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This paper considers the iconography of George IV's 
visit to Edinburgh in 1822. It shifts attention from the 
ways in which his body was staged within the urban 
fabric the various paintings, drawings and prints that 
were produced on the occasion of the royal visit) onto 
the way in which the city was unfolded before the king's 
eye. This was orchestrated in various ways: by control 
of the routes taken by the royal procession through the 
city; by the marshalling and costuming of the citizenry; 
and by various temporary erections, which included 
a series of 'triumphal arches' through which the king 
passed. The paper stresses the character of the king's 
visit as an optical event, a kind of spectacular that 
entailed a very specific structure of spectatorship: the 
king observed the city, and the city watched the king, 
watching it. This hierarchical structure of display and 
observation would become the lodestone of James 

argument, expressed in a series of letters to 
Scott after the visit, regarding its moral consequences. 
More generally, the optical presentation of the city to 
the king is intriguingly situated at the intersection of 
multiple visual modalities in which the urban fabric, 
at the same time as it is being made to appear as 
a sequence of theatrical and symbolically-loaded 
tableaux, becomes the object of a peculiarly modern 
touristic appreciation. 

1. 
The story of George IV's visit to Edinburgh in 1822 
is well known. Scholars have often stressed its 
pantomimic aspects, and their writing has capitalised 
upon the lmP"obable costumery and paraphernalia of 2• 
the event and its larger-than-life cast of characters a.II When George IV stepped onto the quays.de at Leith 
acting under the direction of the st?ge Sir on 15 ... August, 1822, he was the first Hanoverian 

Leith - more closely, it became clear that what was 
equally, and perhaps more, important was the way in 
which the city was, in a highly calculated way, unfolded 
before the king's eye. This was orchestrated in various 
ways: by control of the route taken by the procession 
through the city; by the marshalling and costuming 
of the citizenry; and by various temporary erections, 
which included a series of 'triumphal arches' through 
which the king passed and an encampment of 'military 
tents· upon Salisbury Crags and Arthur's Seat. It 
seems to me to be important to stress the king's visit 
as an optical event, a kind of spectacular in which both 
the king and the city were staged. Furthermore, this 
entailed a very specific structure of spectatorship: the 
king observed the c ity, and the city watched the king, 
watching it. As I'll try to point out, this involved, at 
particular points, an emblematisation of the body of 
the king and the citizenry. This hierarchical structure 
of display and observation would in fact become the 
lodestone of James Simpson's argument, exP"essed 
in a ser es of letters to Scott after the vis t. regarding 
its moral consequences. More general'y, the optical 
presentat1an of the city to the king is intrigu.ng because 
it Is situated at the intersection of multiple visual 
modalities: the urban fabrc, whch is made to appear 
as a sequence of theatrical and symbo ically·loaded 
tableaux, a.so becomes the object of a pecu'iarly 
touristic appreciation; at moments, too, the panorama 
ls invoked. 

Walter Scott. And in terms of the critique of monarch to step onto Scottish sol The royal squadron 
the king's visit has come to stand as one of the classic had in fact dropped anchor the previous day, when 
historical sites of the 'invention of tradition'2, even if, Walter Scott had sailed to the royal yacht to present 
as the scepticism of many contemporary responses the king with a brooch with the motto Long Ufe to the 
shows, its Ideological was King of Scotland, and a silver kn.le, and spoon 
questionable. It may be difficult to avoid 1ncreduhty that had belonged to Prince Charles Edouard Stuart. 
when dealing with the visit, but, at least for the length Thus began a set of symbofc d.splacements and 
of a paper, I'm going to try to spurn the usual pleasures identifications to stress the unification of the 
of writing of this event. Hanoverian and Stuart lineages In the figure of the king. 

My initial Intention was that the focus would be upon 
the figure of the king in the city, and that the paper 
would analyse, by reference to the political context of 
his visit, the ways in which his body was staged within 
the urban fabric in the various paintings, drawings and 
P"ints that were produced on the occasion of the royal 
visit. But on reading - particularly the various 'eye-
witness' accounts of the king's entry into the city from 
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As Scott had insisted In his anonymously published 
and widely circuated stage-d rections for the event, 
Hints Addressed to the Inhabitants of Edinburgh 
and Others, in Prospect of His Majesty's Visit, "King 
George IV comes hither as the descendant of a long 
line of Scottish k ngs. The blood of the heroic Bruce 
is in his veins ... In short, we are THE CLAN, and our 
king is THE CHIEF." ' 

Following the ceremonies at the quayside, the royal 
procession moved along St. Bernard Street in Leith, 
where It passed below a triumphal arch inscribed with 
the motto 'Scotland Hails With Joy The Presence Of 
Her King'. From there It moved along Constitution 
Street where it met another, this time P"OClaiming, in 
English and Latin, 'O Happy Day' . Contnulng, the 
P"OCession turned and began the slow climb toward 
Edinburgh along Leith Walk. "No city in Europe can 
boast a nobler avenue" boasted Scott in his Hints .• At 
Union Street another arch was encountered, this sited 
at the boundary of the royalty and representing the 
city-gate. Here the Usher of the White Rod advanced 
and, knocking on the door, demanded entry fcr the 
king. When the royal carriage had passed through, 
the Lord Provost presented the monarch with the keys 
to the city. 

At this point I want to cite an extended passage from 
an anonymoos account which was published In the 
same year as the visit. I'm quoting this because it 
powerfu ly conveys the serial tableaux-like quality of 
the unfolding city: even the attribution of the book - By 
an Eye-Witness of Most of the Scenes which were then 
Exhibited - gives us the imP"ession of a sequence of 
pictures. So, after passing through the arch at Union 
Street 

( ... ) a new scene opened upon the view of the 
august Stranger at every step of his progress 
towards the palace of his ancestors. A number of 
streets diverge from the head of the magnificent 
avenue by which he had entered the city; the route 
through it on which he had now entered is of a 
spacious breadth, and lined with noble buildings; 
the long ranges of palaces to the north, and in front 
... were succeeded in diversified panorama by the 
romantic accumulation of buildings on the south 
side of a picturesque valley; on the one hand was 
the castle, towering in majestic grandeur, fitted to 
recall the recollection of many a past event, on 
the other hand was the Calton-hi/I, crowned with 
NE'Json 's monument . . . These objects, as they 
passed in succession under his Majesty's review, 
evidently excited his admiration: and at last, when 
he came in full view of the buildings of Waterloo· 
Place, he fairly stood up in his carriage and 
exclaimed, 'How superb! ' His Majesty was also 
deeply struck with the bold scenery of Mhur's 
seat and Salisbury Craggs . . . When the tu"ets 
of Hotyrood came into view, the anthem of 'God 
save the King· was sung, which had a fine effect; 
and as the procession moved forward, and arrived 
in front of the Palace, the shouts of the multitudes 

which covered the eastern and southern slopes 
of the Calton and Abbey hills were heard like the 
noise of so many waters. 5 

As I said, this description comes from the anonymous 
•eye-witness", but extracts could easily have been 
drawn from the accounts by, for example, Robert 
Mudie or James Simpson to make the same point. 
The structure of the descriptions is remarkably similar, 
with a constant insistence on the viewpoint of the king. 
One of the engravings by W.H Uzars that accompany 
Mudie's text illustrates the arch erected at Union Street. 
Figuratively it seems strangely impoverished and 
underplayed; but the optical structure of the narratives 
of the royal entry suggest that the arches were not 
so much iconographic figures in the city-scape, as 
markers of certain moments when, as It were, the 
curtain came down and the scene was changed. 

3. 
The sense of the visit of the king as manifested through a 
series of frames that locate him in varying relationships 
to the city and its c itizenry is central to the various 
paintings and graphic representations produced. JWNV 
Turner's proposal for a cycle of paintings recording the 
main events, from the king's arrival on 14111 August to 
his departure on 29", stands out. 6 But equally striking 
is the way apparently singular images were consciously 
located within a notional pictorial series. This is nicely 
illustrated by a commercial pamphlet that was issued 
to advertise a copper-plate P"int, taken after a painting 
that was on public display at an address In Princes 
Street in 1822 illustrating George's arrival at Holyrood 
Palace. The pamphlet pointedly locates the subject 
of the print, the entry to Holyrood, within a sequence 
of scenes that it textually reconstructs, beginning with 
the disembarkation at Leith.7 

The descriptions of the tableaux presented to the 
king during his entry smack strongly of associationlst 
aesthetics. Certainly by 1822, associationist 
approaches to art were commonplace. They had 
been given a powerful formulation 30 years earlier in 
Archibald Alison's Essays on the Nature and Principles 
of Taste (1790), which went through another four 
editions between 1811 and 1817. Its influence 
was widespread and Constable, for one, counted 
himsett an admirer. The popularity of Alison's work 
was encouraged by a lengthy review of the second 
edition by Francis Jeffrey, published in the Edinburgh 
Review in 1811. Scott knew Jeffrey well; the critic 



had reviewed Marmion, if intemperately, and in August 
1 810 penitentially sent him proofs of his article on 
Lady of the Lake prior to publication. Scott and Alison 
were certailly acquainted: in fact in the letter which 
accompanied the proofs Jeffrey had invited Scott to 
a dinner at his house with guests that included Alison, 
also an Edinburgh resident.5 It's difficult to be precise 
about the influence of Alison's thought on Scott, and 
how it might relate to Scott's orchestration of the royal 
visit. But in any event, associatbnlsm was in the air. 

It Is clear that observers were highly sensitive to the 
politico-historical associations of the scenes that we1e 
presented to the king and with which he interacted. 
James Simpson found the landing at Leith "suitable 
to our naval character, associated with thoughts of 
victory" yet at the same time tinged with melancholy 
for this too was the pier upon which Mary Stuart knelt 
in "youthful loveliness and early widowhood"0; when 
the castle appeared it was described rather awkwardly 
by the anonymous •eye-witness" as "fitted to recall the 
recollection of many a past event"' ; the prisons which 
the king passed on rounding Callon Hill signified the 
rule of law in the Hanoverian state whose justice was 
obviously even accepted by the inmates who "in spite 
of their unhappy conditions, manifested their union of 
feeling with the passing scene without, by the display 
of banners of welcome"" ; the monument to Nelson 
upon Calton Hill instantly evoked "triumphs attained 
over insolent fire" 12 and the "the hero whose nautical 
thunders had restored the courses of the political 
world"13; and the scene of Arthur's Seat and Salisbury 
Crags, which had been encamped with tents for the 
occasion and whose likeness to a highland landscape 
was much remarked upon, may have suggested the 
military subduing of the highland landscape after 
the 'forty-five'. Here the documents' insistence on 
the 'panoramic' viewpoint of the king seems not 
insignificant. The historical emergence of the panorama 
as a representational form is closely linked to Thomas 
and Paul Sandby and to Hanoverian military activities 
n the highlands in the second half of the eighteenth 
century. Certainly, recent scholarship has emphasised 
the commanding, instrumental character of the elevated 
panoramic view, one recent essay concluding: "The 
panoramic visual field . . . is an important coloniser's 
tool, first brought to perfection against [the Highland 
Scots] before being exported across the globe in the 
service of Hanoverian geopolitical ambition."14 Of all 
the scenes, however, the most "picturesque and most 
national" was adjudged by Mudie to be the king's 
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descent to the palace at Holyrood. He looked, Mudie, 
writes, • ... with emotions which may well be conceived, 
upon the gilded spires of his ancestors."'5 

Andrew Hemingway's studies have underlined the 
character of associationist aesthetics as a 'proto-
semiology', and have pointed out its proximity to early 
nineteenth-century preoccupations with antiquities, 
local topography, and national landscape and the 
ideobgies within which those preoccupations were 
embedded.16 HeJe we are, I would argue, in the 
midst of a series of Ideas and forces central to the 
rise of Romanticism, at least in the Scottish context. 
Association, through the vehicle of the Imagination, 
which Is accorded a new centrality, transports us 
away from the Immediacy of the object, that is, from 
the empirical content of perceptbn. This is entirely in 
accord with the re-imagining of the city that Scott's 
literature invites: that Is to say, a new consideration of 
the fabric of the city as a complex of signs that convey 
historical events and the national past. Indeed in some 
ways, the treatment of the city in Its presentation to the 
king as a sequence of tableaux seems anticipated in 
the dramatic rendering Scott 's own works, such as the 
stage sets devised by Alexander Nasmyth in 1820 for 
The Heart of Midlothian. 

4. 
The particular mode of spectatorship enjoined by the 
visit, to which 1 referred at the start, is most clearly 
evident in the events of 22 August, when the king 
proceeded from the Palace to the Castle. Along 
the route, on either side, the c itizenry were arrayed 
- according to estate, profession, and Incorporation 
- in what amounted to a symbolic display of the body 
politic. Scott spelled out the arrangements in his Hints, 
which had been so contrived, he went on, •... that 
his Majesty will, on this occasion, have a fu'I view of 
the various classes of his subjects, while, at the same 
moment, they will have the most full and gratifying 
sight of their PRINCE."11 "Scotland and Scotchmen", 
he reminded his readers, •are altogether a new subject 
for his observation."18 The emblematic qua1ity of the 
event is clear: the gardeners stood with eaborate 
constructions of Hewers and fruit; the glass·blowers 
with their rods19; the incorporated crafts all with their 
banners ·as In ancient times."20 This emblematism, 
however, paled alongside that of the figure of the king 
who, on arriving at the castle, ascended to the Half-
Moon Battery before turning and waving to the crowds 
below. Simpson's description in his letters to Scott 

drives home the point in no uncertain terms: "While 
he looked round on the noble picture of the city and 
country, land and sea, hill and valley spread out before 
him, and saw at one glance the assembled myriads 
of his subjects by whom he had j.Jst been hailed, 
he was himself visibe to every eye; and alone, on 
the battlements, the royal standard waving over his 
head, the artillery Hashing under his feet, while every 
tongue shouted and every eye glistened, stood the 
commanding figure of the British Monarch, the father 
of the people, blessing and blessed by his exulting 
children. "21 

In his renections on the royal entry into Edinburgh 
on 151t1 August, Simpson had argued that a "moral 
power" flowed from the sight of the k'1g in the city. His 
presence "enhanced" what was around it (city, trophy, 
and mountain scenery, as the author put it) and his 
regard revitalised them for the citizenry. As Simpson 
writes: "The King's f!'fe was on these, and, at the same 
moment, they were r.eN in their interest to the oldest 
inhabitant." Th's anticipates the argument he would 
bJild in his final two letters which becomes, at the 
same time, an assault upon Jacobinism: these also 
underscore the primary importance of the king's visit as 
an optical event; its moral and political consequences 
derive, for Simpson, from its character as a spectacle. 
Drawing on Adam Smith's argument In h!s Theory of 
Moral Sentiments, Smpson posits that we have a 
natural tendency to sympathise with the successes of 
others, rather than with their disappointments; and this 
in turn leads us to strive for what we ca'l 'd,stinction', 
which derives from the sympathy of others with one's 
success and joy. Simpson quotes Smith: "The man of 
rank Is observed by all the world. Every body Is eager 
to look at h'm, and to conceive, by sympathy, the Joy 
and exaltation with which his circumstances naturally 
inspire him. His notions are the objects of the public 
care. Scarce a word, scarce a gesture can fall from 
him that is altogether neglected. In a great assembly 
he is the person upon whom all direct their eyes; it 
is upon h.m that the passions seem all to wa t with 
expectation, in order to receive that movement and 
distinction that he sha'I impress upon them."'" This 
scopic drive which hierarchical social systems satisfy 
is what republicanism fails lo reckon with; and this, at 
the same time, is a failure lo reckon with the human 
constitution itself. In place of the king, republicanism 
substitutes the grim spectacle of the guil'OtLne, only in 
time to reinvent him as an Emporer/Dictator. Smith's 
philosophy of sympathy allows Simpson lo ascribe 

a particular moral consequence to the emblematic 
spectacle of the king in the city whereby its very 
splendour is the occasion, he argues, for a deep class 
rapprochement founded upon a 'natural' dynamics of 
sympathy in which the body politic unites before the 
spectacle of the king and is confirmed in it. 
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Appropriation of ah Architecture 
for Truth and Reconciliation 

Constitution Hill, Johannesburg, South Africa 
Hennie Reynders 

The University of Edinburgh (UK) 

At certain moments a significant shift in the social, 
economic, and political reality of a region, a country 
or a continent provides us with new insights into the 
underlying processes of territorial reconfiguration, the 
appropriation of place, and the mutation of collective 
identity - a process that South Africans have been 
experiencing since 1989 in a localized and unique 
manner. yet globally with significant meaning. This 
paper explores the site of the neN South African 
Constitutional Court in Johannesburg to define, and 
explain how the shift from an ideology of difference 
towards an ideology of co-existence and democracy 
are being translated through the urban development 
frameNork and ongoing architectural and installation 
projects. Constitutional Hill has become densely 
stratified through socio-economic and political conflict, 
but has reasserted its role as iconic site in the urban 
environment and the political landscape. In many 
respects the Constitutional Hill project is similar to the 
attempts at reconciliation through the translation of a 
collective identity in sites such as Place des Martyrs 
in Beirut. 

Ps suggested by the title we are less concerned with 
the formalistic or purely architectural merits of this 
building project and rather with the processes through 
which the site is being appropriated by the South 
African society. 

The paper is structured around two complementary 
and integrated narratives; first by recalling crucial 
historic moments in an attempt to contextualise the 
site within the socio-political landscape, and second 
by arguing a number of philosophical positions 
seeming to inform the process of reconfiguring the site 
into its present state. This is further elaborated through 
the endnotes, where the use of such additional 
information, reflection, or referE!r'lCes in the text would 
otherwise Impede the narrative flow. Finally returning, 
in conclusion, to the key philosophical positions which 
are supporting much of the spatial reconfiguration in 
South Africa, and which were deliberately woven into 
the narrative. 

Transitional South Africa never looks forward without 
looking back. In this spirit, new public buildings such as 
the Apartheid Museum, the Nelson Mandela Museum, 
the Legislative Buildings for the Northern Cape 
Province, the Hector Pieterson Museum. Soweto, and 
now the Constitutional Court Complex are becoming 
mnemonic aids to buried emotions. Artists who played 

Fig. 1: "Nine Drawings for Projection· 

key roles in the struggle against apartheid are creating 
a visual language to express the complexity and 
contradictory nature of locating history and vision in 
physical space (Carol Becker: 2004)1 

The opening illustrations depict an instance where 
collaborative art and design practices were tactically 
deployed in the mnemonic process of making the 
Constitutional Hill project tangible prior to the opening 
of the court. The collaborative performance between 
William Kentridge and the Sontonga Quartet with the 
showing of Kentridge's Nine Drawings for Projection 
under the direction of Ross Douglass, re· introduced the 
site as a space for the future measure of the country's 
democratic health, and did so through music and art 
which unearthed buried emotions of pain, forgiveness, 
and hope (fig. 1 & 2). 

Constitutional Hill - History and Context 

Standing on the ramparts of the old Boer Republic's 
fort2 on Braamfontein Ridge in Johannesburg allows 
for good views towards the green residential suburbs 
to the north, with a closer view of the inner city high 
rise neighbourhoods of Hillbrow and Berea to the 
south, and Braamfontein with the University of The 
Witwatersrand directly west. Unknown to the general 
public, the William Cullen Ubrary at the University 
holds a special treasure of three very large paintings 
succinctly encapsulating South Africa's history - from 
that of becoming a marker in the search for a route 
to the east, of being colonized in succession by the 
Dutch, British, German and the French3 , and finally of 

I 37 


