptive commentary, which eschews sarcasm and scepticism, 

therefore offers a foil to the views of Green (and others of a similar cast of mind).   

Discussing the Road to Meikle Seggie in relation to a journey made with her 

husband, the photographer George Oliver,74 Demarco and Chris Carrell,75 Oliver 

observes, 

                                                        
73 Richard Demarco, Artwork, 159, Winter 2009-10 
74 George Arthur Oliver (1920-1990) Glasgow-based photographer 
75 Chris Carrell (b. 1940) Former Director of The Third Eye Centre, Glasgow 
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It is a long time since I came to the conclusion that Ricky Demarco’s most valuable 

gift is that of being able to enlarge and heighten experiences, just by being 

present. To go on a journey in his company is to be forced to sharpen one’s 

sensibilities (and not always in accustomed ways); to become almost childlike in a 

way that, unless you fight against it – which is fatal – can be both revealing and 

rewarding, not to say exhilarating.76 

 

Oliver’s account details a journey (made on October 3, 1978) to North 

Queensferry, Dollar Glen and the Road to Meikle Seggie. In the article Oliver 

attempts to describe and analyse Demarco’s ability to “enlarge and heighten 

experience” and to transform the apparently mundane into a transcendental, 

revelatory event.   

 

 It is worth comparing Oliver’s and Green’s respective commentaries, and 

the conclusions that they reach. Green discusses the relationship between ‘art’ 

and the Road to Meikle Seggie (a concept that he does not appear to fully 

comprehend) and by doing so, misses the point that the two subjects are not 

necessarily connected, or are connected in ways he does not necessarily 

understand. 77 

 

…Demarco happily has apparently no doubts on the subject [art] whatever; he can 

see evidence of art everywhere, even on the Road to Meikle Seggie, while others 

have spent a lifetime’s work on the subject leaving behind us a few clues which 

                                                        
76 Cordelia Oliver, The Road to Meikle Seggie, (unpublished text, October 1978) (see Appendix 26.0) 
[source: GMA A 37] 
77 In the article, Green refers to The Meaning and Purpose of Art (1957) by Arthur Rowland Howell 
(1881-1956) but states that he neither purchased nor read the text 
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the rest of us snatch up gratefully. Ah, to take up with Belloc and say ‘Wine, true 

begetter of all arts there be’, is as good a way of dealing with the subject and what 

Demarco is echoing (the attitude, not the practice, because he needs no stimulant 

other than the intoxication of his own dynamic ego). 78 

 

The point and purpose of Demarco’s devising of the term, and the 

experience of the Road to Meikle Seggie, was to open a broader and deeper way 

of seeing through, and across, spatial, temporal and topographical boundaries. 

Demarco invited people from all walks of life to do this and his desire to share in 

this expanded vision extended well beyond the confines of the so-called ‘art 

world’.  Indeed, he has stated on numerous occasions that he is ‘not part of the 

art world’. Although this may, on the surface, appear to be paradoxical, given his 

credentials and experience, there is a form of truth in his statement.  Essentially, 

he is saying that the ‘art world’ (by this we can take him to be referring to the 

rather nebulous structure of curators, funders, gallerists, galleries – and those who 

exhibit in them – as well as the audiences, buyers and collectors who support part 

of this infrastructure) is a system that he recognizes as neither complete nor 

legitimate.    

 

It is worth noting here some aspects of Demarco’s relationship with Beuys.   

Discussing Beuys’ first visit to Scotland, in early May 1970, Demarco has stated: 

 

The whole essence of it is that I took him away from the world of art.  I said, ‘Joseph 

come with me away from the art world where you don’t want to be anyway, and 

                                                        
78 Green, op. cit. 
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where I don’t want to be, but all the artists in the world want to be there, and let’s 

go on the road.  Let’s look together, enjoy together.’  I never invited him here to 

have a show, I invited him here to come and have a look at Scotland.  I didn’t say 

‘Come to Scotland, Joseph, because I’ve got a perfect gallery, kunsthalle, 

museum….’ I don’t. I never have.  All I had was Scotland.  The land.79 

 

 
 
Figure 203 

Joseph Beuys on Rannoch Moor, May 7, 1970.  Rannoch Moor was one of several places which featured on 
Demarco’s journey with Joseph Beuys on the latter’s first visit to Scotland. Beuys came to Scotland as part 
of the preparations for the ‘Strategy: Get Arts’ exhibition at Edinburgh College of Art, in August 1970.  This 
a part of the journey was filmed by Mark Littlewood and later incorporated into Beuys’ performance-action 
‘Celtic Kinloch Rannoch Scottish Symphony’. [source: www.demarco-archive.ac.uk] 

 

Demarco discusses part of his motivation for rejecting the normal places 

associated with the ‘art world’ when taking Beuys on his first journey through 

Scotland: 

                                                        
79 Richard Demarco interviewed by Giles Sutherland, December 1998 (see Appendix 26.0) 
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…so, where did Beuys come when I said Beuys came with me – to the Moor of 

Rannoch.  He didn’t choose the Moor of Rannoch – I chose the Moor of Rannoch.  

Where did he come next? … I took him away on the Road to Meikle Seggie.  The 

clue to everything is Meikle Seggie.  I keep telling people that.   You have to go on 

Meikle Seggie because you’ve got to cross the Forth Bridge, that’s what 

happens…80 

 

Although the Forth Bridge is only a few miles west of Edinburgh, it 

represents, for Demarco, a point of departure and a symbolic, as well as physical, 

threshold that separates the urban, sophisticated concerns and attitudes 

embodied under the generalised term, ‘art world’, from the rural, with its northern 

and western roads and vistas.81 If the Kingdom of Fife is not quite Tir Nan Og, then 

it is, at least in Demarco’s imagination, the beginnings of a more mythical and 

spiritual world than offered by what he might see as the enclosed mindsets of the 

Capital and its inhabitants.  

 

                                                        
80 ibid. 
81 Demarco was in the habit of including the famous cantilevered Forth Bridge (a railway crossing, 
constructed between 1882 and 1890, with a total length of 2467 metres) on various journeys and 
day trips.  “A lightening detour had first taken us to North Queensferry to stand under the massive, 
springing, soaring girders of the old Forth Bridge, and realise how puny by comparison are the most 
ambitious art-for-art’s sake sculptural abstractions. ‘That’, said Demarco, ‘is just to put you in the 
right frame of mind’.” Cordelia Oliver, ‘The Road to Meikle Seggie’ (unpublished text) October 
1978. (See Appendix 25.0) 
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Figure 204 

 (L-R) Joseph Beuys, Georg Jappe, James Haritas82 and Lesley Benyon at North Queensferry, looking east 
towards the Forth Bridge, May 1970. [source: www.demarco-archive.ac.uk] 

 

 
 
Figure 205  

Edinburgh Arts 1972 participants at South Queensferry, July 1972. The Forth Bridge is to the right (east) 
and the Forth Road Bridge to the left (west). [source: www.demarco-archive.ac.uk] 

                                                        
82 James Haritas (b. 1932) is a museum director and painter from Houston, Texas. At the time of 
his visit to Scotland, in 1970, he was Director of The Everson Museum of Art, Syracuse, NY.  In 1973, 
Haritas organised an exhibition of 53 paintings and mixed-media artworks by 21 prisoners from 
the maximum-security state prison, Auburn Correctional Facility, which was shown at the 
Smithsonian Institution in Washington, Everson Museum, the New York Cultural Centre, and other 
venues. 
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Figure 206 

Publicity material and information for Edinburgh Arts 1979 (1/2). [source: www.demarco-archive.ac.uk] 
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Figure 207  

Publicity material and information for Edinburgh Arts 1979 (2/2). [source: www.demarco-archive.ac.uk] 
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Returning to the comparison between the respective approaches of Oliver 

and Green regarding Edinburgh Arts, and the Road to Meikle Seggie, the former 

commentator viewed Demarco’s activities in a more sympathetic and informed 

manner, partly through her series of long-standing collaborations, as well as her 

friendship with the architect of the summer school. It might be argued that 

Green’s approach was more ‘objective’, given his relative lack of experience of 

what Demarco was offering.  However, given Green’s lack of context, as a fresh 

initiate, he was in a position only to judge from a superficial and time-limited 

perspective.  

 

In the following issue of Art Monthly, (October 1979) two letters, by Robert 

O’Driscoll and Howard Hull, respectively, were published in the magazine’s 

correspondence columns. Both correspondents took exception to Green’s article 

of the preceding month and they took him to task with vigour, and some sense of 

indignation, pointing out errors concerning “…factual accuracy and a fair 

representation of the evidence.” 83    

 

Noting the short duration of Green’s sojourn on the Marques (which 

covered 70 miles of a 7,500-mile journey) O’Driscoll asserts that Green, “…as a 

consequence is hardly in a position to make any type of assessment, negative or 

positive.”84  O’Driscoll makes an explicit reference to James Joyce’s Finnegans 

                                                        
83 Robert O’Driscoll, ‘Edinburgh Arts’, Art Monthly, No. 30, (October 1979) (See Appendix 24.0) 
84 ibid 
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Wake (1939), observing that ‘Demarco’s Journey’, like the experimental, sui 

generis novel, 

 

…is built upon layer after layer of artistic experience, both individual and 

collective, created as we moved as a group through certain energy centres of 

Europe. In order to begin to appreciate the levels of resonance and association, 

one should have the experience of the whole Journey…85 

 

O’Driscoll’s Joycean reference is apt, given the idea of circularity that 

defines both Finnegans Wake and the novel that preceded it, Ulysses (1922); in 

the case of the latter, too, the motif of the journey, and its use as a narrative 

framework, is well-suited to a comparison with the Edinburgh Arts Journeys.86  

Indeed, the journey as a central narrative device is a common trope in artistic and 

literary production, and will be examined (with particular reference to Edinburgh 

Arts) in more detail in this chapter. 

                                                        
85 ibid. 
86 There are a number of interesting, relevant references and intersections with James Joyce in 
Demarco’s career. Of note, are: 
a/ Beuys’ interest in the work of the Irish author. According to Christa-Maria Lerm Hayes: “In his 
Lifecourse/Workcourse …Beuys…stated that in 1950 he read…Finnegans Wake at a ‘Haus 
Wylermeer’ in the Lower Rhine region…Among Beuys’ statements concerning Joyce, which 
themselves appear to be similarly cryptic, are assertions that the artist ‘extended’ Joyce’s Ulysses. 
Beuys also said that he wished to “do” Finnegans Wake again. Lifecourse/Workcourse was written 
in 1964 for an exhibition catalogue… the Ulysses-Extension bears the long title: ‘Beuys extends 
James Joyce’s ‘Ulysses’ by 2 further chapters at the author’s request’. This body of drawings in six 
exercise books dates from ca. 1957-61. When people visited Beuys around 1962, he had his copy 
of the German translation of Ulysses displayed on the window ledge. One can thus be certain that 
he owned this work early in his career and treasured it…” Christa-Maria Lerm Hayes, ‘Joseph Beuys 
Extends James Joyce’s Work’, Circa, No. 104, Summer 2003 
b/ Demarco’s and Edinburgh Arts’ involvement with Ireland in general, and Joyce in particular. 
Demarco led a number of Edinburgh Arts ‘expeditions’ to the James Joyce Museum in Sandycove, 
near Dublin where students met the museum’s architect, Michael Scott. Scott was a close associate 
of the Irish art critic, Dorothy Walker (1929-2002) who also participated in Edinburgh Arts. 
 



Giles Sutherland                                                                                                                                               Chapter Five 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1979 

 

 535 

 
Figure 208  

Edinburgh Arts 1978. The architect Michael Scott (1905-1989) (centre), holding the death mask of James 
Joyce in has home, the modernist building ‘Geragh’, built in 1938, which is adjacent to the James Joyce 
Tower and Museum, Sandycove, near Dublin. [source: www.demarco-archive.ac.uk] 
 

 
Figure 209  

The Irish art critic, writer and curator, Dorothy Walker (1929-2002) with Edinburgh Arts 1978 participants, 
in Dublin. Walker was, like Demarco, a Contributing Editor to ‘Studio International’ and a founding member 
(with Michael Scott) of ‘ROSC’, the international exhibition of contemporary art, based in Dublin, which ran 
from 1967 to 1988. 87 [source: www.demarco-archive.ac.uk] 

                                                        
87 Nathan O’Donnell has commented that, “…the catalogue for ROSC ’71 placed it within the wider 
culture of contemporary periodical exhibitions, specifically ‘Documenta’. It was also saddled with 
an educational remit, and frequently cast as a substitute for a permanent institution dedicated to 
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In his letter, O’Driscoll notes that, Like the other professional artists and 

educators, I joined the Journey because of the intellectual strength of the 

experience that Richard Demarco was offering.88  As has been noted, O’Driscoll 

favourably compares Demarco’s ideas with those of Marshall McLuhan, before 

offering a succinct analysis of the under-lying ethos of the Edinburgh Arts Journey, 

which he argues is an attempt “…to liberate art and consciousness from the thin 

layer of our twentieth-century time space, to see it once again in the context of 

the multi-layered palimpsest of the past”.89   

 

The phrase “multi-layered palimpsest of the past” is an important one and 

bears some scrutiny. A palimpsest (from the Greek, palin [again] + psēstos [rubbed 

smooth]) originally referred to layers of parchment handwriting where new text 

had been applied on top of effaced, but still legible, earlier writing.  The term has 

acquired a metaphorical meaning, so that it now can refer to any type of layering 

(either in a literal or a figurative sense) in which previous ‘strata’ are visible or 

perceptible. O’Driscoll’s usage, in a cultural-historical context, is judicious, in that 

it serves to highlight clearly why contemporary manifestations of ‘culture,’90 in the 

broadest sense of the term, can only be truly meaningful when seen in a broader 

historical or, indeed, pre-historical, sense.   This clearly ties in with Edinburgh Arts’ 

                                                        
modern and contemporary art; in her introduction to the 1980 catalogue, artist Dorothy Walker 
called ROSC ‘a quadrennial Museum of Modern Art for the Irish public’…” Nathan O’Donnell, ‘The 
first ROSC exhibition was by all accounts, a seismic event’, Apollo, May 29, 2017 
88 Robert O’Driscoll, op. cit. 
89 Robert O’Driscoll, op. cit. 
90 In this context ‘culture’ applies to human activity such as architecture, sculpture, literature, 
farming, etc. 
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fundamental goal, in rubric expressed in several versions of its literature, as, “…an 

expedition into the origins of European culture, investigating the significance of 

prehistoric and Celtic art as a complement to the most advanced manifestations 

of twentieth-century forms.”91 

 

O’Driscoll then offers several insights into the rationale and symbolism of 

Edinburgh Arts’ sea voyage aboard the Marques which, he contends, was about 

 

…using the ship as the traditional symbol of exploration…offering the artist the 

opportunity of encountering, in the company of professional sailors, the full 

dangers of the physical world of storms and dangerous currents, where the artist 

is tested physically as well as spiritually and mentally, sometimes to the breaking 

point.92 

 

                                                        
91 Richard Demarco, The Artist as Explorer, 1978 (back cover).  Demarco’s text refers to Edinburgh 
Arts 1976, clearly demonstrating the fact that there was an established clarity of purpose by 
defining Edinburgh Arts as a journey that sought to link the European cultures of the distant past 
with contemporary artistic production. 
92 Robert O’Driscoll, op. cit. 
O’Driscoll’s note concerning the “…dangers…of storms and dangerous currents…” transpired to be 
prescient.  While taking part in a tall-ships race, the Marques sank in a sudden squall at 0420 hrs 
on Sunday June 3, 1984, around 80 miles north of Bermuda (34 N, 65 W), with the loss of 19 lives.  
A public enquiry found a number of contributing factors had led to the ship’s demise, including its 
ballast and the various refits and modifications she had undergone while in the joint ownership of 
Mark Litchfield and Robin Cecil Wright. Discussing the chartering arrangements between the China 
Clipper Society (Litchfield’s and Wright’s company name) and The Richard Demarco Gallery, Daniel 
S. Parrott observes: “Under the regulations of the time, a passenger certificate was not required 
as long as the vessel remained in home waters and did not carry more than 12 passengers. The 
rules that applied to the Marques allowed non-cargo-carrying sailing vessels of less than 80 …tons 
to operate in British waters without a Loadline Certificate or a Loadline Exemption Certificate. 
Nevertheless, at one point during the summer of 1979, the local Department of Transport Ship 
Surveyor notified the Demarco Gallery in writing that the Marques had no passenger certificate 
and that she was subject to geographical operating restrictions and passenger limits. Though the 
Marques did not require a passenger certificate to do what she was doing, the inspector evidently 
felt the charterers should understand that the vessel they were hiring was an unknown quantity…” 
Daniel S. Parrott, Tall Ships Down, pp. 115-116. Correspondence in The Demarco Archive reveals a 
strained financial relationship between The Demarco Gallery and the owners of the Marques. (See 
Appendix 27.0) Letter from Mark Litchfield to Richard Demarco Concerning Unpaid Fees for 
Chartering the Marques, December 10, 1979 [GMA A37 2 199 4] 
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Howard Hull’s intervention in the debate around Edinburgh Arts in the 

pages of Art Monthly struck a similar tone to that of O’Driscoll, but Hull makes 

additional points about the role of the artist in society as well as the parochialism 

of that society. Hull notes that, 

 

Fantasy today thrives, but the real, incredible discoveries of the age have not 

affected man’s parochialism because they have not touched him with the 

directness of experience. Art represents discovery in a form which moves men, 

which affects them with that discovery. An artist who spends his time away from 

exploration, discovery, risk, locked in his studio, is merely a decorator in society.93 

 

Despite Hull’s eloquence, and the seemingly compelling nature of his 

argument, his contention that art without ‘exploration’ (which we must, in the 

context, take to mean physical or geographical exploration) is ‘merely’ decoration 

requires some analysis.  In the past, Demarco has nominated the Italian painter 

Giorgio Morandi (1890-1964) as the artist who created his favourite painting.  

Writing in the English magazine, Country Life, about Demarco’s choice, the critic 

John McEwen noted: “When Richard Demarco selected Morandi for this page 

(October 21, 2009), [He] … wrote that a Morandi still life ‘provides proof positive 

that modern art can aspire to the condition of prayer’.”94  And elsewhere, Demarco 

has said, 

 

I had no choice but to fall in love with the paintings of Morandi.  Having looked 

at Morandi, I’m therefore going to judge every other painting by the way it relates 

                                                        
93 Howard Hull, ‘Edinburgh Arts’, Art Monthly, No. 30, (October 1979) (See Appendix 24.0) 
94 John McEwen, Country Life, January 21, 2015 
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to Morandi.  If it can’t even get 50 per cent of the simplicity, honesty and purity 

of Morandi, it doesn’t work. 95  

 

Morandi was, if not reclusive, then extremely modest in his travel and 

‘exploration,’ spending most of his time in his home city of Bologna where he 

taught at the Accademia di Belle Arti, or working in his studio, in a home he shared 

with his three sisters.  He was intensely prolific but from the early 1920s until the 

end of his life he painted still-lifes in his studio – the subject matter being 

predominantly arrangements of bottles and vases in seemingly endless 

combination.  Morandi, therefore, might be described as the very antithesis of the 

‘artist as explorer’ but is clearly admired by Demarco, almost to the point of 

veneration.   

 

Such apparently contradictory (even polarised) views are not uncommon 

in Demarco’s world-view and might be described as a manifestation of the 

‘Caledonian Antisyzygy’, in a term made popular by Hugh MacDiarmid 

(Christopher Murray Grieve), with whom Demarco collaborated on Edinburgh Arts 

1973.96  One can mention, additionally, the example of the artist Ian Hamilton 

Finlay, who worked together with Demarco on a number of occasions.97 Demarco 

                                                        
95 Demarco-Richard-039-of-64-National-Life-Stories-Artists-Lives 
96 The term was first used by critic G. Gregory Smith in his publication Scottish Literature: Character 
and Influence (1919). The etymology partly comprises the related Greek terms zygon (yoke) and 
syzygy (conjunction, alignment) and expresses the idea of duelling polarities in one entity. See 
Gerard Carruthers, Scottish Literature (2009), Chapter 1, p.11 
97 As well as collaborating on various art works such as The Little Seamstress (1970) – a screenprint 
on paper (see www.tate.org.uk/art/artworks/finlay-the-little-seamstress-collaboration-with-
richard-demarco-p07018). Demarco and Edinburgh Arts made regular visits to Finlay’s home and 
garden, ‘Stonypath’, later renamed ‘Little Sparta’. 
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has frequently expressed great admiration for Finlay, including his European and 

Classical allusions.  Much of Finlay’s work is centred on ideas from the French 

Revolution, and one of his buildings at Stonypath (later, Little Sparta) was a 

‘temple’ dedicated to the Greek deity, Apollo. Finlay suffered from severe 

agoraphobia and did not leave his home for decades. Although his work embraced 

much of the philosophical, literary and artistic heritage of Europe, in no literal 

sense could he be described as an ‘explorer’, although such a description could be 

aptly attached, metaphorically, to his intellectual journeying and investigations. 
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Figure 210 

Richard Demarco ‘Furling Sail by Moonlight (1991) Screeprint. The image is based on the Edinburgh 
Arts 1980 voyage of the ‘Marques’. 
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Figure 211  

Ian Hamilton Finlay, ‘The Little Seamstress’ [collaboration with Richard Demarco] (1970). Demarco shared 
with Finlay a love of fishing boats, and other nautical craft – these motifs and representations occurred 
frequently throughout the careers of both artists. Demarco’s fascination with the archetypal form of the 
sailing boat can partly explain his decision to charter the ‘Marques’ – as a vessel of exploration and 
creative discovery for Edinburgh Arts. [source: www.tate.org.uk/art/artworks] 

 

Hull continues to describe and defend the Edinburgh Arts 1979 voyage on 

the Marques which, he contends, was used to “…unite a myriad of explorations 

under one subtle symbol of adventure.” 98  The adventure embraced “…manning 

t’gallants in the open sea to seminars on writers such as Yeats, Pound and David 

Jones”. Hull describes the voyage as an “…instinctive reawakening of the 

                                                        
98 Howard Hull, op. cit. 
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imagination…” and in support of this introduces a passage by John Ruskin that 

deals with the nature and working of the human imagination. 

 

Imagine all that any of these men had seen or heard in the whole course of their 

lives, laid up accurately in their memories as in vast storehouses, extending, with 

the poets, even to the slightest intonation of syllables heard at the beginning of 

their lives and with the painters, down to the minute folds of drapery, and shapes 

of leaves or stones; and over all this unindexed and immeasurable mass of 

treasure, the imagination brooding and wandering, but dream-gifted, so as to 

summon at any moment exactly such groups of ideas as shall fit each other: this I 

conceive to be the real nature of the imaginative mind. 99 

 

Ruskin was discussing J. M. W. Turner (1775-1851) and, given the fact that 

some of the painter’s most innovative and celebrated work concerned the sea and 

ships, it is an appropriate passage to illustrate arguments about the creativity and 

imaginative liberation that could be found on a sea voyage. Hull compares the 

nature of Demarco’s imagination (favourably) with the definition of such, offered 

by Ruskin, adding, 

 

…Demarco has just such an imaginative mind. With the generosity characteristic 

of inspired teachers, he is working tirelessly to hand our true heritage to the 

future. He is exploring the great seminal forces of religion and discovery which so 

shape our view of ourselves and the universe and which we are so often ignorant 

of…100 

 

                                                        
99 The passage from ‘Of the Naturalist Ideal’ from Ruskin’s Modern Painters (1843) is quoted from 
The Genius of John Ruskin: Selections from his Writings, (1998) Ed. John D. Rosenberg, p. 60.   
100 Howard Hull, op. cit. 
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I began this study by offering my own reasons for wishing to explore 

Demarco’s work as a pedagogue, and an artist, and have noted how and why the 

two roles are, with Demarco, combined so that the teaching becomes an art form, 

as do, by extension, the journeys that he made an inextricable part of Edinburgh 

Arts.  I can suggest here, from my own experience of working with Demarco, how 

a mundane experience or an apparently interesting but not extraordinary journey 

can become, in his company a much more revelatory experience.  To echo the 

words of Cordelia Oliver: “To go on a journey in his [Demarco’s] company is to be 

forced to sharpen one’s sensibilities…in a way that can be both revealing and 

rewarding…”101  

 

I recall fragments of journeys, episodes, which stand out in my mind to this 

day.  In Poland, for example, travelling from Wroclaw south towards Krakow in the 

spring of 1989, with Demarco at the helm of a bus, half-full of Edinburgh Arts 

participants, resembling, at least from the outside, a coach party of ‘tourists’.  

With microphone in hand, Demarco assembled a travelogue, characteristically 

blending matter-of-fact detail and a poetic-mythological vision into a spoken 

narrative style of which was at once precise and colourful. It was an artist's vision: 

landscape and place seen through the filter of intense aestheticism and inner 

feeling. Yet Demarco tempered his flights of fancy, anchoring the narrative to 

reality with reference to contemporary detail such as the horse drawn carts which 

                                                        
101 Cordelia Oliver, ‘The Road to Meikle Seggie’, October 3, 1978 (unpublished text). (See Appendix 
25.0)  
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were so much a feature of Poland at that time, or the small towns and villages with 

their church spires, the textured pattern of agriculture with the long strips of 

fields, then being ploughed.  This is the narrative of the artist trained in design, 

illustration and mural drawing; it was the spoken equivalent of the precise, line-

based drawing style that Demarco has so inimitably made his own. 

 

Another journey, this time in Romania, involved a journey through the 

Carpathian Mountains to the small city of Târgiu Jiu, birthplace of Constantin 

Brancusi, where his most famous work, The Infinite Column, is sited.  I recorded a 

programme for the BBC about this journey and cite here a fragment of Demarco’s 

commentary, virtually unedited, to give a flavour his thought processes and how 

the narrative of this journey was expressed: 

 

The column is coming up now, through the half-light…  It still works.  It works 

even more magnificently in this half-light in a way.  So vulnerable a thing.  But 

at the same time, so powerfully operating I would think at the speed of 

light.  Penetrating the immeasurable distance of the roof of the 

sky.  Based on a very simple idea that it should rise on a tiny little stand – a 

little base – in the middle of a park…. We will walk up to it…. 

  

What we’ve got now of course is what every park should have, a one-off, 

completely unique art object.  Brancusi couldn’t have done more than one of 

these.  So, this was it.  It should have been in some place where the world is 

full of highly sophisticated art-lovers.  Instead…it’s the most unsophisticated 

image of a small city you could imagine…is this some kind of joke?  …what is 

the irony here that I’ve not yet quite worked out?  What did Brancusi know 

that nobody else knew?  Why didn’t he go the whole hog and sell it to 

the Americans who wanted to buy it?  What didn’t he do a deal with the Tate 
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Gallery? Why didn’t he just give it to them?  He could have become even more 

famous than he is.  But here it is in the middle of nowhere.  Not an art critic 

in sight.  Not…an artist it would seem of great stature in sight.  All alone in 

this immensity of sky.  In the stillness of this night.  It’s like a corkscrew one 

second and it’s like an antenna… I see an aura around it.  Yes, just for one 

moment I saw it.  There’s a, kind of, ray of light…going heavenwards.  It’s the 

one point on earth linking mother nature…that is, the female principle, with 

the male principle of what lies beyond.  Light, the sun, energy, the mystery of 

all things that lie beyond this planet. 102 

 

I offer the following based on my experience of working with Demarco in 

Romania, a year after the revolution that swept the Communist dictator Ceaușescu from 

power. Such a commentary as the above, reproduced here at length, although 

concentrated and highly focussed, is not untypical of the type of impromptu, ‘off-the-cuff’ 

response and analysis that Demarco is able to orchestrate, given the right circumstances.   

It is at once gripping, enveloping even, and at the time, seemed wholly convincing despite 

the obvious flights of fancy, artistic licence and hyperbole. The context of the interview 

was a BBC Radio Scotland programme covering the 1990 Edinburgh Arts ‘expedition’ to 

Romania. Although the time-scale falls outside the formal period under analysis for this 

study (Edinburgh Arts continued in less formal sense for many years after the official 

‘summer school’ was dissolved, in 1980) it is included here as a kind of ‘case study’, 

because, coming one year after my first Edinburgh Arts ‘expedition’, to Poland, I was 

                                                        
102 Richard Demarco interviewed by Giles Sutherland, December 1990, Târgu Jiu, Romania (see 
gilessutherland.org/academic/phd)  
In his youth, the sculptor Constantin Brâncuşi (1856-1957) lived in the city of Târgu Jiu. He was 
commissioned to make a series of sculptures to commemorate the Romanian Heroes of the First 
World War. The group of works (The Table of Silence, The Alley of Stools, The Gate of the Kiss and 
The Endless Column is known as Calea Eroilor (Street of Heroes), was completed in 1938. The 
Endless Column consists of 15 full rhomboidal modules and two half-rhomboidal modules, with the 
half-units at the top and the bottom of the column. The rhomboids are cast in hollow bronze and 
the total height is approximately 23 metres. 
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better equipped to record, report and analyse Demarco’s working methods.103  I was not 

present on any of the Edinburgh Arts Journeys that took place between 1972 and 1980, 

but have no reason to suppose that the experience of the participants in any of these 

earlier journeys was markedly different in terms of intensity or ‘revelatory’ 

understanding. 

 

Given the context is a ‘case study’ is Romania, I include here a comment by Paul 

Neagu, the most prominent and long-standing participant, and teacher, connected with 

Edinburgh Arts.104  As Euan McArthur and Arthur Watson note, “Neagu’s special closeness 

to Demarco is perhaps best shown by his participation in all nine Edinburgh Arts summer 

school programmes between 1972 and 1980.”105 

 

Discussing Neagu, Demarco has observed, 

                                                        
103 For more context see Appendix 28.0 ‘Demarco finds his way to the stars in Romania’, Giles 
Sutherland, The Scotsman, December 12, 1990 
104 Neagu participated in Edinburgh Arts between 1972 and 1980, and in various exhibitions linked 
to the Demarco Gallery, including: 
1972 Edinburgh Arts 1972 and Fish’s Net performance on Inchcolm Island in the Firth of Forth 
1974 Paul Neagu, A Private Tornado, Performed at the Forrest Hill Poorhouse, August – September 
1974 and Gradually Going Tornado at Grampian Television, Aberdeen, November 1974 
1975 Paul Neagu Edinburgh Arts 1975 exhibition at RDG 61 High Street, Edinburgh 
1976 Edinburgh Arts and Paul Neagu & Horia Bernea exhibition at RDG, 61 High Street, Edinburgh 
June 23 – August 8, 1976)  
Edinburgh Arts 1976 – exhibition at Fruitmarket Gallery 
Edinburgh Arts 1977 – Exhibition at Fruitmarket Gallery, March 11 – April 1, 1978 
1978 (Paul Neagu – The Art of the Visible at RDG, 61 High Street, Edinburgh, August – September 
1978), Edinburgh Arts, 1978 
1979 Paul Neagu exhibition at The Third Eye Centre, Glasgow, March 1979 
105 Euan McArthur and Arthur Watson, ‘Introduction’, 10 Dialogues: Richard Demarco, Scotland & 
the European Avant Garde, p.3. The authors note, in respect of Neagu’s involvement with 
Demarco:  “Among his contributions were the 1972 performance Fish’s Net on Inchcolm Island in 
the Firth of Forth, and a drawing workshop in Greyfriars’s Churchyard; in 1974 his performance of 
A Private Tornado at the Forrest Hill Poorhouse and impromptu ‘actions’ captured on camera by 
Demarco near Ballater and at Roslin Glen; in 1975 , exhibitions in Edinburgh Arts originated shows 
in Rome and at the Galleria del Cavallino in Venice, and later on the same journey, travelling to the 
Highlands and the Hebrides, where Demarco documented him on the ‘Burma Road’ near Mallaig, 
on Skye and on Harris and Lewis and at various locations, including Dun Carloway and Callanish. 
[McArthur and Watson, op. cit.] 
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I know his love for Scotland’s landscape and its uniquely poetic relationship of 

earth to sky and water. I have seen him, with his soul at rest, exploring the 

prehistoric standing stones of the Hebrides and Orkney. I have seen 

him…experience the immense energy and significance locked into the cup-and-

ring marks of Achnabreck at Kilmartin, in Argyll…He is truly the embodiment of 

the artist as explorer…106 

 

 

Figure 212  

Exhibition poster for ‘Two One-Man Exhibitions: Horia Bernea and Paul Neagu’ at The Richard Demarco 
Gallery June 23 – 8 August 1976. The poster was designed by Paul Neagu (note stamp, bottom right: 
“Edinburgh Arts – Paul Neagu – Since 1972”. The top image is based on a photograph by Jane Chisholm 
and shows Neagu wrapped in a blanket in an impromptu ‘action’ relating to the standing stones at 
Calanais, Lewis in 1975. In a manner similar to Demarco, Neagu has annotated the photograph and the 
marginal space around it. Part of the text reads: “Forty-six unseen drawings on horizontal rain stage 
drawing on photo Outer Hebrides 1975. Generator at Calanais Leodhas…The generator is the 
instrument for research through Gradually Going Tornado…” The central, drawn image relates to the 
‘Hyphen’, which Neagu articulated in both graphic and sculptural form. [source: www.demarco-
archive.ac.uk] 

                                                        
106 Richard Demarco, The Artist as Explorer, p.33 
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Figure 213  

Paul Neagu at Calanais, Edinburgh Arts 1975. The photograph shows the same ‘action’ as that in the Bernea 
/ Neagu poster above, although this image is by Richard Demarco and shows Neagu draped in a blanket, 
facing away from the camera, in an emulation of one of the Calanais stones, where the artist’s body 
assumes sculptural form. This way of working, which Neagu termed an ‘action’ was one that he developed 
throughout his career and took the form of both impromptu and planned performances. [source: 
www.demarco-archive.ac.uk] 

 

Given Neagu’s long-standing relationship with Edinburgh Arts, his insights 

on the summer school, and its manifestation as a journey are authoritative 

especially in the light of Demarco’s statement about Neagu as the ‘embodiment 

of the artist as explorer’. It was Demarco’s habitual practice to ask for statements 

of one kind or another from Edinburgh Arts participants. His reason for doing so 

partly concerned his legacy, given a realisation at an early stage in his career that 

his work had historical significance. As a result, we wished to create a record, 

which would stand as a testament to his work and those with whom he 
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collaborated.  The creation of an archive was an early motivation in Demarco’s 

drive to generate (and even over-generate) and preserve records. 

 

As well as requiring statements from artists and other participants, 

Demarco often used those texts that he favoured to create publicity material that 

was often reproduced in brochures, newsletters and other forms of 

communication. Such statements were often re-typed and ‘packaged’ for these 

purposes, as is the case with the example below, which shows two statements (by 

Neagu, and Adrian Hall, Head of Sculpture at Belfast College of Art.107 Neagu offers 

a succinct and perceptive analysis of the Edinburgh Arts ethos, and his reasons for 

participating in the Wales section of Edinburgh Arts 1977: 

 

…once more I enjoyed the spirit of discovery of undiscovered sites of extremely 

relevant atmosphere…I fully realised the necessity of being with a group of other 

sensitive people able to raise questions in a free and spontaneous manner, able to 

answer questions sometimes through a simple reading of the surroundings or 

engaging the local people or artists in a continuous dialogue. Journeys like this 

sharpen one’s mind with a great feeling of directness and immediate natural 

contacts with the actual dimensions and conditions of the environment. They open 

and refresh one’s mind from the city pressures and technological thinking onto a 

more humane and more basic dimension. The quality of the truth and the realism 

of the journey, its tiresome aspects intermingled with the special moments of 

enthusiasm or extraordinary grasping of certain essential facts like proportions or 

topographical or geographical considerations which cannot be achieved 

otherwise….Such ideas, such journeys must take place at a proper periodical 

rhythm, their organisation must be developed and supported because it is 

                                                        
107 See Appendix 29.0 Artists Statements by Adrian Hall and Paul Neagu Referencing Edinburgh Arts 
1977.   
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humanly and artistically a necessity in order to maintain a realistic reference with 

the great past of the dimensions of the openness of contemporary life. 108 

 

Neagu discusses several significant points, including observations about 

group participation and direct contact with the (external) environment.  Edinburgh 

Arts was conceived as a multi-layered, multi-participant experience where 

communication and contact took place not only between ‘internal’ participants, 

be they ‘teachers’ or ‘students’, but also between what may be termed ‘external’ 

participants – what Neagu describes as ‘engaging the local people and artists in a 

continuous dialogue’.  Such dialogues would have been planned and structured, 

as well as being impromptu – it is clearly the combination of both that Neagu 

found invigorating.  Although access to artists’ studios is now commonplace, via 

the various Open Studios initiatives around the country, it was then, in the mid-

1970s, less common.109  A visit to the studio of David Nash, for example, in a 

remote part of rural Wales would have been difficult if not impossible for most 

people to achieve. It is clearly a result of what would now be termed Demarco’s 

‘networking’ skills that he was able to persuade artists of Nash’s rather reclusive 

and private disposition to open their studios (and themselves) to the scrutiny of 

sizeable groups. 

 

                                                        
108 Artists Statements by Adrian Hall and Paul Neagu Referencing Edinburgh Arts 1977.  (See 
Appendix 29.0) 
109 The Open Studio movement can be traced back to the United States in the 1970s (paralleling 
the development of Edinburgh Arts). Some of its manifestations took place in San Francisco and in 
the ‘SoHo’ (south of Houston Street) district of Manhattan, New York 
See: Jim Stewart, Folsom Street Blues: A Memoir of 1970s SoMa and Leatherfolk in Gay San 
Francisco (2011) and Michael C. Heller, Loft Jazz: Improvising New York in the 1970s (2016) 
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Neagu’s points concerning the directness of contact with environment are 

also clearly of some importance. Although ‘field trips’ as they may be termed are 

and were commonplace throughout the most parts of the educational system, 

they tended to be confined to particular disciplines, such as archaeology, geology, 

geography or history. Such forays, by art colleges and art schools, tended to 

confine themselves to urban contexts and to sites of historical or artistic interest, 

such as museums and art galleries. Edinburgh Arts offered a wider experience 

where the traditional teacher-student relationship model was discarded in favour 

of participatory experience and a sharing of information and ideas. Neagu notes 

 

The quality of the truth and the realism of the journey, its tiresome aspects 

intermingled with the special moments of enthusiasm or extraordinary grasping 

of certain essential facts like proportions or topographical or geographical 

considerations which cannot be achieved otherwise…I strongly believe that such 

journeys, such ideas, must, by any means, take place at a proper periodical 

rhythm, their organisation must develop and be supported, because it is humanly 

and artistically a necessity in order to maintain a realistic reference with the great 

past or with the openness of the contemporary dimensions of life…only by having 

a continuous contact with the past history and the natural happenings of life can 

ART make any socially relevant impact.110 

 

Some points in Neagu’s statement are worth emphasising including the 

participatory, ‘social’ aspect, as well as his clear interest in linking the distant past 

with the contemporary. The physical aspect of the Edinburgh Arts Journeys is also 

                                                        
110 See Appendix 29.0 Artists Statements by Adrian Hall and Paul Neagu Referencing Edinburgh Arts 
1977. 
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important, and what Neagu terms the ‘realism’ of the experience with its 

associated pleasures and discomforts.  For many participants this included 

cramped and uncomfortable conditions, and to a limited extend, short walks (for 

example on the islands of Arran or Eigg) where sites and destinations could be 

reached only on foot.  

 

It is worth noting here the essential differences and similarities between 

the journeys that Neagu describes and the walking art and aesthetics practiced by 

artists such as Richard Long and Hamish Fulton. These artists “…propose 

reflections on the movement of the body in space, the deterritorialization of 

cultural processes, migration, pilgrimages, impermanence, nomadism, 

freedom. Walking is related to the cultural, ethnographic, poetic, geographical 

and natural…”111 where the act of walking and the recording of space and objects 

(either pre-existing, or made on the walks from found materials, such as stones) 

constituted the work of art.  Often, the works of these artists were ephemeral in 

that they remained in the various topographies where they were constructed, and 

their only form of continued existence was in the form of photographic, graphical 

or textual material, which was later exhibited for a wider audience. 

 

Fulton and Long were developing their respective bodies of work at around 

the same time as Edinburgh Arts was initiated, and discussing this, Fulton has said: 

 

                                                        
111 Eloísa Hernández Viramontes, ‘Richard Long and Hamish Fulton: Moving Between Landscapes’ 
[walkingart.interartive.org/2018/12/viramontes] (accessed January 14, 2020) 
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In 1972, I made a walk from the north of Scotland to the southern tip of England, 

over a thousand miles. From that time on, absolutely everything that I made after 

that was from a walk. There was a period of deciding in 1969 to make walks, and 

maybe a little bit photography, since I was interested in photographs. And then in 

1972, … I thought: That’s it! That’s what I want to do. All the way through, as time 

has gone on, I can identify the walks I’ve had… because it’s one fundamental 

subject, which can evolve…112 

 

Demarco was sufficiently interested in, and knowledgeable about, Fulton’s 

work to invite him to exhibit at RDG in 1971, at around the same time as his ideas 

about the establishment of Edinburgh Arts were taking shape.  Fulton’s interest in 

paths and roadways, as well as his various walks involving ancient routes of 

pilgrimage, clearly found parallels in Demarco’s own subject matter as an artist.   

The links between Fulton’s interest in what Eloísa Hernández Viramontes terms 

the “…cultural, ethnographic, poetic, geographical and natural…”113  and some of 

the concerns pertinent to Edinburgh Arts were also of relevance. However, it 

should be stressed that because Fulton’s work, since the early 1970s, related to 

the act of walking, it differed significantly from some of the central precepts of 

Edinburgh Arts, which did not consider walking per se as essential component of 

making. Rather, a response to place, people, history, artefact and shared 

experience was of primary import. 

                                                        
112 Hamish Fulton in Conversation with Peter Lodermeyer, March 27, 2007 in Personal Structures: 
Time Space Existence, p. 181 
113 Viramontes, op. cit. 
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Figure 214 

 Announcement card for Hamish Fulton exhibition at The Richard Demarco Gallery (July 8 – August 4, 
1971). The exhibition clearly demonstrated Demarco’s interest in Fulton’s work, which included walks 
along pilgrimage routes in Japan, the UK and Spain. In 1971 Fulton walked the ancient pilgrim’s route 
between Winchester and Canterbury.  

 

In January 1980, the LYC Press114 published Edinburgh Arts 1979: A Quest 

Through Europe or The Long Way Round to the Edinburgh Festival. The publication, 

in line with other texts documenting the Edinburgh Arts Journeys, is an important 

contemporaneous commentary on Edinburgh Arts, created by its participants – 

                                                        
114 Discussing the career of Li Yuan-chia, the archives of the Henry Moore Foundation note: “In 
1968, Li moved to Cumbria, with the idea of taking his participatory experiments further. Four 
years later he established the extraordinary LYC Museum and Art Gallery at Banks, near Hadrian’s 
Wall in a dilapidated farmhouse. There, Li held over 330 exhibitions, concerts and poetry readings 
for local and international artists, poets and musicians and made catalogues for every exhibition 
from his own printing press.” [Source: henry-moore.org/archives-and-library] 
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and, in this case, edited by Robert O’Driscoll.  As has been noted previously, the 

LYC Museum and Art Gallery, established by Li Yuan-chia (1929-1994), had a long 

association with RDG and it was here in late 1979, or early 1980, that Demarco 

gave a lecture on Edinburgh Arts 1979 that attracted the attention of Jane 

MacAllister115 and another Edinburgh Arts 1980 participant, the artist Rose 

Frain.116  Demarco’s involvement with Li Yuan-chia dates back at least as far as 

1969, the year after he had moved to Cumbria and three years before the official 

establishment of the LYC Museum and Gallery.  In January 1971, RDG hosted an 

exhibition of Li Yuan-chia’s work and in January 1979 the gallery presented a show 

from the collection of the LYC Museum and Gallery. It is significant that in his role 

of supporting less established artists and organisations outside the metropolitan 

mainstream that Li Yuan-chia undertook to publish the Edinburgh Arts 1979 book, 

in an edition of 500, via the LYC Press.  

 

                                                        
115 See Jane MacAllister Interviewed by Giles Sutherland, September 24, 2014 (available at 
gilessutherland.org/academic/phd) 
116 See Rose Frain Interviewed by Giles Sutherland, January 7, 2020 
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Figure 215  

(L-R) Unknown, Sally Holman, Li Yuan-chia, Melville Street, Edinburgh, 1969 [source: www.demarco-
archive.ac.uk] 

 

 

Figure 216 

Announcement card for exhibition of work by Catherine Matheson from the collection of LYC Museum at 
The Richard Demarco Gallery, 1979. [source: www.demarco-archive.ac.uk] 

 



Giles Sutherland                                                                                                                                               Chapter Five 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1979 

 

 558 

In his introduction (which appears in condensed form in the letter to Art 

Monthly, October 1979)  O’Driscoll comments that the book is “…an attempt to 

communicate an impression of a journey undertaken by 106 participants for 63 

days over a distance of 7500 miles from the Hebrides to the Cyclades and back.”117  

The original idea for the EA 79 catalogue involved publishing a series of dialogues 

from participants, but as the project evolved, it was clear that these “…constituted 

only an intellectual response…”118 

 

The EA 79 catalogue contains the observations of some 25 participants in 

the form of diary extracts, poetry or considered aesthetic or philosophical 

responses, resulting in “…not an objective assessment of the Journey but…a poetic 

evocation of the atmosphere of an experience which all the participants agree, 

seems to defy definition…”119  In attempting to define Edinburgh Arts and the 

Journey, O’Driscoll observes that “Demarco regards his presentation of 

contemporary art, including his now famous Strategy: Get Arts…merely as a 

milestone towards…[its]…creation…”120  Such an observation accords with one of 

the central tenets of this study: that Demarco’s pedagogical-creative thinking 

evolved over time and that each part was linked. In other words, Demarco did not, 

for many years, present a series of exhibitions and then move into a new field of 

education involving many aspects of the arts, and much else besides – these 

                                                        
117 Robert O’Driscoll, Introduction to Edinburgh Arts 1979: A Quest Through Europe or The Long 
Way Round to the Edinburgh Festival. NB: The original publication is unpaginated and it is not 
possible to cite page numbers. 
118 ibid. 
119 ibid. 
120 ibid. 
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activities were interconnected as part of an over-arching strategy with teaching, 

in its broadest sense, at its core.  

 

O’Driscoll points to some of the literary precedents that offered the 

voyage, or journey, as a metaphor for exploration of the self, including John 

Milton’s Paradise Lost (1667) : “The world was all before him, where to choose his 

way”121 The lines come from the last part of the last book of Milton’s epic poem, 

and describe Adam and Eve’s expulsion from Paradise, escorted by the Archangel 

Michael. O’Driscoll’s choice of allusion was an apt one, if we assume that the 

journey being embarked on by Adam and Eve finds a parallel with the artists whom 

Demarco is leading on a journey into the unknown. The artists are leaving, if not 

Paradise, then certainly their respective places of comfort and embarking on a 

journey which is both testing and unpredictable.  Cut adrift from their usual 

resources, and support, the artists, like Adam and Eve must face an uncertain 

future as they journey onwards.  

 

Paul Neagu, in 1990, discussing his own work and the work of artists from 

the former eastern bloc, particularly Romania, commented on how frugality, 

                                                        
121 This is a mis-quotation by O’Driscoll. The lines read: “The World was all before them, where to 
choose/ Their place of rest, and Providence their guide:/ They, hand in hand, with wandring steps 
and slow, / Through EDEN took thir solitarie way. John Milton, Paradise Lost, Book X, lines 1537-
40 (triggs.djvu.org/djvu-editions.com/MILTON/LOST/Download.pdf) [accessed January 17, 2020]. 
Paradise Lost was published in two editions, the first in 1667, which was divided into 10 books; the 
second, published in 1672, contained 12 books.  
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deprivation and isolation (all of which to some extent obtain on a sea voyage) 

conversely aided the artist in their goals: 

 

…the more freedom you have, the more self-indulgent artwork is going be put out 

there…even without bread or without a full stomach, there is a certain type of 

individual of which Romania has a few…who for them art was more important 

than food…Even without the breakfast, they would sit down and start working.  

Now that the breakfast is probably slightly better, the art will have to suffer. 122 

 

Although such a comparison may, at first, appear rather tenuous the 

argument is strengthened when we consider that Demarco’s definition of the 

artist “as explorer” extended to destinations of intellectual, political, cultural and 

geographical complexity. The act of exploration, where he met Neagu, Ion Bitzan, 

Horia Bernea, Radu Varia, Serban Epure, Pavel Illie, and others, on his initial 

journeys to Romania in the late 1960s was, in its own way, as complex and daring 

as the voyages of the Marques a decade later. 123 

 

Returning to O’Driscoll’s introduction the parallels and precedents (and 

thus, to some extent, the artistic context) of the EA journey are of some import to 

the Canadian academic. He notes that, “It is impossible to think of the tales of 

poets or the parables of religion without coming on the metaphor of the Journey 

as a symbol of life.”124  He goes on to mention John Bunyan’s The Pilgrim’s Progress 

                                                        
122 Paul Neagu interviewed by Giles Sutherland, November 7, 1990 (available at 
gilessutherland.org/academic/phd) 
123 Demarco’s first visit to Romania took place in the summer of 1968, following a visit to Poland, 
from where he flew directly to Bucharest. The visit resulted in the exhibition 4 Romanian Artists 
(Peter Jacobi, Ritzi Jacobi, Ion Bitzan and Paul Neagu) at RDG March 10 – April 4, 1969 
124 O’Driscoll, op. cit. 
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(1678), The Gospel According to St John, Dante Alighieri’s The Divine Comedy 

(1320), Samuel Taylor Coleridge’s The Rime of the Ancient Mariner (1834) and 

Percy Bysshe Shelley’s Lines Written among the Euganean Hills (1818).  O’Driscoll 

also cites Alfred, Lord Tennyson’s dramatic monologue, Ulysses (1842), including 

the lines: 

 

I am a part of all that I have met; 

Yet all experience is an arch wherethro' 

Gleams that untravell'd world whose margin fades 

For ever and forever when I move.125 

 

As O’Driscoll notes, the metaphor of ‘the journey as life’ is common in art 

and literature, across cultures and languages, and it would be strange if the 

numerous parallels between the voyages of Odysseus, as originally described by 

Homer, were not somehow alluded to in any discussion of the voyages of the 

Marques. 

 

Whether or not O’Driscoll’s choice of Tennyson’s Ulysses was made with 

specific reference to one of Demarco’s most enduring tropes is a moot point. 

Nevertheless, with or without conscious intent, the idea that ‘all experience is an 

arch’, through which the rest of the unexplored world is seen, is one of Demarco’s 

central ideas. The threshold (which often takes the form of an arch in architecture) 

has been depicted by Demarco in numerous drawings and discussed in his writing 

                                                        
125 Alfred, Lord Tennyson, Ulysses, (1842)  
[source: www.poetryfoundation.org/poems/45392/ulysses] (accessed January 19, 2020) 
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and lectures. For Demarco, the threshold is both a metaphorical and literal device.  

It represents the beginning and end of an ‘expedition’ or exploration, such as the 

site of the eastern city gate of Edinburgh, now marked by the World’s End pub on 

the High Street.  In a real and tangible way, the threshold is the point at which one 

must exit into the world and, also, the point where one can re-enter the privacy 

of home, or other place of safety or refuge. In this context Demarco has noted 

 

As adults, we need to see the fairy tale view of things: of a door as a threshold or 

a window as an aperture which invites us to regard the mysterious difference 

between “outside” and “inside”. 126 

 

 In Tennyson’s poem Ulysses, the eponymous hero voices the idea that all 

his experience, and the experiences of others, can be compared to an ‘arch’ (or 

threshold) through which ‘Gleams that untravell'd world’.  The verb, ‘gleams’, 

evokes the notion of something precious, such as a jewel, although it remains 

continuously unattainable – the world’s “…margin fades/ For ever and forever 

when I move…”, rather like the end of a rainbow, that moves away, forever beyond 

reach, but in plain sight. 

 

Although not cited by O’Driscoll, the following lines of Tennyson’s Ulysses 

can usefully serve as a further definition of Edinburgh Arts. The lines also help to 

define Demarco’s quest for the ‘unattainable truths’ of a journey, which, in 

O’Driscoll’s view, ‘…seems to defy definition…’: 

                                                        
126 Richard Demarco, The Artist as Explorer, (1978) p.7 



Giles Sutherland                                                                                                                                               Chapter Five 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

EDINBURGH ARTS 1979 

 

 563 

 

How dull it is to pause, to make an end, 

To rust unburnish'd, not to shine in use! 

As tho' to breathe were life! Life piled on life 

Were all too little, and of one to me 

Little remains: but every hour is saved 

From that eternal silence, something more, 

A bringer of new things; and vile it were 

For some three suns to store and hoard myself, 

And this gray spirit yearning in desire 

To follow knowledge like a sinking star, 

Beyond the utmost bound of human thought.127 

 

In Tennyson’s poem, Ulysses’ journey becomes, not an ordeal where the 

destination is home but, rather, a voyage of exploration and an opposition to 

eternal death, where new knowledge and new experience, beyond the 

imaginative capacity of human beings, are to be sought ‘like a sinking star’.  The 

words could have been spoken by Demarco himself, and are echoes of many of his 

more mystical and poetic utterances. 

 

In his Introduction, O’Driscoll notes that it is not “…the place to discuss the 

significance of the Journey as a motif in mythology, literature or history...” 

although he does so, in a limited sense, by alluding to various texts, as noted 

above. There is a body of literature dedicated to the analysis of the journey as an 

archetypal form in mythology (in its written and oral manifestations). A principal 

                                                        
127 Alfred, Lord Tennyson, op. cit. (lines 22-33) 
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exponent in this context is Joseph Campbell (1904-1987) who, in texts such as The 

Hero with a Thousand Faces (1949), advanced the concept of the ‘monomyth’, 

which sees all mythic narratives (and the patterning within them, referred to as 

‘the hero’s journey’) as manifestations of a single story. Campbell was well versed 

in the writings of Jung, which dealt with archetypes and the structure of the 

human psyche. Campbell drew on a wide range of literature and art in the process 

of formulating his theories and James Joyce and Finnegans Wake (from which the 

term ‘monomyth’ is borrowed) was a major influence.  While there is a great deal 

of discussion about the symbolism and meaning of the journey in the EA 79 

catalogue, no specific reference is made to Campbell’s work.128 Demarco has, 

nevertheless, described Edinburgh Arts as a “heroic journey”129 and “life 

symbol”130 where he describes such a journey as “a course of action”. 131  In this 

case, the quest is “…a search for the spiritual dimension in a European landscape 

which has been almost stripped of its symbolism by modern man-made 

environment.” 132 

 

If we consider the voyages of the Marques as in any way ‘heroic’, then 

Campbell’s study – where he represents the journey as cyclical and discusses ‘The 

Crossing of the First Threshold’ and ‘The Crossing of the Return Threshold’ – has 

some bearing on Edinburgh Arts.  Writing about the embedded similarities in the 

                                                        
128 An examination of the extant literature in relation to Edinburgh Arts – including archival sources, 
primary and secondary texts – reveals no mention of Joseph Campbell’s theories or writings. 
129 Richard Demarco, The Artist as Explorer, p.64 
130 ibid. 
131 ibid. 
132 ibid. 
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archetypal hero’s journey, where the hero must cross from one realm to another, 

as part of a quest, or voyage, Campbell notes: 

 

The two worlds, the divine and the human, can be pictured only as distinct from 

each other—different as life and death, as day and night. The hero adventures out 

of the land we know into darkness; there he accomplishes his adventure…and his 

return is described as a coming back out of that yonder zone. Nevertheless—and 

here is a great key to the understanding of myth and symbol— the two kingdoms 

are actually one. 133 

 

Demarco was aware that an essential aspect of Edinburgh Arts was to re-

establish connections between the ancient and the contemporary. These linkages 

were often obscured, either physically or through lack of knowledge and 

understanding –  thus Demarco’s frequent use of the term ‘investigation’ in 

describing the way in which he wished EA participants to look at and consider their 

objects of interest. O’Driscoll had used the term ‘multi-layered palimpsest of the 

past’, indicating layers of physical remains, as well a layered and partially obscured 

knowledge.  Lippard, in the title of her work Overlay, wished to give a sense of the 

multiple strata in which the subjects and objects she dealt with were embedded.  

 

Yet, an investigation of an ancient site such as Callanais or Hagar Qim 

represents an enduring paradox – we can apparently occupy the same space as 

these objects but cannot exist in the same time as they were built or used. Thus, 

                                                        
133 Joseph Campbell, The Hero With a Thousand Faces, p.201 (source: epdf.pub/the-hero-with-a-
thousand-faces-commemorative-edition.html) 
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the gap in knowledge, understanding and collective experience. Demarco wished 

not only to close this gap, but also to obliterate it and he, and others, such as 

O’Driscoll, began using the term ‘time-space’, which implied a possible elision of 

dimensions.134 This relates to Campbell’s observation that the “great key to the 

understanding of myth and symbol” was the realisation that the “yonder zone” 

into which the hero ventured, and the world from which he had come were 

essentially the same. In the same way, Demarco and O’Driscoll, in their use of the 

term ‘time-space’, saw no disconnect between the worlds of the past and present.  

Demarco’s ‘heroic’ vision was therefore to allow others to do the same.  The 

symbolically replete symbol of the archetypal heroic voyage, the Marques, 

stripped of modern technology and comforts, was therefore able to function in a 

way which allowed a form of ‘time -travel’.   

  

                                                        
134 The term is used on numerous occasions in the text of Edinburgh Arts 1979: A Quest Through 
Europe or The Long Way Round to the Edinburgh Festival. 
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6.4  Coda 

Demarco defined Edinburgh Arts as “…a state of flux, not a static 

situation…” 135 and observed, 

 

As a journey, it attempts to provide a dynamic link between centres which are too 

easily ignored by the contemporary art world centres where the spirits of art and 

technology are enduringly balanced. 136 

 

 

Figure 217 

Two sketches made by Richard Demarco, partly illustrating his idea for 'thresholds'. The left-hand sketch 
depicts the Pump House, Sutro Baths, California (February 20, 1976) and the other, St Govan’s Well near 
St Govan’s Chapel, Pembrokeshire (July 7, 1977). The drawings are reproduced in The Artist as Explorer, 
p.64 

 

 

 

                                                        
135 The Artist as Explorer, p.44 
136 ibid. 
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Figure 218 

The Pump House, Sutro Baths, near San Francisco, California with inscription by the artist Dennis Leon 
entitled ‘Sutro Baths Suite #3’ (1975). Stencilled paint on concrete (66” x 74”) 

 

Although built many centuries apart and separated by more than 5,000 

miles, these strange structures bear some remarkable visual and functional 

similarities. Demarco’s interest in them clearly illustrates one of the underlying 

tenets of Edinburgh Arts – that entities not obviously linked in time and space can 

still be connected. In the case of these structures, their function centred around 

water and the way it was used and manipulated by humanity, for different 

purposes.  St Govan’s Well not only supplied water to the ancient chapel-goers but 

clearly pre-dates any Christian structure in the location. Wells and springs with 

their spiritual and functional associations, which often extended back millennia, 

were an important aspect of Edinburgh Arts’ investigations and St Govan’s was 
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visited on several occasions. The Pump House, at the now defunct and demolished 

Sutro Baths near San Francisco, is a relatively modern structure, dating from the 

late 19th Century. As part of an unsanctioned art project, the artist Dennis Leon 

(1933-1998) inscribed the curved concrete form with words, which read:  

 

No one knows why this building was put here to stare like a blind calendar to the 

restless tide, nor why in such a precarious place far from the gay safety of the 

baths. It leads nowhere and contains nothing. When the baths fell to ruin this 

building stirred and began to wait.137 

 

It was one of the central roles of the Edinburgh Arts Journeys to find these 

connections and to explore them.  Demarco photographed and sketch The Pump 

House in February 1977 while on a US lecture tour. Knowing that it was not 

possible to physically lead an Edinburgh Arts Journey to California he included 

sketches of both structures in The Artist as Explorer which was published the 

following year.  In these structures Demarco had found the perfect symbol and 

the perfect artefacts to illustrate and demonstrate one Edinburgh Arts central 

tenets – that the connections between past and present did exist, in abundance. 

It was the role of Demarco and the Edinburgh Arts Journeys to discover them, to 

reveal their import and use them as a basis for further exploration. 

                                                        
137 Leon’s text is cited at openspace.sfmoma.org/2014/01/dennis-leon/ 
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Figure 219 

St Govan’s Well, Pembrokeshire. Edinburgh Arts 1978. [source: www.demarco-archive.ac.uk] 
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7.1 Initial Comments 

This study sets out to map the terra incognita of a remarkable and 

innovative pedagogical-creative project – the Edinburgh Arts summer school, and 

journeys, established in 1972 by Richard Demarco. Edinburgh Arts has, to date, 

received no formal, sustained academic analysis – a remarkable fact, and a major 

art-historical hiatus, given the truly international significance of the project.   

 

Edinburgh Arts was ground-breaking, innovative and as far as can be 

determined, unique in terms of its peripatetic learning and creative content – and 

vastly ambitious in its scale, duration, geographical complexity and multiple 

outcomes, many of which still reverberate today.   

 

The current thesis is an attempt to redress such imbalances and to set the 

record straight regarding the complexity, scope, ambition, depth and lasting 

impact of Edinburgh Arts.  Implicitly, and explicitly, in the course of the text, I have 

made a number of claims that have guided the momentum of the research and 

the resulting thesis.   

 

Demarco’s peripatetic pedagogy was unique for its time and world-leading 

in its impact. The Edinburgh Arts Journeys as a kind of ‘world-as-classroom’, or 

‘university under a tree’ served not only as the site(s) of learning, but as the 

rupture from ‘normal’ daily life and routine, and as such, was a pre-requisite for 

the type of deep-learning that characterised his ambitious project. 
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The Edinburgh Arts Journeys in these years were profoundly significant for 

promoting spiritual, metaphysical, and revelatory experiences, and as such, were 

important in re-setting and testing the views and the artistic practice of the 

participants – in some instances, to breaking point. Demarco’s work in general, 

and Edinburgh Arts and the Edinburgh Arts Journeys, in particular, have been too 

little understood and, although they have been extensively documented, they 

have not been sufficiently analysed.  The study therefore provides extensive 

analytical content, focussing on key events and artists, in order to counter and 

redress the historical dearth of information and scrutiny. This has been done in 

order to fill the large gaps in understanding and knowledge of existing analysis, 

which has been fragmented, and to challenge the major art histories (those 

dealing with ‘Scottish art’) that have paid scant attention to Demarco’s activities.   

 

As a result, the Edinburgh Arts Journeys have not entered fully into the 

general discourse of art history in Scotland, Britain, Ireland, Continental Europe 

and North America, with the possible exception of Poland, where Demarco has 

been recognized for his major contribution to the arts in that country, 

demonstrated by a series of state honours and awards.   It is my hope that this 

study, which may eventually take the form of a commercially published book, 

intended for a specialist and general audience, will stimulate an international 

understanding of Demarco’s work in general and Edinburgh Arts in particular. The 

impact of a commercially available published work is therefore intended to be 
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habilitative (rather than re-habilitative) because it is clear that Demarco has not 

received the international critical recognition that Edinburgh Arts deserves, and 

requires. It is my contention that Edinburgh Arts represents as important an 

international contribution to our collective educational and artistic culture as, for 

example, Black Mountain College.  As a corollary, there is clearly a need for a major 

critical biography of Demarco himself, where the enormous scope of his decades-

long international work may be set out. 

 

I have tried to do justice to the vast undertaking that Edinburgh Arts 

represents, but I am also aware of the short-comings that such a study engenders. 

I therefore hope that the study will lay some of the ground-work for future 

researchers and act as a reference point for some vital information and ideas.   

 

 Edinburgh Arts began its existence as a more-or-less ‘static’ and broadly 

conventional educational project but, over the years, evolved into a peripatetic 

undertaking, culminating in a series of journeys that traversed Europe, from Malta 

in the south to Orkney, and the Outer Hebrides in the north. The study covers the 

nine years of Edinburgh Arts’ formal existence, from the year of its initiation until 

1980, when funding for Edinburgh Arts’ umbrella organisation, The Richard 

Demarco Gallery, was withdrawn by the Scottish Arts Council following a debacle 

involving Joseph Beuys and the convicted murderer, Jimmy Boyle, who was then 

incarcerated in the Barlinnie Prison Special Unit, Glasgow. 
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Demarco coined the term ‘The Road to Meikle Seggie’ in 1973 as a 

metaphor for the artistic, geographical and spiritual journey that all who 

accompanied him were encouraged to take – although Meikle Seggie is also an 

actual place, in the Ochil Hills, around 30 miles north of Edinburgh. Two essays, 

The Road to Meikle Seggie and The Artist as Explorer (both published in 1978), help 

to define Demarco’s thinking about a complex and diverse series of ideas around 

avant-gardism, creative thought and action, and the linkages between the art, 

artefact and edifice of the far-distance past and that of the contemporary ‘art-

world’. 

 

This study combines elements of biography and art history, and touches 

upon the experimental nature of some of the pedagogical practices within 

Edinburgh Arts.  It therefore straddles various disciplines, necessarily, given the 

multi-disciplinary nature of Edinburgh Arts.  The narrative is essentially 

chronological and charts Richard Demarco’s journey on the road to Meikle Seggie, 

beginning with Demarco’s Catholic upbringing, his family and his early schooling. 

Later, the narrative moves to Demarco’s work as a student at Edinburgh College 

of Art, his career as an art master at Duns Scotus Academy, his pivotal role in the 

establishment of The Traverse Theatre, which, in turn, led directly to the 

establishment of The Richard Demarco Gallery, in 1966. Other key factors, such as 

Demarco’s Italian origins, the effects of the Second World War and the presence 

of the Edinburgh International Festival, established in 1947, when Demarco was a 

seventeen-year-old pupil at Holy Cross Academy, are also considered. 
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In the narrative, Demarco emerges, often implicitly, as a complex 

personality, full of, sometimes, contradictory impulses and ambitions that have 

both helped and hindered his progress as an artist, a teacher, and a facilitator of – 

and collaborator in – a bewildering number of projects, embracing all the arts, and 

much else besides. 

 

One of the reasons for undertaking this study has been the lack of a 

thorough-going, objective analysis of Demarco’s work.  Most commentators on art 

in Scotland and Scottish art (the two terms are not synonymous) have tended 

either to omit mention of Demarco altogether or to afford his activities only scant 

mention. The result has been a dearth of understanding and knowledge of 

Demarco’s work, and a concomitant, general misunderstanding of his complex, 

diverse and long-standing achievements.  Much of the critical commentary that 

exists has been made by Demarco himself and, as a result, he has become, by 

default, the most frequent and sustained commentator on his own activities. This 

has, necessarily, resulted in a partial and highly subjective view, often propagated 

by the media, especially the printed press. 

 

This study deliberately eschews, or at least minimises, the examination of 

figures with whom Demarco is most often associated, such as Joseph Beuys and 

Tadeusz Kantor, principally because neither artist participated in the journeys that 

form the basis of this thesis. Attention, therefore, has been centred on several 

other Edinburgh Arts participants, including Paul Neagu, Barbara Kozłowska, 
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Devorah Cutler-Rubenstein, Treasa O’Driscoll and Robert O’Driscoll. The study of 

the work of female artists is particularly important, given the general lack of critical 

focus in art historiography on women artists, and the particular paucity of 

information and analysis of their work in relation to Edinburgh Arts. In the final 

part of the study, relating to Edinburgh Arts 1979, attention has been paid to the 

journey as a sea voyage. 
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7.2 The Scope of the Study 

The study has sought to trace the trajectory of Richard Demarco’s 

Edinburgh Arts summer school, and journeys.  In order to do this, and to properly 

contextualise the background to Edinburgh Arts, it has been necessary to trace 

Demarco’s pedagogical development,  from his early life in Edinburgh, through his 

schooling, higher education, National Service, his work as an art master, as a co-

founder of The Traverse Theatre, Edinburgh, and the subsequent establishment of 

The Richard Demarco Gallery, and Edinburgh Arts itself. 

 

The main source material for the study has been The Demarco Archive at 

the National Galleries of Scotland, which was purchased in 1995 and contains 

material from the 1940s up to that date. The Demarco Archive 1 is a vast resource, 

with many thousands of books, photographs, documents, correspondence, 

catalogues and other material, amounting to approximately two-hundred metres 

of shelf space. Other important, primary source-material includes the British 

Library’s National Life Stories oral history project, Artists’ Lives, which includes 

recorded interviews with Demarco (conducted by Jenny Simmons) numbering 

more than thirty hours of audio files.  

 

As well as these considerable resources, I have added my own collection of 

interviews with key Edinburgh Arts participants, including Richard Demarco, Paul 

                                                             
1 Filed under the primary code GMA A37 
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Neagu2, Zbigniew Makarewicz3, (as principal interlocutor for his wife, the late 

Barbara Kozłowska); Wiesław Borowski who, as a representative of the Foksal 

Gallery and a specialist in the work of Tadeusz Kantor participated in Edinburgh 

Arts in 1972, 1973, 1976 and 1979. Other significant interviewees are Jane 

MacAllister-Dukes4 (Assistant Director of RDG, from 1979 to 1990), Robert 

McDowell5 (currently owner of Summerhall arts centre, Edinburgh), Sandy Nairne6 

(former Assistant Director of Tate Britain) and Mark Francis7 (currently Director of 

The Gagosian Gallery in London), Tamara Alferoff,8 Devorah Cutler-Rubenstein9 

(Edinburgh Arts participant 1974), and Rose Frain10 (Edinburgh Arts participant, 

1980)  

 

Richard Demarco himself was interviewed by me on a number of 

occasions, including, in 1999, an interview regarding Joseph Beuys, for a previous 

study.  Not all of these interviews were illuminating or successful – the interview 

with Wiesław Borowski, for example, failed to record and his account of Edinburgh 

Arts was reconstructed from memory.  On a number of occasions, or perhaps all, 

the memories of the interviewees proved fallible, especially when participants had 

been involved in more than one iteration of Edinburgh Arts. Here, memories 

                                                             
2 Recorded in London, 1990 
3 Recorded in Poland, 2014 and 2016 
4 Recorded in Kent, 2014 
5 Recorded in Edinburgh, 2014 
6 Recorded in London, 2018 
7 Recorded in London, 2018 
8 Recorded in London, 2017 
9 Interviewed in Los Angeles, via Skype, 2018 
10 Recorded in Edinburgh, 2020 
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merged and events, places, itineraries, and the order in which they took place, 

became unclear, making it difficult to reconstruct a ‘true’ or accurate version of 

what happened.  Not all the interviews have been cited in the text of the study, 

although these add texture and context to the narrative as background source 

material.  Much of this supplementary material is available at 

gilessutherland.org/academic/phd. 

 

A set of key secondary and primary texts, authored, or contributed to, by 

Demarco himself, have also proved crucial in defining the narrative. The Road to 

Meikle Seggie and The Artist as Explorer have already been referred to, but 

alongside these are the texts and catalogues published by the RDG, including 

Edinburgh Arts 1973 (1973), A Journey from Hagar Qim to the Ring of Brodgar 

[edited by David Bellman] (1976), To Callanish from Hagar Qim (1975) and 

Edinburgh Arts 1979: A Quest Through Europe or the Long Way Round to the 

Edinburgh Festival [edited by Robert O’Driscoll] (1980). These texts were created 

as contemporaneous, or near-contemporaneous, documentation not only of the 

journeys themselves but also of the exhibitions that habitually took place 

subsequently. Taken together, they are a rich source of material in the form of 

photographic record, illustration and reproduction of art works, statements and 

commentary.  

 

As an example, these catalogues help to chart Demarco’s use of 

photography (subsequently given the label ‘event photography’) and his 
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development of the annotated photograph, an amalgam of photograph, text, 

commentary and identification. The first identifiable printed versions of 

Demarco’s annotated photography appeared in the Edinburgh Arts 1973 

catalogue and were used by him to comment on the activities and places they 

illustrated, and to identify key participants, often with the use of arrows that 

pointed from the margins towards the body of the image.   As with many other 

aspects of the study, Demarco’s use of the photograph suggests another rich, and 

previously undeveloped, field of enquiry.  Suggestions for further areas of study 

resulting from investigations of The Demarco Archive, and other sources, are given 

towards the end of this concluding chapter. 

 

 
Figure 220 

An example of Demarco’s annotated photography. Here it is likely that the photograph was annotated 
near the time the photograph was taken (1972), as Ian Hamilton Finlay’s ‘sculpture garden’ and home is 
referred to by its original name, ‘Stonypath’, which was renamed Little Sparta in 1983  



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 582 

7.3 Methodology, reconsidered 

This thesis is a traditional art historical and biographical study, and has not 

been based on any particular philosophical, critical or theoretical positions. It has 

presented a series of research questions, and a series of claims, which it has 

attempted to answer and address. The early part of the preliminary research 

included reviewing the available literature and concluded that, although there was 

a wealth of information in the form of archival material (primary texts), recorded 

interviews (again, primary texts) and writings by Demarco himself (another form 

of primary text) there was much less information in the way of critical commentary 

and analysis.  A further series of interviews with Edinburgh Arts participants and 

others associated with Edinburgh Arts, such as Jane MacAllister-Dukes and Mark 

Francis formed a further layer of primary source material. 

 

One of the most basic and important tasks in the construction of this study 

was to create a structure around which the narrative could be fitted and coalesce. 

I therefore took an early decision in the writing of the study to choose a 

chronological structure, notwithstanding the fact that other options were 

available. These options included: 

 

 1/ A thematic framework, which could have been based on types (or 

genres) of art work – for example, drawing, performance, photography, action, 

event, and so forth.  
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2/ A study structured around individual artists, practitioners, teachers and 

participants – those who had travelled with Demarco on the road to Meikle Seggie.   

 

3/ A study based on, and structured around, locations and places (an 

important aspect of the Edinburgh Arts Journeys) – this may have included a series 

of chapters devoted to, for example, Edinburgh, Skye, Lewis, Orkney, Malta, Italy 

and even Poland, although in the case of the last, none of the Edinburgh Arts 

itineraries included this country, although a number of participants and others 

originated there.  

 

4/ A consideration of institutions and organisations –  the chapter structure 

may, therefore, have included the Aegina Art Centre, The Richard Demarco 

Gallery, Sabhal Mòr Ostaig, the Universities of Edinburgh and Stirling, and 

numerous artists’ studios, and art galleries etc.   

 

Undoubtedly, other structuring mechanisms and devices are available.  

Ultimately, after careful consideration and consultation, it was decided that a 

chronological structure would best serve the needs and purposes of the narrative. 

This has allowed the chronicling, description and analysis of the ‘organic’ way in 

which Edinburgh Arts developed, and echoes Demarco’s spontaneous and 

intuitive way of working.  The chronological nature of the study’s structure (which 

includes a good deal of biographical information relating to Demarco himself) has 

allowed the creation of a narrative that deals with events, journeys, situations, 



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 584 

people and the work of single artists, as well as collaborations, in the order in 

which they generally occurred.  

 

The process of research is one of discovery. Although I had substantial 

knowledge of Demarco and his activities prior to undertaking the current study, I 

was not fully prepared for the extent and depth of information that this 

exploration would reveal. A previous study by me entitled Strategy: Get Arts – 

Reaction to Joseph Beuys in Scotland, 1970 (MSc thesis, The University of 

Edinburgh, 1999), numerous articles in newspapers, journals and magazines, and 

participation in a number of Demarco’s ‘expeditions’ and journeys, had laid some 

of the groundwork.  Nevertheless, the extent and complexity of the archive (which 

dates from Demarco’s early years, up to 1995), and is now held at the National 

Galleries of Scotland, at first proved a bewildering and daunting resource.  

Although catalogued to a certain level, making sense of the material, and the way 

in which it was structured, proved a challenge from the outset.  Settling on a 

specific focus, with a particular time-frame, and the devising of an appropriate 

narrative frame-work, were crucial components in coming to terms with such a 

valuable but enormous resource. 

 

In undertaking research of this nature, the researcher is faced with several 

questions: 1/ the order and method in which the material is approached; 2/ 

determining the relevance (or irrelevance) of the material as it applies to the 

research questions and parameters of the study; 3/ the method by which relevant 
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material is recorded, or stored, so that it may be reproduced, cited and re-

accessed.   In the case of 1/ the catalogue of The Demarco Archive (GMA A 37) 

amounts to approximately 190 pages, with a word count of around 64,000.  The 

text is searchable, and when this is done, for example, with “Edinburgh Arts 72”, 

47 items are returned. The archive is contained in boxes, which in turn contain 

folders, so it is entirely possible that each box-file will contain up to a thousand 

separate sheets of paper. Only by reviewing, or ‘scanning,’ the material at this 

level can a determination be made regarding its relevance.  In this way, certain key 

participants and events were uncovered and the process, therefore, proceeded on 

this basis, with the material, to a great extent, determining the shape and the 

content of the narrative.  In the case of 2/ above, the relevance, or otherwise, of 

the material became clearer as the process of reviewing the archive developed 

with time – here, to some extent, intuition played a part. Material considered to 

be potentially useful and interesting was retained, and the remainder discounted. 

The process became easier, and quicker, with time.   

 

In order to store, label and retrieve documents it was necessary to adopt a 

filing structure that mirrored the National Galleries of Scotland’s own, including its 

nomenclature. Individual documents were then named (by me) and stored in an 

equivalent ‘mirrored’ filing system. It was only in this way that the archive 

contents could be fully accessed and utilised, via my own filing and a computer-

based search facility, the cloud-based Box system at The University of Dundee. 
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When I began the research in 2011/12 the NGS did not allow photography 

(and the wearing of white gloves was compulsory) resulting in a cumbersome and 

time-consuming process.  The only method of copying documents, other than 

verbatim transcriptions and notes, with a pencil, was to request photocopies, via 

a bureaucratic and expensive process.  However, in around 2016, the rules were 

relaxed, and personal photographs were allowed, and the regulation around the 

wearing of white gloves was also waived. This meant, in effect, that a large number 

of documents could be copied at one sitting, for more considered perusal at a later 

time. It is clear that the full digitisation of, and online access to, The Demarco 

Archive would greatly benefit researchers, particularly those who live in places 

that are not within easy reach of Edinburgh.  At the time of writing (February, 

2020) it is not known if this process will take place. 

 

The Demarco interviews (in 64 parts) located at the British Library’s 

National Life Stories: Artists’ Lives project11 are audio files but have been 

transcribed by me and re-published12 to facilitate the process of searching for 

specific information. In this way, the work of future researchers may be made less 

onerous.  Similarly, interviews by me with Edinburgh Arts participants, and others, 

have been published at the same location.  The study is, therefore, my own 

personal Road to Meikle Seggie. 

                                                             
11 Available at: sounds.bl.uk/Arts-literature-and-performance/Art/021M-C0466X0242XX-0001V0 
12 Available at: www.gilessutherland.org/academic/phd/interviews 
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Figure 121  

A search of the NGS Demarco Archive catalogue (GMA A37) 
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Figure 222 

Cloud-based Box storage and filing system with the author's own 
nomenclature and filing of GMA A37 
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7.4 Researching The Demarco Archive 

One of the most obvious aspects of the work of Richard Demarco has been 

his life-long habit of collecting and storing information, in a wide variety of forms.  

It has not been possible to ascertain with any degree of accuracy at what point in 

Demarco’s career the idea of the creation of an archive, as a testament to a 

decades-long career, became a conscious task.  We may safely assume, however, 

that by the time Edinburgh Arts was established in 1972, the idea had already 

taken hold for a number of years.  In later years, Demarco has come to describe 

the archive, however this is defined, as a gesumkunstwerk or total work of art.  

The idea that an archive – normally associated with the idea of a collection of 

‘dead’ objects, such as papers, books, documents, letters, etc. – could become 

‘elevated’ or transformed into a consciously created artwork is unusual, but not 

impossible. Rather like Demarco’s assertation that Edinburgh Arts itself was a work 

of art, is it impossible to prove, or disprove.  The idea may only be accepted or 

rejected. Nevertheless, when the archive, or that part of it which remained 

following the sale, in 1995, to NGS was displayed, en masse, in one of its homes, 

(in this case, Skateraw Farm in East Lothian, Scotland), its appearance was more 

akin to an exhibition and an extensive installation, than any traditional notions of 

an archive. 
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Figure 223  

The Demarco Archive, Skateraw Farm, East Lothian c. 2006 

 

The GMA catalogue divides The Demarco Archive in thirteen sections: 

GMA A37/1 – File contents list 

GMA A37/2 – Box handlists 

GMA A37/3 – Framed works and works of art 

GMA A37/4 – Richard Demarco Library 

GMA A37/5 – Recordings: Sound, video, films, DVDs etc. 

GMA A37/6 – Photoboards 

GMA A37/7 – Posters produced by and for the Richard Demarco Gallery, or collected by Demarco  

GMA A37/8 – Newscuttings 

GMA A37/9 – Photographs, negatives and slides 

GMA A37/10 – Richard Demarco Writings 

GMA A37/11 – Legal & Financial Papers (embargoed) 

GMA A37/L – Original box lists (for staff consultation only) 

GMA A37/LX – Loan works from the Demarco European Art Foundation) 
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The majority of the research for this study focussed on GMA A37/2 – Box 

handlists, although some reference was made to GMA A37/5 – Recordings: Sound, 

video, films, DVDs etc. and GMA A37/10 – Richard Demarco Writings. GMA A37/4 

– Richard Demarco Library, for example, remains largely uncatalogued and 

inaccessible.  The section of the archive that remains in Demarco’s possession and 

is currently housed in the Summerhall art centre, Edinburgh, was not consulted, 

given the fact that, to date, it remains largely uncatalogued.   The fact that so much 

material remains un-researched and therefore little-known, presents great 

opportunities for future researchers. 
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7.5 Key Participants, Characters and Witnesses 

Richard Demarco has not written an autobiography and, at the age of 90, 

he is unlikely to do so. Were he to undertake such a task, his story would contain 

substantial listings of people, places, performances, actions, exhibitions, 

manifestations, gatherings, journeys, awards, controversies and achievements. At 

the time of writing (February 2020) work is currently underway, involving Charles 

Stephens and Demarco, to construct a memoir, based largely on Demarco’s 

existing writings.13  In some senses, The Demarco Archive is a testament to his life, 

and may therefore may be described as a quasi-autobiographical collection. Such 

a description applies, in particular, to his collection of photographs, estimated to 

exceed more than one million in number. Most of these photographs remain 

unpublished, and indeed, many exist only in negative form, or even as 

unprocessed film. It is very likely that some of this material may, in the future, 

reveal hitherto unrecorded aspects of Edinburgh Arts. The majority of Demarco’s 

photographs document people in key places or involved in a wide variety of events 

                                                             
13 Charles Stephens has commented: “The task in which I am engaged is not a biography.  The 
problem which Richard has faced – since as early as 1995 when he published 'Richard Demarco: A 
Life in Pictures' and 2005 when he published a sketch of autobiography in the Saltire Society's 
'Spirits of the Age' - is that, despite intention and attempt, he has never managed to write anything 
which comes close to an Autobiography.  It is this text which I am helping him to create - in effect, 
scattered in texts over many, many years, right back to 1952 and a series of British Library 
interviews in 2005-6 he has, in effect, been writing or recording his life story.  The trick… is to 
extract from this morass the outline of the story. I am confident it can be done. Once it is done 
then any putative biographer will have a story from which to work as a necessary starting point - 
this does not currently exist.   As it stands there is a great deal about Richard's life and ideas which 
is completely hidden from view.  I have known him since 1974 and know a lot of the story but even 
then I am discovering more day by day.  If the work on which I am currently engaged is not done 
then a future biographer will be lost, or condemned, to years and years of very hard and very 
challenging research in the Borgesian labyrinth of the Demarco Archive.” Charles Stephens, email 
to Giles Sutherland, February 6, 2020 
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and as such, may be labelled ‘event photography’, after the designation of a new 

genre, made by the Museum Kunstpalast in Dusseldorf, around 2007.  Like much 

of The Demarco Archive, they represent a largely unresearched resource and 

potential material for future researchers.  

 

This study, which has attempted a narrow focus on the journeys associated 

with Edinburgh Arts, has included discussion of a small and select number of 

individuals associated with Demarco throughout the 1970s. The study has also 

included a number of key biographical events, and other influences, related to 

Demarco’s development.  The study has been an attempt to map a journey of a 

life from its beginnings to a point where, in middle-age, Demarco had achieved an 

accumulation of life-goals, each inter-related and built on previous achievements. 

 

The work of Edinburgh Arts involved Demarco in many roles – as 

collaborator, facilitator, teacher, mentor, administrator, networker, fundraiser, 

publicist and artist.  In this narrative, some key events, people, places and ideas 

have emerged.   Principal among these is, of course, Demarco himself but others 

have also emerged as stalwarts in the story. Demarco’s friendship and 

collaboration with Jim Haynes is a key relationship and grew out of happenstance. 

From this meeting, many creative endeavours developed around the framework 

of The Paperback Bookshop, The Traverse Theatre (and its associated gallery), 

which in turn led to the establishment of The Richard Demarco Gallery. The gallery 

presented a remarkably diverse and ambitious series of exhibitions, poetry and 
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musical recitals, revues, and other artistic manifestations.   The study has shown 

how the RDG helped to create the social, financial, professional and circumstantial 

conditions for Edinburgh Arts. 

 

 
Figure 224  

Road sign in the village of Milnathort, Kinross-shire pointing to Meikle Seggie, 1974. 
[source: www.demarco-archive.ac.uk] 

 

Another ‘character’ in this rapidly moving and evolving narrative (and 

almost as complex and difficult to understand as Demarco himself) is ‘The Road to 

Meikle Seggie’.  The road weaves in and out of the narrative, linking the various 

and diverse elements within it.  The road is the perfect figurative medium, joining 

places and people in space and time. It is especially appropriate when considering 

Edinburgh Arts as a way of linking the far distant past with contemporary art.   
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7.6 Edinburgh Arts 1972 

Over the decades, Demarco has repeatedly referred to his work with 

Joseph Beuys, Tadeusz Kantor and Paul Neagu, and cites all three as the most 

important artists with whom he has collaborated.  All three artists took part in 

Edinburgh Arts – Joseph Beuys in 1973, 1974 and 1980; Tadeusz Kantor in 1972, 

1973 and 1976; and Paul Neagu from 1972 to 1980.  Neither Kantor nor Beuys 

participated in any of the Edinburgh Arts Journeys, in contrast to Neagu, who 

participated in both the static and peripatetic aspects in all nine manifestations of 

the summer school.  Neagu has, therefore, featured as a major character in the 

narrative of Demarco’s journey on the road to Meikle Seggie. 

 

 

Figure 225 

Paul Neagu and Edinburgh Arts 1972 participants in Greyfriars Kirkyard, Edinburgh. Neagu 
(centre, in red shirt) is leading a drawing workshop and performance  
[source: www.demarco-archive.ac.uk] 
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Neagu’s drawing workshop in Greyfriars Kirkyard, Edinburgh, in 1972, 

combined aspects of performance and teaching; in the same location, suggested 

by Demarco in the previous year, Neagu had conducted his Horizontal Rain (1971) 

performance. Both works were site-specific, referencing the history and 

iconography of the immediate environs. 

 

 

Figure 226 

The Romanian Room at The Demarco Archive, Summerhall, Edinburgh showing work that includes Paul 
Neagu ('Hyphens', foreground) and Ion Bitzan (on wall, right). [ 
Photograph courtesy of Terry Ann Newman at The Demarco Archive]. 

 

During Edinburgh Arts 1972, The Richard Demarco Gallery at 8 Melville 

Crescent, Edinburgh (in collaboration with The University of Edinburgh) was the 

main venue for the majority of events, workshops and lectures and performances, 
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although Demarco, who was on the verge of ‘discovering’ ‘The Road to Meikle 

Seggie’, had already initiated a number of smaller journey and ‘expeditions’ 

beyond the capital, as part of the summer school’s curriculum. These included a 

visit to Kilmartin Glen in Argyll, a complex of Neolithic burial chambers, and stone 

alignments, which was to become a regular feature on the Edinburgh Arts itinerary 

in future years. A similar journey, to the island of Inchcolm in the Firth of Forth, 

near Edinburgh, was the site of a performance by Neagu, entitled Fish’s Net (1972). 

 

The pioneering dancer and choreographer, Stuart Hopps, Associate 

Director of Scottish Theatre Ballet, conducted a number of classes and workshops 

inside, and immediately outside, the RDG premises. Part of this innovative 

philosophy of ‘sculptural’ dance and movement, influenced by pioneering artists 

such as Merce Cunningham and John Cage (who began teaching at Black Mountain 

College, North Carolina, in 1948) involved the exploration and use of ‘negative’ 

space.  Hopps’ teaching involved Edinburgh Arts participants such as Fredi Wolgin, 

Helen Comins, Frank Williams, Robin Ann Clark, Sarah Light and Sandy Nairne, 

interacting with spaces not normally associated with dance, such as the cellar, 

doorway (threshold), and bathroom of the RDG. 

 

Tom Hudson, an innovative teacher, then Director of Studies at Cardiff 

College of Art, led a number of ‘Creative Adaptability’ workshops in the RDG and 

on Cramond Beach, near Edinburgh. Hudson had taught with Victor Pasmore 

(1908-98) and Harry Thubron (1915-85) in the 1950s and was instrumental in the 
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development of ‘Basic Design’ courses in a number of British and international 

art schools.  In the following year, Cramond Beach was also the site of an 

installation-performance by Barbara Kozłowska, entitled Linia Graniczna (Border 

Line) – part of a continuing series of art works that Kozłowska developed (often 

with the help of her husband, the artist Zbigniew Makarewicz) throughout her 

career.  Such innovative and site-specific works, created as part of the Edinburgh 

Arts curriculum, and within easy reach of the city and RDG, laid the groundwork 

for the more expansive and extensive multi-layered and multi-participant works, 

made on the Edinburgh Arts Journeys in subsequent years. 
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7.7  Edinburgh Arts 1973 

Edinburgh Arts 1973, and 1974, followed on organically from the summer 

school of 1972.  These were more ambitious undertakings, involving more 

participants and a wider programme of events, lectures, journeys, with an 

expanded teaching ‘faculty’. 

 

Edinburgh Arts was timed to coincide with the Edinburgh International 

Festival, at a time when the city was at its most vibrant and culturally alive. The 

exhibitions and events programme of the RDG, which included The Austrian 

Exhibition (1973) and The Black and White Oil Conference at the Forrest Hill 

Poorhouse (1974), provided a backdrop to other aspects of Edinburgh Arts.  In 

1973, Joseph Beuys presented the Twelve-Hour Lecture: An Homage to Anacharsis 

Cloots at Melville College, Edinburgh adjacent to RDG.  The lecture combined 

elements of performance, political and social discourse, and also involved the use 

of blackboards, themselves a potent symbol of Beuys’ radical pedagogy.  Although 

the content of the lecture was filmed, no extant record exists, and the verbal 

substance of Beuys’ discourse is, therefore, not available. Examination of archival 

photographs shows that as well as the Twelve-Hour Lecture several other 

important Edinburgh Arts events, such as Buckminster Fuller’s 1974 lecture and 

Barbara Kozłowska’s Linea Graniczna, were recorded on cinematic film. The future 

location of such documents may present valuable new information for 

researchers. The Twelve-Hour Lecture, which was discussed at length by Caroline 
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Tisdall in The Guardian, gave Edinburgh Arts students access to a profound and 

noteworthy set of complex ideas. 

 

Fragments of The Black and White Oil Conference appear in Devorah 

Cutler-Rubenstein’s film, mentioned below. Here, Beuys was joined by 

Buckminster Fuller, who had been a member of the faculty at Black Mountain 

College, thus forming a symbolic, as well as an actual, link with one of the models 

for Edinburgh Arts. 

 

Demarco’s evolving pedagogical philosophy was demonstrated by a 

comment by Devorah Cutler-Rubenstein (then, Devorah Cutler), who attended 

Edinburgh Arts 74, with her sister Wendy.  Here, Cutler-Rubenstein notes that, 

 

…as is often the case during the evolution of a new pedagogy or philosophical 

approach to art and arts’ education: the nature of collaboration is explored as 

each component – art, artist, teacher, student – and boundaries become blurred.  

“Art is life and life is art,” was a tenet of the times and Beuys and Demarco were 

tenants of that same space and time.14 

 

In this chapter, the Cutler sisters’ work is explored in some detail, including 

a film, Edinburgh Arts 74: A Chronological Documentary, which offered some 

insights into the film-making process, as well as Edinburgh Arts itself.  Devorah 

Cutler’s engagement with Edinburgh Arts is one of several in this study that 

                                                             
14 Devorah Cutler-Rubenstein, email to Giles Sutherland, December 19, 2019 
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highlights the work of women, who were previously overlooked in terms of the 

importance of their contribution. 

 

Other characters in the narrative of this chapter include Sandy Nairne, 

Mark Francis and Charles Stephens.  All three were students at Oxford in the early 

1970s, and Demarco met them there in the context of various events and lectures 

at the Museum of Modern Art, in which Nick Serota was also involved.   Patrick 

Reyntiens gave a lecture at MOMA Oxford in 1973, attended by Demarco and 

Stephens. In an unpublished memoir, Finisterre (1992) Stephens observed,  

 

…Patrick’s lecture was a revelation. It opened a window onto a world infinitely 

more fascinating than that which I had discussed with [Richard] Wollheim the 

previous week. Patrick blended intelligence and erudition with the sensibility of an 

artist. It was a combination which I had not yet encountered in Oxford and I 

resented the fact…15 

 

Mark Francis, Sandy Nairne and Charles Stephens, all worked for Demarco 

in the capacity of unpaid interns (as was Demarco’s customary practice), where 

they undertook a variety of tasks, from the menial to the artistic. Their insights 

into the fledging undertaking of Edinburgh Arts offer some valuable information, 

from the ‘grassroots’. All three individuals note the importance of their early 

experience of working with Demarco to the development of their subsequent 

careers. 

 

                                                             
15 Charles Stephens, Finisterre (unpublished memoir), 1992, p.10 
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This was the start of Stephens’ long involvement with Demarco and he, 

Stephens, as well as participating in Edinburgh Arts, also went on to become one 

of Demarco’s most perspicacious and long-standing interlocutors, providing a 

wealth of valuable information and analysis, some of which has been discussed in 

this study. As has been noted above, Stephens is engaged in co-authoring an 

autobiographical memoir, with Demarco.  

 

This chapter also engages with Demarco’s idea of ‘The Road to Meikle 

Seggie’, which was coined in 1973, and attempts to uncover the origins of the 

term, as well as its meaning.  Demarco wrote a long essay, The Road to Meikle 

Seggie, in 1978 but earlier fragments of diary and memoir, from 1973, appear in 

this text.   
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7.8 Edinburgh Arts 1975 

This chapter focusses on Edinburgh Art 1975, in particular: 1/ Edinburgh 

Arts’ engagement with Malta, 2/Demarco’s notion of ‘the Artist as Explorer’, 3/ 

Jimmy Boyle and the Barlinnie Prison Special Unit, and, 4/ the Edinburgh Arts 

journey to the Neolithic stone circles and alignments at Calanais, on the island of 

Lewis in north-west Scotland. Malta and Lewis represent the beginning and the 

end point, respectively, of the Edinburgh Arts 1975 journey.   These significant 

places of destination and departure were emphasised as such in the title of the EA 

75 catalogue, To Callanish From Hagar Qim, which documents the journey, its 

numerous participants and some of the work that was made in situ, and exhibited, 

or documented, at a later point.  

 

The EA 75 journey involved two participants from Poland, Barbara 

Kozłowska and her husband, Zbigniew Makarewicz. It was often assumed, 

especially by Demarco, that Makarewicz was the more ‘significant’ artist but, in a 

series of interviews conducted by me with Makarewicz, after Kozłowska’s death, 

in 2009, it emerged that Makarewicz’s role had been as supporter for his wife, who 

suffered from a heart condition.  Kozłowska made work in Malta and Lewis, as part 

of a wider project entitled Linea Graniczna (Borderline), although the site-specific 

aspect of this was an important component of the work. 

 

In this Conclusion and Summary, I have suggested that an alternative 

structuring device for this study could have been based on the individuals who 
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joined Demarco on ‘The Road to Meikle Seggie’.  If this option had been chosen, 

then the Maltese artist and architect, Richard England, may have formed the 

subject of one of these chapters. England had significant contact with Demarco 

over the years, including exhibiting at the RDG and was a major facilitator, teacher 

and contact for the various Edinburgh Arts groups that came to the islands. There 

is extensive correspondence between Demarco and England in The Demarco 

Archive, although, as with many aspects of this study, only a small proportion has 

been referenced. 

 

From 1974, Demarco had a long-standing engagement with HM Prison 

Barlinnie Special Unit in Glasgow. It was, ultimately, this relationship between one 

of its inmates, Jimmy Boyle, Beuys and Demarco, that effectively led to the 

withdrawal of Scottish Arts Council funding, the ending of the Edinburgh Arts 

project, and the curtailment of RDG activities.  Again, this episode in itself could 

represent a significant area of study and research.  

 

The text The Artist as Explorer, published in 1978, was one of several key 

pieces of writing by Demarco which sought to illuminate his disparate and, often, 

confusing philosophies on art, the role of the artist, and the relationship between 

the spatial and temporal expanses that the Edinburgh Arts project embraced. 

 

The engagement with Boyle and the Special Unit, although not initiated by 

Demarco, but by the art therapist Joyce Lang in 1973, manifested in several 

iterations, including visits to the Special Unit by Edinburgh Arts participants, 
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including Makarewicz, Kozłowska, and Treasa and Robert O’Driscoll, in 1975. Like 

many other aspects of this study, as noted, the involvement with the Special Unit 

and Edinburgh Arts could form an extensive study in its own right.  Boyle was not 

the only inmate of the experimental prison unit, which sought to deal with ‘hard 

men’ and ‘no-hopers’, such as Boyle, as a last resort. Others, such as Hugh Collins, 

were also actively involved with Demarco and Edinburgh Arts, which engaged with 

both prison staff and offenders, and this level of involvement, which was 

predicated on substantial levels of trust between all parties, culminated in an 

exhibition, Scottish Prisoners’ Art, hosted by The Richard Demarco Gallery in 1974.  

 

 Boyle’s engagement with Edinburgh Arts was an essential part of his 

rehabilitation process and he has publicly acknowledged this and his debt of 

gratitude to Demarco, and others, who were part of Edinburgh Arts. 
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7.9 Edinburgh Arts 1979  

This chapter charts the evolution of Edinburgh Arts, from a partly ‘static’ 

and conventional summer school, to an almost wholly peripatetic project. The 

major contention of the chapter is the uniqueness of the journeys as a creative-

pedagogical undertaking. The chapter demonstrates and analyses some of the 

main philosophical underpinnings of the Edinburgh Arts, as a journey, and 

continues to explore the ideas and debates that were discussed and developed by 

some key participants, such as Robert O’Driscoll and Howard Hull.   

 

My technique here has been to look at some key documents and develop 

and discuss some of the points that they raise.  In the case of O’Driscoll and Hull, 

this discussion focuses on some key correspondence that appeared in the pages 

of the magazine, Art Monthly, shortly after Edinburgh Arts 1979.   

 

Elsewhere, I have used some of the key discussion points in the Edinburgh 

Arts 1979 catalogue as points of departure for further discussion and analysis. This 

has included a discussion of the journey as a motif in literature and mythology and 

is based on some of the points raised by O’Driscoll in his introduction to the EA 79 

catalogue.  O’Driscoll, who was a specialist in Irish literature and culture, offers 

some parallels between Edinburgh Arts and the writings of James Joyce – these 

are discussed, albeit briefly, given the limitations of space.  Demarco’s 

engagement with Irish culture is also explored and, in particular, the work of the 

art critic, Dorothy Walker and the architect, Michael Scott.  As with so many other 
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topics highlighted in this study, the connections between Edinburgh Arts and 

Ireland may also be regarded as a significant and rewarding area of research, 

which, again, has been excluded because of limited space in the current study. 

 

The theme of ‘the Artist as Explorer’ is also mentioned with reference to 

the art critic Cordelia Oliver, and the artist Paul Neagu. Neagu participated in all 

nine Edinburgh Arts summer schools, and journeys, and he may rightly be 

regarded as the most significant participant in terms of his level of engagement 

and contribution.  At the risk of repetition, it is, again, worth stating that a separate 

study of Neagu, Demarco and Edinburgh Arts could provide a fruitful line of 

enquiry to any researcher and could form the basis of a substantial study and 

publication.   

 

This chapter also deals to some extent with my own experience of working 

with Demarco, and focuses on a journey made in December 1990 that resulted in 

the making of a programme for BBC radio, and a number of articles.  The section 

attempts to explain Demarco’s ability not only to make and share contacts but also 

his gift for transforming experience and goes some way towards explaining the 

popularity of the Edinburgh Arts journeys and the revelatory nature of the 

experience. 

 

It was hoped that the final part of the last chapter could have dealt with 

Edinburgh Arts 1980, as an expanded extension of Edinburgh Arts 1979. However, 

limitations of space and time have precluded inclusion of this section, although 
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much research has been undertaken.  It was planned that this section should deal 

with the significant media interest generated by the 1980 circumnavigation of the 

British Isles and, in particular, the response of two participants, the artists Rose 

Frain and Adam Robson. Another close collaborator, the performance artist, 

Alastair MacLennan, is also a key figure, as are the circumstances which led to the 

withdrawal of Scottish Arts Council funding from RDG. 
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7.10  The Educational & Artistic Potential of The Demarco Archive  

When I began this thesis, in 2012, I was aware that it was one of the few, 

if not the only study based on The Demarco Archive at post-graduate level. Since 

that date, a number of other researchers have joined what, I hope, will be a 

growing number who will investigate and analyse the great wealth of cultural 

material that the archive contains. 

 

In recent correspondence, Charles Stephens observed, 

Richard…[Demarco’s]…story is not simply, or even at all, about Beuys, not about 

Kantor, not about Edinburgh Arts, not about the Scottish Italian diaspora, to name 

just four of the obvious starting points – it is more like that of Dr Johnson or Sir 

Walter Scott – in other words, more like part of the story of London in the c18, 

Edinburgh and Scotland in the c19. In Richard's case… [it]… is the story of Scotland 

and Edinburgh in the c20 and not really about ‘art’ in the commonly understood 

sense of that word at all. 16 

 

These are pertinent observations, especially in respect of The Demarco 

Archive. Demarco has acknowledged on numerous occasions that the archive is a 

collaborative project and could not have been made without the contribution of 

the thousands of individuals and organisations with whom he has worked over 

many decades.  I would venture to add to Stephens comment that Demarco’s story 

is “…the story of Scotland and Edinburgh in the c20…”.  The story of Demarco and 

Edinburgh Arts is also one of Europe, west and east, and also about North America 

and Great Britain, Northern Ireland and the Republic of Ireland, because 

                                                             
16 Charles Stephens, email to Giles Sutherland, February 6, 2020 
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Demarco’s engagement has been a truly international one, on a vast scale. The loci 

of Edinburgh Arts reached many counties and the origins of its participants were 

also significantly and deliberately multi-national. 

 

As has been noted in previous chapters, The Demarco Archive has been 

divided into two main parts. The first, which dates from the 1960s (with some 

material extending back to the 1940s) up to the mid-1990s, is in the possession of 

the National Galleries of Scotland; the second part is housed in the Summerhall 

art centre, Edinburgh. In terms of research, the first part of the archive has been 

catalogued and is, therefore, more easily accessible, while the second part 

remains largely uncatalogued, although it is divided into discrete sections, dealing 

with Poland, Romania, Germany etc.  

 

In this conclusion, I have set out some putative subjects for further study, 

and list here several more.   
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Scotland 

 
 
Figure 227 

Richard Demarco – map-drawing of Scotland showing some destinations and participants of Edinburgh Arts 
‘Exploring the Spirit of the Edinburgh Festival on the Shorelines of Scotland’. The map lists several key 
Edinburgh Arts participants and teachers, as well as locations, such as, “To Arran with Margot Sandeman, 
Cordelia Oliver, John David Mooney and Gabriella Cardazzo”; “To Little Sparta The World of Ian Hamilton 
Finlay, with Guiseppe & Giovanna Panza, Jean de Loisy, Ryszard Stanisławski and Gabriella Cardazzo”; “To 
Callanish with Paul Neagu, John MacInnes, Murdo the Ever Young ‘the Bard of Melbost’, Robert and Treasa 
O’Driscoll, Rose Finn Kelsay, Tina Keane”; “To Raasay with Sorley Maclean, Adam Robson”.  
[source: www.demarcoarchive.com]  
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One of the most under-researched and important aspects of Edinburgh 

Arts, and its associated journeys, is the engagement with Scotland. From its 

beginnings, Edinburgh Arts developed and maintained a strong commitment with 

Scottish culture, in many manifestations. Several aspects of this have already been 

mentioned in this study, including the exploration of Edinburgh and its environs 

from an historical, architectural and literary perspective. All Edinburgh Arts 

journeys began and ended in the capital, echoing, in a Scottish context, James 

Joyce’s famous opening and closing, ‘circular’ sentence of Finnegans Wake: 

 

... A way a lone a last a loved a long the/ riverrun, past Eve and Adam’s, from 

swerve of shore to bend of bay, brings us by a commodius vicus of recirculation 

back to Howth Castle and Environs.17 

 

Demarco drew no distinctions between the importance and artistic-

cultural merit of many manifestations of culture, in Scotland and internationally. 

His work with Edinburgh Arts, therefore, embraced the film-making of Margaret 

Tait; the poetry of Liz Lochhead, Sorley Maclean, George Mackay Brown, Murdo 

Macfarlane and Hugh MacDiarmid; the sculpture of Jimmy Boyle and Gerard Laing; 

the constructions of Will Maclean and Fred Stiven and the paintings of James 

Howie, Neil Dallas Brown, Patricia Douthwaite, to name a few.  Many Scottish 

artists of the same, or younger, generation to Demarco exhibited at The Richard 

Demarco Gallery and it was Demarco’s deliberate policy to connect these artists 

                                                             
17 James Joyce, Finnegans Wake, p.628 and p.1, (1945 edition, available at 
archive.org/stream/finneganswake00joycuoft/finneganswake00joycuoft_djvu.txt) 
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with the work of the Edinburgh Arts participants, thus enabling a valuable form of 

cultural cross-fertilisation. All of this took place despite the ill-advised and ill-

informed protestations of Demarco’s many detractors, such as the painter 

Kenneth Dingwall. 

 

A series of photographs, documenting Edinburgh Arts 1972, show 

Demarco’s commitment to the more commonly perceived traditional culture of 

Scotland and includes the South Uist piper, Jamie MacDonald, and the clarsach 

player, Alison Kinnaird. Images from 1976 show the weaver Marion Campbell, with 

Edinburgh Arts participants, in her loom-shed on the Hebridean island of Harris, 

demonstrating Demarco’s belief that many strands of cultural activity, including 

the so-called ‘folk’ arts and crafts, could validly stand beside manifestations of 

‘high’ culture and the avant-garde.  

 

Demarco’s interest in the work of the Gaelic-medium college Sabhal Mòr 

Ostaig (established in 1973, and now part of the University of the Highlands and 

Islands) came about through his friendship with the college’s founder, Sir Iain 

Noble.  Edinburgh Arts visited Sabhal Mòr Ostaig on several occasions and this 

aspect could, in itself, form a rewarding area of study, although searches have, to 

date revealed little about the specifics of Edinburgh Art’s engagement with Sabhal 

Mòr Ostaig.18 

                                                             
18 The lack of extant information was compounded by a fire, (date unknown) which destroyed Sir 
Iain Noble’s library and archive.  The library at Sabhal Mòr Ostaig contains no archival material in 
the form of correspondence between Noble and Demarco. 



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 614 

 
Figure 228  

The weaver, Marion Campbell, in her loom-shed in Plockropool, on the Isle of Harris with Edinburgh Arts 
1976 participants [source: www.demarco-archive.ac.uk] 

 
Figure 229 

Edinburgh Arts 1975. Paul Neagu at the Blackhouse Museum at Arnol  on the Isle of Lewis, holding a ragwort 
plant (Jacobaea Vulgaris). Ragwort is one of several plants that weavers, such as Marion Campbell, use to 
create natural dyes for wool as part of the process of manufacturing Harris Tweed.  
[source: www.demarco-archive.ac.uk] 
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Figure 230  

Exhibition flyer for an exhibition by Patricia Douthwaite organised by The Richard 
Demarco Gallery, 1985. Douthwaite exhibited with RDG on several occasions from that 
late1960s onwards. She also participated in several Edinburgh Arts ‘expeditions’ in the 
1980s. Douthwaite is one of a significant number of female artists whose work with 
Demarco and Edinburgh Arts is under-represented. [source: www.demarco-archive.ac.uk] 
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Edinburgh Arts, and Demarco’s engagement with Scotland is, arguably, the 

most extensive and little-known aspect of his work and could, therefore, form the 

basis of a substantial and extensive study. Despite his frequent forays to other 

parts of the world, Demarco has spent most of his life in Scotland and it is here 

that his contacts and networks are strongest.  Through Edinburgh Arts, and other 

aspects of his work, he has engaged with Scotland at the most profound level and 

it is here that his projects and personality are best known, and despite his frequent 

protestations to the contrary it is also in Scotland that he has received most 

support, in terms of public funding and private patronage.  As a corollary, it should 

also be remembered that Demarco has done more to promote and publicise the 

work of Scottish culture, especially in terms of the visual arts, than any other 

individual – and most organisations. He has also been responsible for bringing 

countless numbers of artists and others to Scotland and, in this way, he has also 

promoted the country and its artists with zeal and commitment; the net gains to 

the Scottish economy, over the years, have also been considerable.  In 2010, the 

Royal Scottish Academy mounted a major exhibition and accompanying catalogue, 

10 Dialogues: Demarco, Scotland and the European Avant Garde19 which, as the 

title implies, dealt with some of this material. Four of the ten chosen artists were 

Scots – Rory McEwen (1932-1982), David Mach (b. 1956), Ainslie Yule (b. 1941) 

                                                             
19 10 Dialogues: Richard Demarco, Scotland & the European Avant Garde, edited by Euan McArthur 
and Arthur Watson (published for the exhibition at the Royal Scottish Academy of Art and 
Architecture, Edinburgh, November 27, 2010 – January 9, 2011) 
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and Alastair Maclennan (b.1943) – and all are male, demonstrating that there 

scope to expand upon this initial and highly important area of research.20 

 

Italy 

1/ In 2017, The University of Dundee received substantial funding to 

conduct research on Demarco’s connections with Italy, under a project entitled 

Richard Demarco: the Italian Connection.21 Within this broad subject area, there 

is a range of further topics, including: 

a/ Demarco’s links with Count Panza di Biumo and his art collection in 

Varese 

b/ the long-standing dialogue with the Galleria del Cavallino and its 

director, Gabriella Cardazzo 

c/ the Edinburgh Arts journeys and their Italian connections and 

references 

                                                             
20 The other artists included in 10 Dialogues were Magdalena Abakanowicz (b 1930), Gunther 
Uecker (b 1930), Marina Abramovic (b 1946), Joseph Beuys (1921–1986), Tadeusz Kantor (1915–
1990) Paul Neagu (1938–2004) 
21 Richard Demarco: the Italian Connection will capitalise on the recovered Demarco Digital Archive 
(around 10,000 records) and will give the opportunity to uncover the fundamental exchanges 
between Scotland and Italy through Richard Demarco in the European context. The project will 
make available for the first time through translations, seminal historical Italian materials to the 
larger audience of English speakers. This project aims to retrace the key exhibitions, theatre 
productions, events, programs and exchanges between Scotland and Italy organised by Demarco 
and assess their impact on the cultural community in both countries and provide useful sources 
for art and theatre historians, scholars, critics, curators, researchers and practitioners based in 
universities, archives, museums and cultural institutions internationally. Research will be 
undertaken by: 1) Archival and bibliographical research 2) accessing the extensive records of the 
Demarco European Art Foundation collection 3) Interviews with Demarco and the surviving artists, 
curators, performers, directors and animateurs involved 4) Analysis & Reassessment of events, 
performances and artworks 5) Rediscovery and occasional recovery of video and film artworks and 
documentation 6) Workshops and screening with artists 7) Drafting of a Chronology of exchanges 
between Italy and Demarco in the European context. [source: gtr.ukri.org) 
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d/ Demarco’s familial background 

 

 

Figure 231  

Edinburgh Arts 1978. Picinisco, Lazio, southern Italy. Edinburgh Arts 1978. Picinisco is the village from where 
Demarco’s paternal ancestors emigrated in the 19th Century [source: www.demarco-archive.ac.uk] 

 

These areas of interest are reflected to some extent in the re-publication, 

in a bilingual edition (English and Italian), of The Road to Meikle Seggie, in 2016.22 

This more recent edition of the Demarco’s ‘classic’ text was partly financed and 

supported by the Italian Cultural Institute in Edinburgh and signalled the strong 

cultural and political connections between that organisation, its host nation and 

Demarco. It should be noted that there is clearly scope to expand this particular 

                                                             
22 The Road to Meikle Seggie (2016)  
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aspect of Demarco’s work i.e. translation of texts and other material into other 

languages, such as Polish, Romanian, French and German.23 

 

Poland 

Demarco’s connections with Poland are significant and long-standing. 

Under this general subject area, one may point to the relationship with Kantor, in 

particular, as being especially significant and worthy of research. The Demarco-

Kantor-Borowski nexus presents an area of substantial interest. Borowski was a 

major interlocutor for Kantor; his writings on this subject are important because 

he spoke and wrote English, which Kantor did not. Borowski, therefore, as well as 

being one of the Cricot 2 ‘actors’, was also important in that he acted both as an 

interpreter of Kantor’s work, and, literally as an interpreter, on a one-to-one basis, 

for Demarco in discussions with Kantor. 

                                                             
23 The Road to Meikle Seggie and The Artist as Explorer have both been published (February 
2020) in Polish editions 
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Figure 232  

Tadeusz Kantor’s production of Stanisław Ignacy Witkiewicz’s play, Kurka Wodna (The Waterhen). Forrest 
Hill Poorhouse, Edinburgh, 1972. Wiesław Borowski, far right. [source: www.demarco-archive.ac.uk] 

 

Although the Kantor archives (Cricoteka) in Kraków, hold little material in 

relation to Demarco, both parts of The Demarco Archive in Edinburgh contain 

sufficient material for several research papers and a significant publication.  The 

publications Beuys Kantor Demarco (2015) and Noel Witts’ Tadeusz Kantor (2009) 

point the way for further investigation in this area. Neither publications are, 

however, exhaustive and given the fact that Demarco has visited Poland, it is 

estimated, on more than one-hundred occasions there is clearly more work to be 

done in this area.24 

                                                             
24 The NGS GMA A37 catalogue returns 111 search results for ‘Kantor’ and 65 for ‘Poland’ 
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Other areas of interest relating to Poland are the Atelier 72 exhibition at 

RDG in 1972 that included several highly significant artists, including Kantor, 

Magdalena Abakanowicz and Josef Szajna, with a significant input by Ryszard 

Stanisławski, the director of the Muzeum Sztuki in Łódź. 

 
 

 
 

Figure 233  

Ryszard Stanisławski outside The Richard Demarco Gallery, 8 Melville Crescent, Edinburgh, at the opening 
of the Polish exhibition, Atelier 72, 1972. Stanisławski (1921-2000) was Director of the Museum Sztuki in 
Łódź from 1966 to 1990 and was a close collaborator with Demarco in the organisation of Atelier 72. 
Demarco met Stanisławski in Poland, in 1969 and was in contact with him until his death, in 2000. 
[source: www.demarco-archive.ac.uk] 
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Figure 234 

The front cover of the Atelier 72 catalogue. The exhibition presented the work of 43 Polish artists in the RDG, 
8 Melville Crescent, Edinburgh during the Edinburgh International Festival in 1972. The cover design is a 
photograph of a box made by the Foton company for photographic paper. Foton was a Polish state monopoly 
and at that time, in 1972, was one of the few brands of photographic paper available in that country. The box, 
which measures 18 x 24cm, was commonly used to send papers and documents via the postal network, in the 
absence of dedicated products. The package was sent on May 15, 1972 and the sender is indicated as 
“Nadawca: Muzeum Sztuki w Łódźi, Łódź, Więckowskiego 36, Poland”. The Atelier 72 catalogue was designed 
by John Martin at Forth Studios, Edinburgh. The cover image illustrates, literally, Demarco’s shared idea that 
art in its ‘expanded’ form could be based on pre-existing objects and imagery (an idea that had been popular 
since the time of Marcel Duchamp in the early 20th Century). The package has also been stamped with a 
dedicated triangular motif (designed in Poland) referring to the Atelier 72 exhibition.  The design (and content) 
of such RDG publications (of which there are many) could in themselves form the subject of an independent 
study, such as a dissertation, which locates them in the context of graphic art in the UK and other parts of 
Europe, such as Poland, where in the case of the latter, the genre was sophisticated and well-developed. The 
critic and art historian, Klara Kemp-Welch, has written about the notable designs of RDG publications and in 
repsect of the ‘Atelier 72’ catalogue, notes: “Every page was an art work in itself…” K. Kemp-Welch, 
‘Networking the Bloc’ (p.233) 
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Figure 235 

The Polish Room at The Demarco Archive, Summerhall, Edinburgh, showing work that includes the poster 
for the exhibition, ‘Atelier 72’, designed by Janusz Wiktorowski (b.1939). [Photograph courtesy of Terry Ann 
Newman at The Demarco Archive]. 

 

 
Figure 236 

Richard Demarco, Droga do Meikle Seggie (2020) (The Road to Meikle Seggie) –- Polish edition 
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Figure 237 

Richard Demarco, Artysta Jako Odkrywca (2020) (The Artist as Explorer) –- Polish edition 
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Figure 238  

Art work for Janusz Wiktorowski’s ‘Atelier 72’ poster purchased by the National Galleries of Scotland, 
1980 [ source: www.nationalgalleries.org/art-and-artists/1616/art-work-atelier-72-poster-demarco-gallery-
edinburgh-international-festival] 
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Romania 

The work of the Romanian artist, Paul Neagu, has been discussed at length 

in this study. There is ample scope to expand this research by documenting and 

analysing his activities with EA, and in other exhibitions and events presented by 

RDG. In recent years, Neagu, who was a gifted teacher and an international 

exhibitor, has been recognized with the publication of Paul Neagu: Palpable 

Sculpture (2015) and Paul Neagu: A Derridean Tornado (2001). The Demarco 

Archive could, however, act as one of the major sources in developing a more 

comprehensive study of Neagu’s activities, especially with respect to his work as 

an artist-teacher and how his work was fundamentally rooted in Romanian 

culture.  Despite the existence of two major publications, his contribution to the 

arts in Scotland and the UK, and other countries such as Germany and France has 

not been fully acknowledged. Discussing Neagu, Demarco observed that any early 

award from the Romanian government enabled him to travel to other East 

European countries that, 

 

eventually led to exhibitions of his work in Prague, Paris, Turin, Hamburg, and to 

my personal delight, in Edinburgh at the Richard Demarco Gallery, in 1969, as 

part of a group exhibition. Neagu’s contribution to the exhibition was a roomful 

of objects, which transcended any concept I might have then had of how 

sculpture can be differentiated from painting or drawing. The following year Paul 

Neagu moved to Edinburgh to live, and subsequently spent the rest of his life in 



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 627 

London. He soon was regarded by critics as the most important Romanian artist 

since Constantin Brancusi.25 

 

Demarco’s contention that Neagu is the most prominent Romanian 

sculptor since Brancusi is not an idle one and has been borne out to some extent 

by the limited attention his work has received, before and after his death in 2004. 

An example of this acknowledgement is the major retrospective exhibition of 

Neagu’s work at the Henry Moore Institute in Leeds in 2014.  Here, limited space 

was granted to Demarco’s role in supporting and promoting Neagu, including his 

role in Edinburgh Arts.  Such treatments, although welcome, and timely, do not do 

full justice to the historical role of Demarco’s support for Neagu, nor to the extent 

of the Demarco-Neagu collaborative project. There is therefore a need to expand, 

document and analyse this rich but under-researched territory. 

                                                             
25 Richard Demarco, cited by Dr Janet McKenzie, ‘10 Dialogues: Richard Demarco, Scotland and 
the European Avant Garde’, Studio International, January 20, 2011 
(www.studiointernational.com/index.php/10-dialogues-richard-demarco-scotland-and-the-
european-avant-garde_ 
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Figure 239  

The Romanian Room at The Demarco Archive, Summerhall, Edinburgh, showing work that includes Paul 
Neagu ('Hyphens', foreground), Ion Bitzan (on wall, right) and the glazed box-constructions of Neagu’s 
friend, the Scottish artist, Fred Stiven (on back wall).  [Photograph courtesy of Terry Ann Newman at The Demarco 
Archive]. 

 

Such a treatment could also extend to much of Demarco’s contact with 

Romania, which he first visited in 1968. The archive contains copious material 

about many significant figures such as Sorin Dumitrescu, Horia Bernea, Pavel Ilie, 

Ovidiu Maitec, Radu Stoica and Ion Bitzan. 
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Germany 

As with Romania, Poland and other countries, Demarco had a significant 

engagement with Germany. As has been discussed elsewhere in this study, the 

relationship between Beuys and Demarco is worthy of significant research but also 

requires information and archival resources located in Germany.  Some of the 

initial groundwork for such a study has already been done by Demarco and, to 

some extent, by the National Galleries of Scotland, evidenced by the NGS 

exhibition, and book, Richard Demarco and Joseph Beuys: A Unique Partnership 

(2017).  I have also contributed an MSc thesis, Strategy: Get Arts – Reaction to 

Joseph Beuys in Scotland 1970, that examines some of the critical, public and 

academic reaction to the most prominent of the group of Düsseldorf-based artists 

who exhibited at Edinburgh College of Art under the aegis of RDG in 1970. 
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Figure 240 

The German Room at The Demarco Archive, Summerhall, Edinburgh, showing work that includes 
enlargements from the ‘Strategy: Get Arts’ exhibition catalogue, 1970.  [Photograph courtesy of Terry Ann 
Newman at The Demarco Archive]. 
 

 

Figure 241  

The German Corridor at The Demarco Archive, Summerhall, Edinburgh, showing work that includes a suite 
of negative prints of Joseph Beuys at the Forrest Hill Poorhouse, 1974 (far left).  [Photograph courtesy of Terry 
Ann Newman at The Demarco Archive]. 
.  



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 631 

 

Academic Studies and Research Related to The Demarco Archive 

To date two significant academic studies, based on The Demarco Archive, 

have been, or are being, undertaken. At the time of writing one has been 

completed and the other is in progress. Additionally, a number smaller studies and 

research projects have used the archive as a basis for their work. 

 

Study 1: June Geddes 

June Geddes, who is a PhD student at the Courtauld Institute, describes 

her proposed thesis as, 

[a] study [that] … explores how Demarco established [a]… network through his 

travels to Eastern Europe and the presence of international artists as part of the 

Richard Demarco Gallery Edinburgh Festival exhibition programme and as 

contributors to Edinburgh Arts, his Black Mountain College style summer school.   

The research examines Demarco’s dialogue with artists from Eastern Europe 

within the wider Cold War social/political context and touches on the activities of 

governments and art institutions East and West that both encouraged and 

hindered attempts to create truly ‘independent’ creative networks.26 

 

Geddes’ study has a political, as well as a cultural, context and this, also, is 

an important part of the Demarco story, revealed in the archives, and also taken 

up by a number of other commentators, including Klara Kemp-Welch. 

 

                                                             
26 Source: courtauld.ac.uk/people/june-geddes 
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Study 2: Aletia Badenhorst 

 

Figure 22 

The performance artist, Aletia Upstairs (Aletia Badenhorst) with Richard Demarco in ‘The Artist as Explorer’, 
Summerhall, Edinburgh, 2017. .  [Photograph courtesy of Terry Ann Newman]. 
 

 

The performance artist, Aletia Badenhorst, who works under the stage-

name, Aletia Upstairs, has recently completed a PhD thesis at the Leeds Beckett 

University, Leeds.  Badenhorst used The Demarco Archive, which she describes as 

an “…a living source of inspiration…” for creative basis of her performance pieces. 

She comments that she used the archive “…to create work that reflects and 

comments on the history of ideas contained within …[which]… seems the most 
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discerning way of keeping …[it]… alive…” 27  Discussing her performance work and 

associated thesis, Badenhorst further notes that, 

 

 This enquiry…looked at the use of mementos and related 

memories...[and]…demonstrate[d] how an archive can serve as an inspiration to 

create socially engaged work …The practice of selected practitioners… namely 

Tadeusz Kantor, Paul Neagu, Joseph Beuys, Marina Abramović, Bobby Baker, 

Robert Filliou and Rose Finn-Kelcey were used as stimuli in creating performative 

responses … Mementronome (2015), Emballage (2016) and The Artist as Explorer 

(2017).28 

 

Badenhorst’s engagement with The Demarco Archive demonstrates a 

number of key points relating to the general nature of the archive itself and how 

it is perceived. As a general observation, archives are generally regarded as 

historical resources, documenting past events, the function of which is primarily 

for research, in varying forms. While this may be true for The Demarco Archive, it 

is clear that it is also a significant cultural resource and what Badenhorst defines 

as a repository of memory, representing multiple opportunities for artists.  

Badenhorst has chosen to interpret The Demarco Archive as a series of memories 

(momentos) and has used these to create performance work, in a way that also 

reflects the performers who are themselves referenced in the archive. Such 

interventions open the way for future artistic projects that use the archive as a 

source of artistic-creative inspiration. 

 
                                                             
27 Badenhorst, A., An Imaginative Reworking and Performative Manifestation of The Richard 
Demarco Archive, (2018), p. 2 
28 ibid. 
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Figure 243  

Aletia Upstairs performing ‘Momentronome’ at Summerhall, Edinburgh, 2015. The piece was 
created, in part, as a response to images in The Demarco Archive of Paul Neagu's Fish's Net (1972), 
an action-performance created for Edinburgh Arts 1972, on the island of Inchcolm, near 
Edinburgh. [source: Badenhorst, A., An Imaginative Reworking and Performative Manifestation of The 
Richard Demarco Archive, (2018), p. 59] 
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Figure 244  

Paul Neagu, Fish's Net performance for Edinburgh Arts 1972, Inchcolm, near Edinburgh  
[source: www.demarco-archive.ac.uk] 

 

Study 3: Déborah Laks 

Deborah Laks29 who is currently employed by Centre National de la 

Recherche Scientifique (CNRS), researched aspects of The Demarco Archive in 

2018 and collaborated with Richard Demarco, the University of St Andrews and 

staff at National Galleries of Scotland.  At St Andrews, she gave a presentation on 

                                                             
29 Researcher at CNRS; Associate researcher at the Center for the History of Sciences Po; Lecturer 
at the École du Louvre and at the University of Geneva. Déborah Laks completed a PhD in 2013. A 
book from the thesis, entitled Waste on memory. The use of recycled materials in the new realists 
(1955-1975) was published in 2017 by Presses de Réel and was awarded the Prix Olga Fradiss 
Fondation de France 2018.  
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her research findings, entitled, Richard Demarco's Summer Schools in Edinburgh 

(1972-1980): Walking the Celtic Trail (2018)30; this lecture was then published as 

an academic paper.31 

 

As the title of Laks’ paper indicates, the area of research broadly covers my 

own. However, she chose to focus her study, not on individual artists and 

participants (although she mentions Beuys, Abramović, Neagu, Hudson and 

others), but rather on the socio-political context of art in the post-war New World 

Order, and the ascendancy of the US as a major economic (and artistic) power, as 

well as focussing on what she describes as the ‘Celtic’ aspects of Edinburgh Arts: 

 

Richard Demarco’s summer schools reveal a post-war Europe that has been rebuilt 

in a new geo-political context…Spirituality and politics, margin and centre, avant-

garde and tradition intersect as Demarco leads long walks that he calls 

pilgrimages and which, throughout those eight years, trail groups of young artists 

across Scotland and Europe. Walking plays an essential role in these summer 

schools, creating the peripatetic base for his teachings and didactic methods.32 

 

Laks’ research makes a number of valid and pertinent points, and 

illustrates, primarily, how the same archival material can be interpreted 

differently, according to the perspective of the researcher.  In this respect, factors 

such as age, gender and nationality may play a part.  Notwithstanding a number 

                                                             
30 Available at gilessutherland.org/academic/phd/laks 
31 Available at www.switchonpaper.com/en/author/deborah-laks/ and 
gilessutherland.org/academic/phd/laks 
32 Déborah Laks, Edinburgh Arts Walking on the Celtic Trail, pp.1-2 
[www.switchonpaper.com/en/author/deborah-laks/]  
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of factual errors, such as Laks’ assertation that, “…Walking plays an essential role 

in these summer schools…” and a confused conflation of the terms ‘Celtic’ and 

‘Neolithic’, the general thrust of the paper is energetic and informative.  Laks 

convincingly charts the evolution of Edinburgh Arts from a mainly traditional 

summer school to the peripatetic exercise that it became.  Laks is also concerned 

to emphasis Edinburgh Arts’ experimental pedagogy, a term that she uses more 

than once. For example, discussing Edinburgh Arts 1975, she notes, 

 

By leaving British territory that year, Demarco determines a major element in his 

thinking and pedagogy. He shows, through example, the formal proximity of 

distant geographical sites, suggesting the existence of a unique people of 

travellers, builders and artists who might have swarmed across Europe at the start 

of early Antiquity. In a sense, he is now guiding students along the traces of his 

ancestors. The teachings he wishes to transmit emanate directly from what he 

knows, perceives and imagines. 33 

 

Laks, whose research elsewhere also includes pedagogical enquiry is, 

nevertheless, aware of the complexity of the term ‘pedagogy’ and cautions against 

its casual application: 

 

…the term ‘pedagogy’ has to be challenged regarding Demarco’s work: first of all, 

because of its origin but also because his texts rarely (never?) refer directly to 

students and the reflection on how to explain things to them. But I would agree 

with you, I think the term nevertheless works since his all life has been dedicated 

to transmission and its different modalities...34 

                                                             
33 Déborah Laks, op. cit., p. 4 
34 Déborah Laks, email to Giles Sutherland, February 18, 2020. Laks comment was made in 
response to a question (from me) to her about the relevance and accuracy of the term 
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Laks’ observes that Demarco’s ‘texts’ (by which she means his 

published writings and unpublished archival documents) do not make explicit 

use of the term ‘pedagogy’. This has been applied by Laks, myself, and others 

such as Judit Bodor,35 as a way of explaining and analysing Demarco’s 

activities, in an attempt to go beyond such terminology as ‘learning’, ‘teaching’ 

and ‘education’, by asserting that certain unorthodox and experimental 

patterns, methodologies and strategies were employed by Demarco.   

 

 

                                                             
‘pedagogy’ in relation to the methods of teaching, learning and creativity employed by Demarco 
and others in relation to Edinburgh Arts. 
35 In a discussion of Demarco and Strategy: Get Arts, Roddy Hunter and Judit Bodor note that, 
“…the emergence of pedagogical imperative to practice was, however, as likely in informal 
contexts such as Strategy: Get Arts as in formal art school learning. This can be said to predate 
incorporations of pedagogy into curatorial practice. It is in this sense that the internationalisation 
of discourse around issues of pedagogy, practice and society – evidenced through the work of 
Demarco as a key example – continues to have such an important influence on our current 
understanding of contemporary arts practice in Great Britain and which has influenced many artists 
and educators as a consequence.” ‘Art, Meeting and Encounter: The Art of Action in Great Britain’, 
Histories and Practices of Live Art, (2012), Edited by Deidre Heddon and Jennie Klein, p. 78 
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Figure 245  

A chart by Déborah Laks showing the geographical evolution of Edinburgh Arts, in three distinct 
stages. Lakes’ determination of the evolution of the Edinburgh Arts Journeys in three distinct 
stages: 1/ Scotland; 2/Celtic Pre European and 3/Sea-Travel, the islands,  could provide a 
useful model-template for further research  [source: ‘The psychedelic Celtic journeys of Richard 
Demarco’s Summer Schools (1972-1980)’ – Seminar at the University of St Andrews, May 25, 2018] 

 

 



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 640 

Study 4: Cassandre Langlois 

Cassandre Langlois36 worked as an ‘intern’ at The Demarco Archive in 

Summerhall, from February to May, 2017.  Here, her primary task was to 

catalogue some of the material which had accumulated in the archive, from 

2000 onwards. Langlois was not the first researcher to attempt to compile 

records of the archive, post-1995. Over the years, as has been noted, the 

Demarco Gallery and its various incarnations occupied numerous premises. As 

a result, the earlier manifestations of the archive were also moved frequently, 

resulting in a confused, and confusing, taxonomy. Often, the same material 

was catalogued several times, in different places, using different systems, and 

these records were mislaid or rendered redundant by subsequent cataloguers, 

most of whom did not have specialised training as archivists. 

 

The reasons for, and circumstances surrounding, the frequent re-

locations of the Demarco premises lie outside the scope of the present study. 

However, it is a matter of fact that when the archive was moved for the last 

time, from Craigcrook Castle, Edinburgh, to the city’s Summerhall art centre in 

2012, the archive was in a state of great disorder.  Currently, the archive 

occupies 12 rooms in Summerhall, the former location of the Faculty of 

Veterinary Medicine at The University of Edinburgh, and consists of boxes of 

documents (correspondence, catalogues, notebooks, memos) as well as a 

                                                             
36 Cassandre Langlois is currently researching a PhD under joint supervision at Université du 
Québec à Montréal, Canada and Université Bourgogne Franche-Comté, France with the title The 
Performative Exhibition: Dialogues between White Cube and Black Box 
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substantial library and a collection of art works, numbering in excess of 1,000 

individual pieces. Many of the photographs remain in their original packaging, 

many having been developed and printed locally. Many remain undeveloped, 

with spools of film and negative strips remaining un-labelled and 

uncatalogued.  At the time of writing (February 2020), the archival premises 

at Summerhall have experienced flooding, resulting in damage to the material. 

Such circumstances and events reveal the precariousness of the archive and 

the urgent need to re-house, professionally catalogue and adequately fund a 

resource of outstanding international importance.  None of these observations 

are intended to cast aspersions on the many individuals and organisations 

who, over the years, often with much dedication and loyalty, have attempted 

to bring some order to this cultural leviathan. Much work has been done, often 

on a shoe-string budget, and it is to the credit of Demarco and his supporters 

that the archive is in any form of accessible condition.  

 

Langlois’ task, therefore, was not to re-catalogue the Summerhall 

section of the archive; it was, rather, to allow her to gain experience of 

working on the material and to achieve a sensible methodology. Additionally, 

the time-frame was also circumscribed (amounting to four months) so that, 

from the outset, there were limited expectations as to what might be 

achieved. 
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In total, Langlois catalogued the contents of 20 boxes of material, which 

were organised in chronological order, from 2000 to 2017. Each box contains 

from 20 to 30 items, amounting to around 500 or 600 individual items, in total. 

Langlois’ list of contents for each box includes items under the headings 

Letters, Cards, Memos and Printed Emails, as well as Demarco’s handwritten 

notes, which were subsequently copied by others, and sent as emails.  This 

illustrates another aspect of the cataloguing procedures undertaken on the 

Summerhall section of The Demarco Archive, in that Demarco has never 

become fully conversant with electronic media (or for that matter, typing) so, 

much of his output has had to be transcribed into electronic formats, by 

others, putting a further strain on the limited resources of time and money.  

To this day, Demarco’s only form of ‘independent’ written communication is 

via pen and paper, and traditional postal methods. 

 

 

DEMARCO EUROPEAN ART FOUNDATION 
ARCHIVE 

 

YEAR:  

2017 
BOX N.: 

 

 

  
CONTENTS: 
 
Letters: 
From Elaine Logan (Glenalmond College - Perth) to Richard Demarco, 13.02.2017 
Invitation to a public performance show, at Perth concert Hall, 24.03.2017 + leaflet " Rock  
Musical Spectacular". 
From Colin C. Sanderson to Richard Demarco, 06.03.2016 
Summary and categorization of Colin C. Sanderson's personal collection. 
 
Cards: 
Series of five cards with inscriptions on the back + envelope 



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 643 

 
Richard Demarco' notes : 
- Demarco (European) Educational Foundation (to be established) - Briefing Note, 03.01.2017. 
- Demarco (European) Educational Foundation (to be established) - Business Plan, 03.01.2017. 
 
E-mails printed : 
From Ann Shukman to Richard Demarco and Terry Newman, 01.01.2017 
Message transferred of Lesley Milne - idea about Utopias and Anti-utopias- conference. 
From Kevin Hayes to Terry Newman, 01.01.2017, 3 p. 
Happy New Year + news about contributions to the conference be published - "Witkacy: 21st  
Century Perspectives". 
From Leighton fine Art, 26.01.2017, 2 p. 
Two images of artworks. 
From Ian Moir (curator) to Richard Demarco and Terry Newman, 13.02.2017 
Private viewing of the Citizen Spire, 02.03.2017. 
From Terry Newman to Noel Witts, 16.02.2017 
William Kentridge and Vivienne Koorland exhibition (Edinburgh) and Klein-Krasinski exhibition  
(Liverpool) + meeting  
At Liverpool Hope by Noel Witts. 
From Rose Frain to Richard Demarco/Terry Newman to Rose Frain, 16.02.2017 
Beuys review - Andres Veiel's disjointed film fails to cash in on the artist's riches + link. 
From Annie Mottisfont to Graham Duncan, 17.02.2017/Graham Duncan to Annie 
Mottisfont,17.02.2017/Graham Duncan to Terry Newman and Simon  
Groom, 19.02.2017/The Richard 
Demarco Archive to Simon Groom, 23.02.2017/ Terry Newman to Richard Demarco, 

23.02.2017, 4 p. 
The Heritage Lottery Fund. 
From Holly Mexwell Boydell to Richard Demarco, 21.02.2017 
Diary notes for meeting times. 
From Ian Kennedy to Richard Demarco, 22.02.2017 
Early photos of Stonypath + copy of Pete McGinn's film + IHF part of Richard Demaro's film + "Reclaiming 

Art in the Age of 
Artifice". 
From Janis Slingsby to Richard Demarco, 23.02.2017 
Will Maclean represented in Cape Town. 
 
Articles : 
Mike Wade, "Sick Kids hospital could be an art gallery for children", The Times, 

15.02.2017, p. 5. 
"The old 'Slick Kids' hospital in Edinburgh could be transformed into a gallery and museum with a 'moral 

foundation', says the 
director of the nearby Summerhall arts venue, Robert McDowell". 

Leaflet : 
William Kentridge - Vivienne Koorland : Conversations in letters and lines, two copies 

(one big version) 
Presentation of this exhibition curated by Tamar Garb, at the Fruitmarket Gallery, Edinburgh, 19.11.2016 to 

19.02.2017. 
Ann Marie Gilmore (1948-2006) 
An exhibition of the paintings, prints and drawings, at Summerhall 25.02.2016 to 18.03.2017. 
Invitation from The Headmaster, Dr. Hawley and Mrs Hawley to Richard Demarco 
For the Scottish Borders Reception, the Buccleuch Arms Hotel,02.02.2017. 
What's On, City Art Centre, November 2016 to February 2017 
Invitation from Professor Andrea M. Nolan (OBE, Principal & vice-Chancellor –  
Napier University) to Richard Demarco  
Invitation to a dinner at the home of Maryla and Edward Green, 07.03.2017.  
Mick Manning : Wild Scottish - Pochoirs and Watercolours 
Exhibition at the Open Eye Gallery, Edinburgh, 10.03 to 25.03.2017.  
Dreaming of Scotland : Brita Granstrom - Paintings  
Exhibition at the Open Eye Gallery, Edinburgh, 10.03 to 27.03.2017.  
Henriette Stoehr - Art in felt : Handmade Scarves 
Exhibition at the Open Eye Gallery, Edinburgh, 10.03 to 27.03.2017.  
Sarah Carrington : Coast and Clouds 
Exhibition at the Open Eye Gallery, Edinburgh, 10.03 to 27.03.2017.  
Eric Ritchie : A second look 
Exhibition at the Doubtfire Gallery, 11.03 to 08.04.2017 + letter from Rena.  
Compass : your guide to Tate Liverpool's Winter Programme 
Exhibition on Edward Krasinski : Director of spectacle (floor 4). 
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Calendar 2017 
 
Several printed documents : 
Photocopies of articles : 
- "Planners need to keep options more open", Edinburgh Evenings News, 09.03.2017 
- Mike Wade, "Bid to turn hospital into arts venue rejected by NHS agents",  
The Times, 04.03.2017 
"A £20 million plan to transform the 'Sick Kids' hospital in Edinburgh into arts community centred on  
a museum and gallery 
has been rejected by agent acting for NHSS Lothian". 
- "Yevgeny Yevtushenko : populist Russian poet who crafted his works 'like 
 borscht', Obituaries in The Scotsman, 06.04.2017 
Folder : The Prince's Trust : Art Exhibition and Auction, 03.03 to 09.03.2017, 25 p. 
Notice for each artist. 
The Prince's trust Art Exhibition 
Featuring a range of contemporary Scottish art from award-winning graduates to established artists, at  
Lyon & Turnbull,  
Edinburgh. 
Artistunderground presentation (printed), site : www.artistunderground.co.uk. 
 

 

Figure 246  

Cassandre Langlois’ catalogue file for a box (2017) from The Demarco Archive at Summerhall. 

 

 

 

Figure 247 
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Figures 247 & 247a  

Envelope and letter from Richard Demarco to Giles Sutherland, March 9, 2017, showing Demarco’s 
method of written communication in his distinctive hand-writing, which uses a random combination of 
upper- and lower-case characters.  The letter refers to the Romania artist, Ion Bitzan (1924-1997) with 
whom Demarco had a long association. Bitzan and Demarco were recorded in conversation in Bucharest 
by me, as part of a BBC Radio Scotland programme, in December 1990.  
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7.11 Research Claims, Questions & Answers 

In the introduction to this study I set out several research questions, which 

I have endeavoured to answer. Here, I reiterate these and summarise some of my 

key findings and outcomes, as well as reminding the reader of the research 

questions embedded in the thesis, which were stated at the outset of the study. 

 

The study set out to assess   the   Edinburgh Arts   Journeys   in   the   context   

of   European   and international art movements, groups and individuals. Given the 

limitations of time and space it was not possible to look at all nine manifestations 

of Edinburgh Arts.  More time and research would be required to address a 

systematic analysis of each summer school and journey in all nine years of 

Edinburgh Arts’ formal existence. The thesis required a tighter focus – I therefore 

looked in more detail at Edinburgh Arts in the years 1972 to 1975, with a 

concluding chapter focussing on 1979. 

 

Although Demarco’s activities, in themselves, across a range of disciplines 

and countries, could never be contextualised as part of any ‘art movement’, it was 

clear that he has been adept at tapping into an existing zeitgeist, developing and 

nurturing some of its aims and objectives, as well as addressing its concerns. In the 

1970s, various artists and art students were questioning some of the prevalent 

modes of teaching and learning, as well as the accepted histories of art, as 

exemplified, by writers such as E.H. Gombrich, which took the European 

Renaissance and the Egyptian, Greek and Roman classical canons as the basis for 
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art history.  An alternative view, posed by the radical, North American feminist 

thinker Lucy Lippard, suggested an alternative view, based on older structures and 

belief systems, extending back as far as the Neolithic period.  Demarco met 

Lippard on at least one occasion, on February 2, 1977, at the College Art 

Association Conference at the Women’s Building, Los Angeles, California. Lippard 

also contributed, at Demarco’s invitation, to the Edinburgh Arts catalogues for 

1975 and 1976 – although the texts were the same in both instances.  Here, 

Lippard observed: 

 

Edinburgh Arts’ tentatives towards a re-integration of the arts and social 

consciousness are much needed. The pleas for discovery rather than progress, for 

focus on pre-Renaissance pasts, for the establishment of new roots for art, will 

hopefully contribute to a clearer look at the motives for making art at this time, 

as well as that network which is necessary to the survival, or revival of a 

meaningful and communicable art.37 

 

It is clear from Lippard’s observations about the need for “meaningful” art to 

establish “new roots” in “pre-Renaissance pasts”, that they chime exactly with 

Demarco’s own thinking.  Lippard began working on her classic text, Overlay, in 

1977, a year or two after she penned the above introductory statement to the 

Edinburgh Arts Journeys that led from Malta to the north of Scotland. Overlay – 

the chapters of which include titles such as, ‘Stones’; ‘Feminism and Prehistory’; 

                                                             
37 Lucy R. Lippard, ‘Introduction’, A Journey from Hagar Qim to the Ring of Brodgar, (1976), p. 11. 
A request to interview Lippard about Edinburgh Arts elicited the following response: “Apologies 
for not answering this much sooner, but I am slammed with work, getting old, and my memories 
of Richard Demarco are just about non-existent, so I'm afraid I can't be any help to you. But best 
of luck on the project. Lucy Lippard (not a Dr.!!).” Lucy R. Lippard, email to Giles Sutherland, July 
19, 2016 
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and ‘Time and Again: Maps and Places and Journeys’ – shares much thematic, 

philosophical, artistic territory with the Edinburgh Arts Journeys, although 

Lippard’s geographical points of reference include locations unavailable to 

Edinburgh Arts.   In terms of artists, Lippard discusses a significant number also 

included on Demarco’s equally finely-tuned radar.38 

 

 

Figure 248  

Sunhoney Stone Circle, Aberdeenshire, as illustrated in Lucy R. Lippard's text, Overlay (1983), p.71.  
The photograph is attributed to the artist, Chris Jennings, who participated in Edinburgh Arts 1979 
when he was then resident in Ardpatrick, Argyll. 

                                                             
38 Lippard cites the work of a number of artists who participated in Edinburgh Arts or who 
otherwise worked with Demarco, including Chris Jennings, David Harding, Christo, John Latham, 
Nigel Rolfe, Jody Pinto, Jack Burnham, Keith Critchlow, and R. Buckminster Fuller. Lippard also 
discusses at length the work of the archaeologist Alexander Thom whose work, Megalithic sites in 
Britain (1967) was cited extensively in the Edinburgh Arts 1973 catalogue.   
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Figure 249  

Edinburgh Arts 1976. Sunhoney Stone Circle, near Midmar, Aberdeenshire.  
[source: www.demarco-archive.ac.uk] 
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It is clear, therefore, that Lippard, one of the most talented, creative and 

intellectually powerful critics of her generation, was pursuing an agenda in parallel 

with Demarco’s own, when she noted, “Overlay is about what we have forgotten 

about art. It is an attempt to recall the function of art by looking back to times and 

places where art was inseparable from life.”39  Lippard’s “…exercise in breaking 

away from conventional ways of looking at the visual arts…”40 therefore acts as a 

bolster and mirror to Demarco’s and, I hope, lends credence to my own belief in 

the outstanding international significance of the Edinburgh Arts project. 

 

By the late 1960s, Demarco felt he was locked into a system of values 

predicated on the bourgeois tastes of the art market and wished to break free of 

this stultifying conservative ethos. At The Traverse Theatre, he had already 

become involved in ground-breaking work in developing a wider taste for visual 

art and theatre, by embracing the work of radical thinkers and avant-gardists from 

the European continent, and beyond. With the opening of The Richard Demarco 

Gallery in 1966, he wished to continue this upward trajectory which would 

challenge, ‘offend’ and puzzle many, but also, ultimately, find favour with others, 

especially internationally. 

 

 
 

                                                             
39 Lucy R. Lippard, Overlay, p. 4 
40 ibid. 
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Figure 250  

The Traverse Room at The Demarco Archive, Summerhall, Edinburgh, showing work that includes posters 
advertising new theatrical productions and paintings by William Crozier.  Photograph courtesy of Terry Ann 
Newman at The Demarco Archive. 

 

Edinburgh Arts was initiated in 1972, based on an existing model, The 

Aegina Arts Centre, in Greece, founded a few years prior to this date, by the Greek-

American, Yannis Zervos. Aegina itself was based on pre-existing models of 

summer school studies abroad, favoured by North American college students. 

Both Aegina and Edinburgh Arts were themselves modelled to some extent on 

Black Mountain College, founded in 1933 in North Carolina. Black Mountain 

College was, itself, an incarnation of the Bauhaus.  Black Mountain College, Aegina 

Arts Centre and Edinburgh Arts were linked by the presence of Buckminster Fuller, 



Giles Sutherland                                                                                                                            Conclusion & Summary 
2020 
 

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

CONCLUSION & SUMMARY 

 

 652 

who lectured at all three organisations.  Such a linkage demonstrates several 

significant points, chief among them, perhaps, being Demarco’s ambition for his 

fast-growing project.  Fuller was, in 1974, at the height of his fame and influence, 

and his inclusion, along with Beuys, in Edinburgh Arts, was a significant and 

prestigious addition to the programme, also signalling Fuller’s own belief in the 

efficacy of Edinburgh Arts.  Fuller’s lecture, at the Forrest Hill Poorhouse, in 1974 

(of which there is no extant record) therefore reinforced the symbolic and actual 

linkages with Black Mountain College and Aegina Arts Centre and lent a powerful 

intellectual legitimacy to Demarco’s project. 

 

An additional research question, posed at the outset of this study has been 

an assessment of the Edinburgh Arts Journeys in the context of Scottish and UK 

art movements. Demarco has never fitted easily into any pre-existing category of 

art movements, and this has made the task of art critics and art historians more 

demanding in assessing his work.   As has been noted, one aspect of Demarco’s 

creative contribution to the development of the arts has been as a ‘networker’, 

bringing together artists, students, critics, academics, and others, in a wide range 

of contexts in Scotland, and internationally.  The uniqueness of the Edinburgh Arts 

Journeys, where no apparent equivalents existed, either contemporaneously or 

historically, have made the task of comparison and assessment through these 

means, impossible. 
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The answer to the question as to why Edinburgh Arts has received such 

scant attention from critics in the UK, and elsewhere, remains largely speculative. 

The work of the most perspicacious commentators and interlocutors, such as 

Charles Stephens, Robert O’Driscoll, Caroline Tisdall and Cordelia Oliver, as well as 

the more minor contributors to this body of criticism, such as Sandy Nairne and 

Mark Francis has been covered in this study, and taken together, these writers 

have offered useful insights into aspects of Edinburgh Arts and its journeys. 

Demarco was clearly aware of the need for analysis, beyond his own contributions, 

and there was no shortage of individuals who were either aware of Edinburgh Arts 

or who participated in it, whose analysis was courted. One thinks of, for example, 

of the US critic, Jack Burnham, who participated in in Edinburgh Arts 1972, 

described by Klara Kemp-Welch, in a discussion of Edinburgh Arts, as “…another 

high-profile visitor…”41   

 

Burnham, Lippard and Demarco were clearly part of a zeitgeist and 

Demarco’s enthusiasm for Burnham’s ideas (also shared by others, such as 

Cordelia Oliver) make sense in the context of Overlay, where Lippard discusses 

Burnham’s theories at some length. Discussing, and quoting from, Burnham’s 

essay, ‘The Artist as Shaman’, Lippard notes: 

 

It is precisely those artists involved in the most naked projections of their 

personalities who will contribute most to society’s comprehension of itself,” he 

declares. The shaman-artist has the potential to “draw people away from the 

                                                             
41 Klara Kemp-Welch, Networking the Bloc: Experimental Art in Eastern Europe, 1965-1981, p.233 
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substitute objects toward the ancient memories of life and productivity.” Like an 

archaeologist…the viewer of contemporary art must collate residual information 

about the maker and about her or his own experience, in order to fully 

comprehend the work.42 

 

Although the term, and idea of, ‘the artist as shaman’ may now be out-

moded, the notion of the artist as someone with the ability to access spiritually-

directed feelings and resonances from an ‘residual’, ancestral and atavistic past 

still carries some weight. Although Lippard, Burnham and Demarco were pursuing 

similar goals and destinations, albeit on separate paths, these routes did intersect, 

and were the source of fruitful exchanges.  Furthermore, this convergence of 

thinking demonstrates the idea that Edinburgh Arts was not a hermetically-sealed 

entity but part of a wider societal, educational and creative ‘movement’ where the 

direction of art and its role in society was being wider questioned and challenged 

by the promotion of radical alternatives.   These alternatives took inspiration and 

sustenance, not from the traditional histories of art, but a pre-literate past which 

offered ideas about deeper, connected meanings for art and artists.   

 

Burnham was scheduled to take part in Edinburgh Arts 1977 but in the 

event, he did not participate.  Demarco was well-connected with a wide range of 

other internationally recognized writers, such as the German, Georg Jappe, who 

wrote an expansive text for the Strategy: Get Arts catalogue in 1970. He would 

                                                             
42 Lucy R. Lippard, Overlay, p. 47.   Burnham’s essay, ‘The Artist as Shaman’, originally appeared in 
Arts magazine in 1973. It was reprinted in Burnham’s collection of essays, Great Western Salt 
Works – Essays on the Meaning of Post-Formalist Art (1974) 
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have been well acquainted with Demarco’s work on Edinburgh Arts through his 

contact with Beuys. Nearer to home, Demarco had connections with writers such 

as Paul Overy, William Packer and Alan Woods. It is therefore in some senses 

remarkable that none of these writers produced extensive texts or publications 

which dealt with Edinburgh Arts, given the fact that the material and opportunities 

were clearly open to them.   

 

No-one could accuse Demarco of under-representing Scottish art and 

artists. In the early days of The Traverse Theatre and The Richard Demarco Gallery, 

Demarco’s engagement with Scottish culture, in a wide variety of manifestations, 

was sustained, embracing many whose work would not have found favour in other 

institutions. Almost any Scottish artist of note, of a generation (either 

contemporaries, or near-contemporaries of Demarco), was offered exhibiting 

space, especially in the 1960s and 1970s. An exhaustive list is not feasible here, 

but the reader is referred to Appendix 1.1 which shows a list of exhibitions from 

that period. One may, however, point to certain artists whose work was shown by 

RDG and included as part of Edinburgh Arts. These include Ian Hamilton Finlay, 

Victoria Crowe, Kenneth Dingwall, Will Maclean, Neil Dallas Brown, Fred Stiven, 

Alastair Park, Ainslie Yule, Patricia Douthwaite, Ian MacKenzie-Smith, The Earl 

Haig, John Houston, Rory McEwen, Alan Davie, Margot Sandeman, James Howie 

and Keir Smith. In terms of British, or English, art Demarco’s commitment was, if 

not equal, at the very least, extensive.  This was demonstrated during Edinburgh 

Arts 1972 when Demarco included Tom Hudson as part of his teaching ‘faculty’. 
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Hudson’s Creative Adaptability workshops were based on his pedagogical theories 

of teaching, learning and creativity, encapsulated under the broad term, Basic 

Design.43 

 

In conversation, especially in his later years, Demarco has often expressed 

his disappointment regarding the Scottish art world. This may be, partly, 

generational and does not seem to account for the great international successes 

of artists who came to prominence in Scotland, from the mid-1980s onwards. 

Nevertheless, Edinburgh Arts embraced a wide range of Scottish culture, 

extending from music to the visual arts to theatre, architecture, history and 

archaeology.  One may point to Demarco’s friendship with the late Sir Iain Noble, 

founder of Sabhal Mòr Ostaig on Skye, and Demarco’s engagement through 

Edinburgh Arts with the multiple cultural manifestations of the Gàidhealtachd, 

especially its music in the form of piobaireachd (pibroch), and poetry. This aspect 

of Demarco’s egalitarianism and ‘democratic intellect’ is often over-looked, over-

shadowed by his interest in public schools, and the land-owning classes. As in 

many other areas, Demarco’s engagement with the Gàidhealtachd, in which he 

brought together traditional cultural modes with European avant-gardism, was 

                                                             
43 Basic Design was the subject of a display at Tate Britain March 25 – September 25, 2013 and 
described thus: “In broad terms, we might identify three themes common to Basic Design teaching, 
as it developed out of these first seminal exchanges: Rational Process, Science and Nature, and 
Intuition. These themes are not mutually exclusive but might be said to identify key sentiments 
that were embodied in teaching programmes at schools. Basic Design teaching associated with the 
notion of an intuitive approach to making, while still largely informed by Bauhaus pedagogy, was 
equally informed by child art and underpinned courses run by William Johnstone at the Central 
School and Harry Thubron at Leeds College of Art, for instance.” Basic Design (Edited by Elena 
Crippa and Beth Williamson) published by Tate Britain, London, 2013, p.7 
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ahead of its time. In recent years this ground-breaking work been acknowledged 

with the publication of Sealladh as Ùr air Ealain na Gàidhealtachd: The Visual 

Significance of Gaelic Culture which was published in 2013, some four decades 

after the first Edinburgh Arts summer school.44   

 
Given Demarco’s long-standing and deeply engaged commitment to 

Scottish culture in general, and the culture of the Gàidhealtachd in particular, a 

thorough-going assessment, in a major publication, of this important chapter in 

cultural and art history is now timely, and necessary. 

 

 
Figure 251  

Edinburgh Arts 1980. The Gaelic poet Somhairle MacGill-Eain (Sorley Maclean) [1911-1996] on board the 
Marques, in the Sound of Raasay, reading from his collection, Reothairt is Conntràigh / Spring Tide and 
Neap Tide, Selected Poems 1932-72. [The photograph is reproduced in Sealladh as Ùr air Ealain na Gàidhealtachd: 
The Visual Significance of Gaelic Culture (p.64)] 

                                                             
44 An exhibition at the City Art Centre, Edinburgh Window to the West: The Rediscovery of Highland 
Art (November 2010 – March 2011) was a precursor to this publication. See Appendix ‘Highland 
art gets its turn in the limelight – and not before time’ Giles Sutherland, The Times, December 21, 
2010 
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Figure 252  

Edinburgh Arts 1975. Murchadh MacPhàrlain (Murdo Macfarlane) [1901-1982], known as ‘the Melbost 
bard’, reading his poetry at Calanais, Lewis. [The photograph is reproduced in ‘Sealladh as Ùr air Ealain na 
Gàidhealtachd: The Visual Significance of Gaelic Culture’, (p.79)] 

 

Referring to existing texts, the study has shown how the main authorities 

on art in Scotland, and elsewhere, have rarely tackled the subject of Edinburgh 

Arts and when they have done so, their analysis has tended towards the 

fragmentary and incomplete, resulting in a general lack of understanding of this 

key chapter in art history.  

 

Using existing documentation in the form of archival material and other 

information, such as interviews with key participants and Demarco himself, as well 
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as essays, newspaper articles and catalogues, this study has demonstrated the 

international importance of Demarco’s work with Edinburgh Arts. 

 

It is hoped that this study will contribute to scholarship in this under-

researched area and that it may be used as a point of reference and as a starting 

point for further research. I have included some suggestions above, and have 

pointed to some aspects of existing research.   

 

It is important to note, given the very personal aspect of The Demarco 

Archive as it relates to Demarco himself, that he is the authoritative source 

regarding identification of individuals, contexts, events, places, art works and 

situations. With Demarco’s passing, much important interpretative information 

will be lost. There is thus some urgency in further enlisting Demarco’s cooperation 

in this regard, especially in respect of that section of The Demarco Archive, post 

1995, that remains largely uncatalogued.  

 

The work of ‘objective’ analysis and assessment of this material lies in the 

hands of scholars, academics, artists, and others, because, as has been noted, too 

often Demarco has been the main, ‘subjective’ interpreter and commentator on 

his own activities.  

 

Additionally, this study has attempted to analyse the Edinburgh Arts 

journeys in order to determine their worth in terms of cultural, artistic production. 

Given the scope and size of the Edinburgh Arts Journeys, is has clearly not been 
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possible to present a comprehensive account of all of them.  Such an undertaking 

may present the opportunity for further, future study.  However, what I hope I 

have shown is how these journeys evolved ‘organically’ from modest beginnings 

involving relatively few participants, to much larger undertakings which were pan-

European in scale and of international importance.   In doing so, I have presented, 

in the initial chapters, the biographical basis for their initial conception, based on 

Demarco’s background and his pedagogical impulses and interests. Only by setting 

out the circumstantial, cultural, religious and artistic milieu and context has it been 

possible to lay the groundwork of understanding for Demarco’s later work.   

 

Demarco’s recruitment and publicity for Edinburgh Arts was extensive, 

involving in the early stages of Edinburgh Arts, lecture tours, particularly in North 

America.  The North American culture of university Study Abroad was already well 

established, with the roots of the practice extending back to the 19th century. The 

first US university to send a group of junior students to study overseas (in France), 

was the University of Delaware in 1923. The programme, the Delaware Foreign 

Study Plan, was initiated by Raymond W. Kirkbride, a teacher in Modern 

Languages and a veteran of WW1. Because of the openness of US universities and 

art colleges to the notion of Study Aboard, it was, arguably, easier for Demarco to 

recruit students from here, rather than from similar institutions in Europe.  The US 

culture of paying for tertiary education may also have been a factor in this respect. 
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As Edinburgh Arts developed, so too did its mix of participants. In the 

earlier years, the students were derived predominantly from US undergraduates 

but as Edinburgh Arts evolved, so too did the numbers, demographics and 

nationalities. On an early leg of the EA 79 journey and voyage on board the 

Marques, one of the participants, Robert O’Driscoll in response to a sourly critical 

article in Art Monthly, by Martin Green, notes “…that on the day Mr Green joined 

the ship, there were apart from administrative personnel, 16 others on board: 7 

professional artists, 3 executive businessmen, 1 TV executive, 1 transatlantic 

yachtsmen and 4 university students…”.45 

 

One task of this study has been to assess and determine the uniqueness, 

or otherwise, of the Edinburgh Arts Journeys among art movements and the work 

of individual artists, curators, gallery owners. There is no way in which to prove 

the absolute uniqueness of these journeys and, in this respect, they do not differ 

from similar claims made by critics and academics for the inimitability of other 

artists, or artistic manifestations, whom they nominate.   A close examination of 

the field of study over several years has, however, revealed no contemporaneous 

pedagogical-creative undertakings of an exact, or similar, nature.  

 

That said, there were clearly many aspects of Edinburgh Arts that did echo 

artistic, creative and educational initiatives elsewhere. This study has discussed 

Black Mountain College, the Bauhaus and summer schools, including the early US-

                                                             
45 Robert O’Driscoll, Letter to Art Monthly, October 1, 1079 
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led Study Abroad movement, as precursors. To these may be added the many 

other summer schools which took place prior to the establishment of Edinburgh 

Arts such as Patrick Geddes’ College des Écossais in Montpelier in 1924.  However, 

these and others were what I have categorised as ‘static’ undertakings, in that they 

were largely or wholly based in a particular place at a particular time and followed 

a curriculum in which the traditional student-teacher relationship was the 

foremost means of pedagogical exchange.   Many summer schools and other 

experimental educational organisations did involve fields trips and had invited 

speakers or guest faculty. However, what characterised the Edinburgh Arts 

journeys as unique was their model of creative interaction on a number of levels, 

between ‘teachers’ and ‘students’ (although this relationship was often 

deliberately blurred or removed); between ‘participants’ (inter alia); and between 

the participants and places, cultures and contexts in which they found themselves, 

often at locations of Demarco’s choosing with which he had had previous 

knowledge.  An extension of this modus operandi was Demarco’s and Edinburgh 

Arts’ engagement with the Barlinnie Prison Special Unit, where inmates and staff 

were joined by EA participants in various creative ventures, and where the 

prisoners (and staff) were invited, as was the case with Jimmy Boyle, to interact 

and engage with the creative world outside the prison walls.   The uniqueness of 

this bold and controversial engagement is also widely mis-understood and mis-

represented, and like so many other aspects of Edinburgh Arts could form the 

basis of a substantial study. 
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Like our own times, the 1970s were a time of crises – the world oil price, 

nuclear proliferation, war, famine and the stirrings of environmental activism, 

played on the consciousness of many. Well aware of this, writing from the 

temporary sanctuary of a Dartmoor farm, Lippard notes some of the issues facing 

“socially-engaged” artists – and most, if not all, those ‘misfits’46 who took part in 

Edinburgh Arts may be described in this way.  Lippard argues that, 

 

the…challenge to artists working in this mode is to make the resurrected forms 

meaningful now, not in terms of nostalgia but in terms of present struggles and 

dreams and hopes and fears.47 

 

Lippard concludes with the words of the German curator, Herbert 

Molderings, who, she records,  

 

…has observed that during periods of deep crisis such as our own times “moments 

of the past may gain a new and extraordinary significance…Many of the historical 

experiences, which seemed to be of no more value for life and therefore had fallen 

in oblivion for …years, suddenly come back to the surface” 48 

 

These sentiments have a prescient ring and may well be applied to our own 

times, as much as to those four or five decades ago.  Indeed, might the message, 

methods and spirit of Edinburgh Arts have as much relevance for us now as they 

                                                             
46 Devo Cutler-Rubenstein notes: “…Ricky [Demarco] had a knack, like the pied piper, to attract 
searchers, misfits and eccentrics… together in this stew of discontent we found contentment and 
inspiration in the community…” Email to Giles Sutherland, February 25, 2020 
47 Lippard, op. cit., p. 6 
48 Lucy. R. Lippard, Overlay, p. 6. Herbert Molderings (b.1948) is Professor Emeritus at the Ruhr 
University in Bochum.  Lippard quotes from Herbert Molderings, ‘Art is Memory’ in Charles 
Simonds: Floating Cities and Other Architectures (1978) p.7 
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did when minds such as those of Burnham, Lippard and Demarco observed similar 

patterns of distortion in society and art? These theorists/practitioners/activists 

sought to suggest and provide alternative visions then, but it seems to me a re-

invigorated idea of Edinburgh Arts is timely, and that given the pressures on Higher 

Educational funding there could – and should – be resurgent interest in peripatetic 

methods of education and the kind of deep learning that ensues from direct 

contact with place and practitioner.  Perhaps it is timely to suggest that The 

University of Dundee (which has already had the vision to promote Demarco’s 

work in a number of areas) may itself institute a Master’s degree that is based on 

peripatetic methods.  The early pioneers of Study Abroad, at the University of 

Delaware, in their desire to provide cultural exchange with, and in, France, clearly 

valued internationalism and all the benefits that so clearly accrued around it, not 

least the richness of in situ education.  There are of course inherent risks in such 

peripatetic methods, not least the fear of disease such as that caused by the 

COVID-19 virus, which, at the time of writing, has been declared an international 

emergency and pandemic – and has led to the partial closure of The University of 

Dundee and other similar institutions.   International environmental activism and 

the increasing stigma of carbon-based travel are also factors which may mitigate 

against such mobile pedagogies.    

 

Edinburgh Arts was clearly ahead of its time and there were the beginnings 

of a fledging environmental, feminist and societal activism among some of its 

participants.   A newly invigorated educational model based on Edinburgh Arts 
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may, therefore, be one way by which artists are confronted with the kind of 

engagements and understandings that are required in order to help heal a dying 

planet. Art is not entertainment and it is not a luxury. It is the very expression of 

what we are as a collective and individual humanity. Artists should be at the 

forefront of efforts to influence opinion and raise awareness of the very necessary 

steps that need to be taken in order to solve the climate-change crisis. Demarco’s 

vision of an all-encompassing, inter-disciplinary, multi-disciplinary ‘task-force’, led 

primarily by artists, has never seemed so timely, or necessary. 
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There are a number of archival sources for Richard Demarco/Meikle Seggie 
material, including holdings by the National Galleries of Scotland, the George & 
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the University of Strathclyde. 
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(extant to that date). The remainder of the archive (1996 – present) remains in 
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Edinburgh. Currently, there is only an incomplete fragmentary catalogue and the 
archival material is only partially available for consultation. 
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• A37 - The archive and library of Richard Demarco from 1949 - 1995; artworks, 
manuscript and typescript papers, diaries, journals, photographs, scrapbooks, 
publications and newscuttings relating to the life and career of Richard Demarco; 
also papers relating to the Traverse Theatre and the Richard Demarco Gallery. 

 
The archive is divided into nine sections; 
 
1. File lists 1949 - 1971 (674 files) 
2. Box handlists 1970 - 1990 (420 boxes each with average 10 files) 
3. Framed works (31 items) 
4. Library:  
4/1. Artists Books (50)  
4/2. Books (6,000) 
4/3. RDG publications 1963 - 1995 [352] 
4/4. exhibition catalogues (2,500) 
5. Recordings audio, film, video (175 items) 
6. Photoboards (11 packets) 
7. Posters (8 plan chest drawers) 
8. Newscuttings (7,100 items) 
9. Photographs, negatives and slides (35 files) 
10. Richard Demarco Writings 
/11. Legal & Financial Papers* 
 
Writings   
 
GMA A37/2/125 – Folder 45: ‘Edinburgh Arts 76’, The Road to Meikle Seggie text, 
1976 
 
GMA A37/2/322 – Folder 8, ‘Correspondence files; misc papers 1972 – 1976’, The 
Road to Meikle Seggie text 
 
GMA A37/10/Folder 19 – ‘The Road to Meikle Seggie’ 1973, photocopies, 
writings and drawings 
 
GMA A37/10/Folder 21 - ‘The Road to Meikle Seggie leads to the Galeria 
Krzysztofory’, writings by Demarco, 1973 
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GMA A37/10/Folder 22 – ‘The Road to Meikle Seggie leads to Amsterdam…’, 
writings by Demarco, n.d. 
 
GMA A37/10/Folder 26 – ‘…the road to Meikle 
Seggie…Vienna…Paris…Warsaw…Cracow’, writings by Demarco, [1974] 
 
GMA A37/10/Folder 32 – ‘The Road to Meikle Seggie’ with introduction, by 
Demarco, 1978 
 
GMA A37/10/Folder 35 (item 2) – photocopy of a map with annotations 
including ‘Road to Meikle Seggie’ by Robert Smithson [1978] 
 
 
 
Notes & Correspondence 
 
GMA A37/2/42 – Folder 2: ‘Edinburgh Arts 72’, notes and correspondence re. 
The Road to Meikle Seggie 
 
GMA A37/2/62 – Folder 6: ‘Edinburgh Arts 73’, notes re. The Road to Meikle 
Seggie 
 
GMA A37/2/72 – Folder 2: ‘Edinburgh Arts 73’, list of students attending The 
Road to Meikle Seggie and misc 
 
GMA A37/2/73 – Folder 6: ‘Edinburgh Arts 73’, notes re. The Road to Meikle 
Seggie 
 
GMA A37/2/83 – Folder 5: ‘RDG misc notes and correspondence 1973 – 1975’, 
misc notes on The Road to Meikle Seggie 
 
GMA A37/2/166 – Folder 1, ‘Edinburgh Arts 78’, ‘Meikle Seggie telegrams from 
Charles Alexander, 1978  
 
GMA A37/2/324 – Folder 8, ‘Edinburgh Arts 78 correspondence files, 1978’, 
copies of telegrams from Meikle Seggie Post Office 
 
GMA A37/10/Folder 37 
Item 27: postcard from Demarco entitled ‘The Road to Meikle Seggie begins in 
the heart of Edinburgh’ by Demarco, 1978 
Item 33: list of works for exhibition ‘The Road to Meikle Seggie’, 1979 
 
 
Photographs  
 



Giles Sutherland                                                                      Bibliography 
2020  

On the Road to Meikle Seggie – Richard Demarco’s Edinburgh Arts Journeys 1972-80 

BIBLIOGRAPHY 
 

 697 

GMA A37/2/166 – Folder 11, ‘Edinburgh Arts 78’, The Road to Meikle Seggie 
contact prints, 1978 
 
 
Publications  
 
GMA A37/2/135 – Folder 8: ‘RDG correspondence and misc 1977 – 1978’, The 
Road to Meikle Seggie book, 1978 
 
 
Audio Visual material  
 
GMA A37/5/4/5/1 (alt. ref. no. GMA A37/5/8/1) – film on video entitled 
‘Edinburgh Arts 74: a chronological documentation’ by Richard Demarco and 
Devorah Cutler 
 
GMA A37/5/6 – VHS video (no. 36) labelled ‘The Road to Meikle Seggie / Aircrew 
Video Production / Edinburgh’ 
 
GMA A97/17 – National Life Stories: Artists’ Lives, Richard Demarco  
 
 
Miscellaneous 
 
GMA A37/2/195 – Folder 3: ‘Edinburgh Arts 79’, The Road to Meikle Seggie misc 
documents, 1979 
 
GMA A37/4/03/12 – ‘Exhibitions 1974’, Action on the Road to Meikle Seggie 
 
GMA A37/4/03/16 – ‘Exhibitions 1978’, Demarco lecture on Edinburgh Arts and 
The Road to Meikle Seggie at Dusseldorf Kunsthalle (Beuys present) 
 
GMA A37/4/03/20 – ‘Exhibitions 1982’, Demarco exhibition at The Torrance 
Gallery on The Road to Meikle Seggie  
 
 


	1.1-2 ON  THE  ROAD  TO  MEIKLE  SEGGIE
	All 1
	1.0 Introduction - Full
	2.0 Chapter One - Full
	3.0 Chapter Two - Full
	4.0 Chapter Three - Full
	5.0 Chapter Four EA 75 - Full
	6.0 Chapter Five - Full AMENDED GS 13-07-2020
	7.0 Conclusion & Summary – Full 
	8.0 Bibliography



