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I t is good to be able to print i n this issue two letters from members—one a reply to a letter
published i n No. 5 a year ago which just missed No. 6, the other broaching a new subject—
no less than the very nature of the annual Conference. I t would be better still to be able to
print twelve retorts to either of these letters i n No. 8, and to feel that members were using
the Bulletin more fully to voice opinions on matters which concern us all. W i t h two issues a
year ding-dong battles are hardly going to be perceptible, but the short interval between the
autumn and winter numbers at least brings single cut-and-thrust operations within the realms
of the possible. Bloodshed of this sort gives a transfusion of life to what can otherwise be a
very dry recital i n the Bulletin of facts and announcements. May I appeal for members to
use the shorter interval i n the Bulletin's unevenly-paced year to put pen to paper, be as controversial as you like—and observe the copy-date: 30th November for No. 8.
John Sweetman, Editor,

Fine Arts,

A A H L O N D O N CONFERENCE
2 April)

The University,

Southampton,

1979 (30 March-

The fifth Annual Conference will take place at the
Institute of Education, London University, 20 Bedford
Way, London W C I . The organiser is Flavia Petrie from
the A r t History Department, N o r t h Staffordshire Polytechnic, College Road, Stoke-on-Trent, Staffs. A l l
enquiries and suggestions should be addressed to her,
or to the conveners of the academic sessions (see below).
The four day conference w i l l have a pattern similar
to that of the Cardiff Conference, although some new
items have been introduced. For instance there w i l l be
a number of art publishers exhibiting their current titles
in the main foyer, and the Wharncliffe Suite of the
Russell Hotel has been booked for a buffet lunch on
the Saturday.
A l l academic sessions w i l l have seven 20 minute
papers, and have been arranged by period to encourage
the presentation of material i n the Fine and Decorative
Arts and Design to be seen i n a mutually beneficial
context. I n all cases the details and papers for each
academic session have not been finalised in order to
allow for suggestions from members between now and
November, when the next edition of the Bulletin goes
to press.
Conference Booking and Accommodation
Please complete and return the enclosed postcard i n
order that the organiser can get an idea of how many
people will be at the conference. Many decisions hinge
on the numbers attending. The conference fee will be
£7 (students £2.50) which includes refreshments at

SO9

5NH.

n a m and 4pm. A booking form will be enclosed with
the next issue of the Bulletin. N o money is required
now, except i n the case of those requiring accommodation.
A deposit of £4 a head is required for those wishing
to be booked into a Hall of Residence.
PROVISIONAL P R O G R A M M E
F R I D A Y 30 M A R C H
Late morning
Registration
Afternoon
Opening Session
Three papers w i l l be read
Tea will be served after the second paper
Evening
Reception
SATURDAY 31 M A R C H
Morning
Four papers to be read in each of the following sections.
Coffee will be served after the second paper
Byzantium and the West
Convener: D r Ann Powell, Department of History of
Art, Ealing Technical College, St Mary's Road, Ealing,
London W5 5RF
Quattrocento Patronage and Collecting
Conveners: D r Charles Avery, Department of Sculpture,
Victoria & Albert Museum, London SW7, D r Francis

Ames-Lewis, Department of History of A r t , Birkbeck
College, University of London, Malet Street, London
W C i E 7HX
Art and Patronage at the Early Stuart Court
Convener: Sir Oliver Millar, Lord Chamberlain's Office,
St James's Palace, London, S W i
Central Europe in the Eighteenth Century
Convener: Peter Cannon-Brooks, National Museum of
Wales, Cardiff, C F i 3NP
Art Architecture and Design during the French Revolution
Convener: Flavia Petrie, Department of A r t History,
North Staffordshire Polytechnic, College Road, Stokeon-Trent, ST4 2DE
Art Architecture and Design during the Second Empire
in France
Convenor: M r s Mary Stewart, Department of A r t
History, Leicester Polytechnic, Fletcher Building, PO
Box N o 143, Leicester, L E i 9BH.
Art Architecture and Design i n Britain 1880—1914
Convener: Thomas Faulkner, Department of History
of A r t , Newcastle-upon-Tyne Polytechnic, Squires Building, Sandyford Road, Newcasde-upon-Tyne, N E i 8 ST

proposed not to have a University session to enable
people to go to other sessions which may interest them.
If, however, there is a considerable body of feeling that
burning issues should be discussed, this section can be
reintroduced.
A R T HISTORY I N E X T R A - M U R A L
MENTS AND A D U L T EDUCATION

DEPART-

A new group will be formed at the next annual conference of the A A H to consider the aims and problems
of those engaged i n the teaching or study of art history
in this field. So that a useful agenda may be devised
will members who wish to raise points please write to
the organiser, Miss Maria Shirley D i p FA, Staff
Lecturer in A r t , Department of Extra-Mural Studies,
University of London, 26 Russell Square, London
W C i B 5DP
Coffee
Annual General Meeting

Afternoon
Three more papers from each of the academic sessions
will be read
Tea and close
N B For those interested a concert given by Janet Baker
Art and Design 1914-1918
as part of the Camden Festival 17-31 March) will
Convener: Joseph Darracot, Department of A r t , Imperial be held at the Institute of Education on Saturday 31
War Museum, Lambeth Road, London, SEi 6HZ
March at 7.30 pm.
Art Architecture and Design i n the 1920s
Tickets can be obtained from Jim Miles (Festival
Convener: D r Christopher Green, The Courtauld Administrator), St Pancras Library, 100 Euston Road,
Institute, 20 Portman Square, London, W i
London N W i 2AJ. Telephone: 01 278 4444
General Section
T o be convened if papers are submitted which cannot
conveniently be included i n any other section.
Lunch
Buffet lunch, Russell Hotel, Wharncliffe Suite
Afternoon
Polytechnic and A r t School Group Meeting
Tea
Museums and Higher Education
Chairman: Michael Diamond, Bradford Art Gallery &
Museum, Cartwright Hall
Evening
Reception Victoria & Albert Museum, Raphael Cartoon
Court
SUNDAY 1 APRIL
A full programme of visits will be announced i n the next
edition of the Bulletin
Organiser: Miss Leela Meinertas, Department of
Furniture, Victoria & Albert Museum, London, SW7
MONDAY 2 APRIL
Morning
Museums Group Meeting
Extra Mural Departments
Art History in Secondary Schools
These 3 sessions will run concurrently. At previous
Conferences there was a good deal of feeling among
University people that they would have liked the opportunity to attend other sessions. Therefore this year it is

I N T E R N A T I O N A L CONGRESS, B O L O G N A ,
SEPTEMBER 1979
The next International Congress of the History of A r t ,
organised by C I H A (Comite International d'Histoire de
l'Art) will take place i n Bologna, 10-23 September, 1979.
Ten themes or sections, with their chairmen, have been
selected by C I H A ; potential contributors, whose papers
should not exceed fifteen minutes, must first submit their
proposals to the chairmen, whose discretion is absolute;
and it is a C I H A rule that these submissions must be
transmitted by way of a committee-member of the
country concerned. British contributors should therefore
send their proposals i n the first instance to Professor
John Shearman, The Courtauld Institute of A r t , 20
Portman Square, London W i H OBE.
Sessions are expected to occupy three half-days; and
some will run concurrently; papers will be followed by
discussion, and will eventually be published. I n addition
there will be a small number of plenary sessions with
lectures by distinguished scholars, and some excursions
are promised. The congress fee is $50.
Sessions and Chairmen:
Religious Reform and the Arts i n the Carolingian Period,
Alfred Schmid, Fribourg.
The Near-East and European A r t i n the Era of Crusades,
Hans Belting, Heidelberg.
Fourteenth and Fifteenth-Century Painting: the Interaction of Technical and Historical Analysis, Henk Van
Os and J. R. J. Van Asperen de Boer, Groningen.
The Cinquecento and the Seicento i n Emilia, Andrea
Emiliani, Bologna.

Baroque Stage-design, Antoine Schnapper, Paris.
Nineteenth-Century Sculpture, H . W . Janson, New
York.
Salons, Galleries and Museums: their Influence o n the
Development o f A r t i n the Nineteenth and Twentieth
Centuries, Francis Haskell, Oxford.
The Print and the Diffusion of Images and Styles, Henri
Zerner, Cambridge, Mass.
The Historic Centre of Large Cities, Corrado Maltese,
Genoa.
The Means and the Ends of A r t History Today:
Problems of Method, Lajos Vayer, Budapest.
FORTHCOMING EXHIBITIONS
Clarkson Stanfield Exhibition 1979
Tyne and Wear Museums are planning to mount i n 1979
an exhibition of the life and work of Clarkson Stanfield,
the i9th-century theatre scenery painter and Royal
Academician. The exhibition will tour i n England and
Germany, May—November 1979. Any help in tracing
the following pictures would be welcome:
Oil Paintings
Wreckers off Fort Rouge R.A 1828 (8 x 10ft)
Venice Views 1834-36, formerly Trentham Park (average
8ft square)
Eruption of Vesuvius 1839, formerly Duke of Buccleuch
Entry o f the Emperor o f Austria into Venice 1838,
formerly Duke of Beaufort
Castle of Ischia 1841, formerly at Lockinge (engr. A r t
Union 1844)
French Troops Crossing the Magra R.A. 1847, formerly
Earl of Ellesmere (replica at York A.G.)
Abandoned R.A. 1856, (photograph in Great Victorian
Pictures catalogue)
Port na Spania, Antrim: The Spanish Armada . . .,
R.A. 1857; War; and Peace, R.A. 1864, (26 X 42 ins)
Quayside, Newcastle (and any other N o r t h East subjects)
Skirmish off Heligoland 1867
. . . and any illustrative material relating to Stanfield's
activity as a theatre designer, principally i n London
between 1816-1834; also material relating to his activity
as a painter of exhibition panoramas and dioramas for
show in England or on the continent.
Please contact Roger Took, Keeper of Art, Tyne and
Wear Museums, c/o Sunderland Museum and A r t
Gallery, Sunderland SRi iPP, Tyne and Wear (07834 i 235).
Fans From the East
This w i l l be organised by the Victoria and Albert
Museum, London, and the City Museums and A r t
Gallery, Birmingham, in collaboration with the Fan
Circle. There will be over 250 objects at Birmingham
and a smaller selection at the Victoria and Albert
Museum.
Opening dates:
Birmingham 17 November 1978—6 January 1979
Private View 16 November 1978, evening
Press View 16 November 1978, afternoon
London 31 January 1979—15 April 1979
Private View 30 January 1979, evening
Press View 30 January 1979, morning
This subject has never before been dealt with either

in books or any exhibition and breaks entirely new
ground.
Enquiries to: Nancy Armstrong, Publicity Officer for
the Fan Circle, 69 Harrowdene Gardens, Teddington,
Middlesex, T W n ODJ (01-977-9540)
Aberdeen A r t Gallery
I n Bulletin 6 it should have been made clear that the
exhibition 'Patronage of the Past: North East Collectors'
would take place in March 1979.
CORRESPONDENCE
Annual Conference Programmes
Dear colleagues,
Looking at the programmes for the two A A H conferences
as a whole my impression is of a body of enthusiastic
researchers eager to present summaries of their most
recent investigations into some facet of art history. What
has yet to be placed on the agenda, i t seems to me, is an
explicit discussion of the concepts, theories and methods
used by art historians i n their everyday practice. Compared to linguistics, semiotics and film theory, art history
seems to me intellectually underdeveloped. One of the
reasons for this is, I believe, the fact that most art
historians have an uncritical attitude towards the theoretical foundation of their discipline, they treat the
categories with which they think as unproblematical,
hence the discipline remains static. Even more disturbing
is the neglect of the fact that most art historians are
teachers; again there is a need to discuss the theory and
practice of teaching art history to different groups of
students (where is the art history course designed to meet
the needs of trainee artists as distinct from those suitable
for trainee art historians?); there is a need to discuss
teaching methods, i n particular the aesthetic and ideological issues involved i n structuring verbal/pictorial
discourses i n time (ie slide lectures). Surely, there would
be more value i n an annual conference that dealt with
these issues, including the social and political function of
art history i n Britain i n the 1970s, than what has so far
been presented?
Yours sincerely
John A Walker
Middlesex Polytechnic
Design History
Miss Kathleen Wells's comments upon Design History
and her reservations on considering i t as simply a history
of artefacts (Bulletin No. 5) are a welcome contribution
to a discussion that has recently threatened to lose sight
of the major points at issue. The threat was made the
worse by some ill-considered interventions by nonhistorians.
One of the first problems to be faced is not at all great
questions like 'What is design?' which is as likely to be
even less rewarding that "What is art?', but rather the
investigation as to when design became conceptually
possible and where i t is significantly operational. I t is i n
respect of this issue that the drawbacks of the artefact
approach become most apparent since i t begs the
question of what constitutes the design of an object, what
part of its production process gives i t its determined
shape, and how it does so. Of course, an artefact
generally looks like i t does by design rather than accident,

but this is surely not all that is meant by the history of
T o say this, of course, is not to demand that design
design.
history be subject to political bias, and certainly not that
Even today there are still an enormous number of it underestimates the importance of both capitalism and
products made by machines, more or less automated, i n design as a part of human development, hitherto. I t is
which i t is hard to believe a designer ever had a part i n simply that there is a term to both. We need to i n the shaping of them, and i n which the very planned vestigate the origins of the one intertwined with the
obsolescence is the result of decisions by the major origins of the other, and i t is by no means clear that the
participants i n the production process, i n which a end of either is at hand, but if capitalism can survive
designer does not share. I am not sure that this is quite without design, design cannot survive without capitalism.
what Miss Wells wishes to reject, at least for underTorn del Renzio,
graduates.
Canterbury College of A r t
Indeed, a surprising aspect of the present situation
is the conspicuous absence of the designer at crucial C N A A C O N F E R E N C E O N A R T A N D D E S I G N
points i n the production process, and even at the C O U R S E S , D E C E M B E R 1977
marketing stage of that process, i n the activity once
The statement printed below was delivered by Conal
known as styling, the designer's presence is hardly preShields to a CNAA Conference held on 2 December,
dominant nor his powers decisive.
1977 on the aims and objectives of degree courses i n art
There is strong evidence that design as a conceptually
and design. I t was a collective attempt, devised with as
separable part of the manufacture of commodities has a
much consultation as could be managed, to put the
quite distinct history from design as a market strategy,
positive case for the contribution made by history of art
though the two might be thought to share i n a history
and design and complementary studies to C N A A first
of typologies. The former is more entrusted to the
degree art and design courses, effectively on behalf of all
engineering profession with all the hidden aesthetic
art and design historians teaching on these courses.
preferences that entails, while the latter has been the
The CNAA Committee for A r t and Design, which
concern of an activity with much more i n common with
called the conference as part of a wider process of
advertising, attempting to resolve on the level of ideology,
consultation, are currently canvassing their specialist
the imbalances, contradictions and retardations that flow
boards as to the next stage i n this general review of all
from the capitalist cycles of reorganisation of the market
aspects of CNAA art and design courses. Further informand productive development of the world.
ation w i l l be published i n the Bulletin as soon as i t is
I n 1884, the weekly edition of The Times for
available.
September 26 wrote ' I t is the design that sells the cloth',
Maurice Whitbread,
and i t is more than probable that the word first began
Chairman, Sub-Committee for A r t and Design Education.
to assume some of its modern senses precisely i n relation
to printed textiles during the earlier years of last century.
The citing by Walter Benjamin i n the section of his book A paper read at the conference, compiled by Conal
on Baudelaire dealing with the relation of taste to com- Shields and others.
modity production, of a speech by Chaptal, along with 1. The balance and general aims and objectives of CNAA
many other references elsewhere i n the book to the i n - Degree courses i n A r t and Design, as of all first degree
fluence upon society of the mechanisation of textile courses of the CNAA, are clearly specified i n the Council'
production and of the booms i n that industry, can be 'Regulations and Conditions' as follows:
used as evidence that this is by no means a novel idea.
4.1.1 to develop i n students the ability and predisposition
T o propose design history as a serious and non-trivial to think logically, communicate clearly, and read criticpursuit, as something other than the chronologies of so ally and with understanding;
much pretentious 'research', means, then to investigate 4.1.2 to make students aware of the scope and limitations
when our society moved from Prynne's 'The greatest of the disciplines studied and their methods, and to
designers, plotters, and lifters up of themselves against provide them with opportunities to understand, make
Christ', of 1649, and from the Labour Commission Gloss, and criticise value judgements;
No. 9, of 1892, 'Designer, the architect who designs the 4.1.3 to give students an informed awareness of the
enrichment for the "modeller" i n the plastering trade'. significance of scientific, technological, economic and
We have to recognise how design came into being as an cultural factors i n modern society, and of the coneconomic and cultural element within the developments tribution they can make i n improving the quality of life,
of industrial and commercial production, how the history and i n widening man's imaginative horizons and his
of capitalism is not at all extraneous to design, and that understanding of his culture and environment;
the ideology of design has been just as essential to the 4.1.4 to create the interest, motivation and intellectual
integration of the modern phase of capitalism i n all the grounding which can provide the basis for postgraduate
structures and superstructures of human existence as is study or other continuing education.
the illusion of being able to oppose that design with an
The Council's document proceeds to encompass
alternative design or with a radical 'antidesign'. I n this objectives of: scientific method; the critical and systemsense, design, planning and programming are character- atic approach to enquiry and the testing of hypotheses;
istic of the phase of capitalism through which we have imagination and value judgement; and, finally, of "a full
just passed and which has sought its solutions to its and effective use of the English language" and "some
crises i n the establishment of 'socialism' while preserving grasp of mathematical modes of expression."
the economic hegemony of the dominant class that is the
The Council seems to recognise that the achievement
distinctive form of capitalism.
of all these objectives may not be feasible within any one

degree course. However, within Art & Design Courses fostering an explanatory attitude of mind that does not
set up under the NCDAD and run, for the last few years, see things in isolation. After all, it is no prerogative of
under the aegis of the CNAA, the teaching of the History the art historian to know that the sources of art & design
of Art and Design and Complementary Studies has gone are not always artistic and are never solely artistic. Our
as far as could reasonably be expected—and in respects concept of educational responsibility has been defined
a good deal further—to meet these barely feasible aims by our experience 'on the shop floor' and by the often
and objectives.
quite extraordinary achievement of the students themThe Art History and Complementary Studies sector selves. Graduates needs a flexible range of skills to adapt
has, in fact, a general educative programme which, to shifting circumstances, both in the job and the cultural
simultaneously, meets a host of particular needs in the situation. In and around the fields of art and design a
schools of art—needs which were not previously met. deft set of critical faculties are as vital to survival as a
Many students can now develop real literacy for the first deft set of practical skills.
time while many are able to rediscover a literacy dulled 3. So much for the past and the present. How has this
by bad, syllabus-bound secondary teaching, and more been achieved?
again are able to extend gready the skills and interests
To go back to the Council's 'Balance and General
of a good early education. I t may, indeed, be claimed Aims', experience suggests that where there is a supportwith good reason that Art History and Complementary ing legislative mechanism, their near-impossible brief
Studies Departments play a prominent part conferring can be met, and that where there is not, it can't.
genuine educational respectability. Above and beyond The NCDAD's legislation provided a 5-part mechanism:
this, the obligation and desire to do well by practitioners 1. at least 15% of the student's time;
rather than theorists of Art and Design have entailed 2. 20% of the final assessment;
for Art History and Complementary Studies staffs re- 3. referral in the subject if a minimum standard wasn't
search into new areas, novel forms of analysis and novel achieved;
techniques of presentation: both content and method- 4. specialist external assessors;
ology are in process of radical transformation.
5. specialist evaluation, validation and re-approval of
Three questions naturally arise: What are the peculiar courses.
virtues of the Art History and Complementary Studies
These five elements have formed a guarantee of
contribution to Art and Design? How have these been respectability for studies in Art History and Compleachieved? And how can the future best be served?
mentary Studies, albeit at a minimum level, and allowed
2. What constitutes the particular character and achieve- a degree of autonomy in the planning and execution of
ment of studies in the history of Art and Design?
courses. (An autonomy that has to run the gauntlets of
a. Perhaps the most striking achievement is the new external validation/assessment and of student-satisfacground covered in the field of Design History. Two sorts tion.)
The inhibiting nature of percentage weightings is more
of professional expertise (that of practical techniques and
that of historical method) have been brought together apparent than real: in practice, the relative assessment
for the first time. This fusion has generated new methods weightings are looked on as a basis for the final
of research and teaching. Between them, these method- evaluation of each student. Furthermore, if an area of
ologies have forged a vast and fundamental contribution study is worth teaching seriously by specialists, it must
be worth assessing seriously by specialists.
to the virtual invention of the discipline.
b. Less obvious but no less spectacular, is the extension
As far as the prescribed percentage of time goes, it is
of studies of the history of fine art that can be brought a hard fact of life that budget distribution (and hence
to bear on the practice of fine art. By virtue of the same the financing of resources of staff, space, equipment,
fusion of practical and theoretical expertise, the subject expendables, field study funds, etc.) depends upon such
has been developed from connoisseurship into, on the one prescriptions. (We are all familiar with the perilous
hand, cultural history and the history of ideas, and, on state of the 'discretionary' grant).
the other, into an accumulation of critical and working
Fifteen per cent, it should be stressed, is a minimum
terms of reference for students of painting and sculpture. within which these studies can play a serious role. In
The attention now being given to technologically in- schools that have taken up the option (open to all) to
formed history of sculpture in the schools and colleges increase the percentage, students have produced written
is no less innovative and radical in its implications than work which does credit to an art school environment
developments in the history of design. I n the history of and is at least on a par with exhibited practical work.
art and design formative criteria of relevance and Instances of 30% and 40% have not been at the expense
accessibility have loomed large. I t is a demanding, often of, but in the interests of the integral values of art and
painful but in the long term always fruitful truth that design education.
if there is one sort of student above all others for whom
Separate departments of the History of Art or
you cannot go on running an irrelevant course, it is an Complementary Studies within schools and faculties are
art student.
not a universal phenomenon. I n some institutions
c. The third characteristic is the cross-disciplinary reorganisation has submerged them beneath larger
dialogue. The Art and Design historians and the departments with less particular aims and a more
Complementary Studies tutors are the only staff who generalised function; in others they have been dispersed
teach all the students. The effect here is anti-parochial, among two or more specialist Departments; in others
sometimes laxative. Students meet outside the specialist they were never established. Where they do exist, they
professional nature of their own courses. Complementary have formed a distinct nucleus of energy within the Art
Studies have proved their value in this respect by and Design school, created standards to attract visiting

teachers and lectures of high calibre and a workable and
fertile environment for such specialists. The situation
has bred its own particular and flexible range of skills,
its own career structure and a life-support of research,
offering an objectivity of critical analysis and crossreferencing that would be neither possible nor proper to
expect from the specialist professional teaching of the
studio tutors. I n the process, it also provides a measure
of parallel standards of assessment across courses.
4. How then can the future best be served?
The way ahead must be determined by the positive
elements of what has already happened: a mechanism
that has proved itself should not be lighdy discarded.
The Art History and Complementary Studies situation
described above has evolved in the context of Art and
Design education and by identifying closely with its aims
and objectives and with the particular needs of art
students—in the interests of consolidation as much as
of liberalisation. There is as much local variation in these
courses as in chief study courses. They are not clip-on,
interchangeable modules: they belong where they have
evolved. They are a product of the specific educational
context, a product that is in no sense finite but undergoing constant often radical regeneration and review.
I t is true that there is a semblance of anomaly here
within the pattern of CNAA degree courses generally,
but in as much as this is the case, it seems eminently
justifiable. Perhaps the question to be asked i n consequence is: Should Art and Design education's "anomaly" not be the model for courses in other disciplines?
A generous and fluent relationship between the component parts of courses is in the interests of the health
of art and design education as a whole.
Nobody surely wants the graduate in art and design to
be worse-informed or less skilled in critical evaluation
than he or she now is. I f the present system is to be
altered, then the case for change must be carefully and
compellingly made.

noon session consisted largely of a series of statements
rather than a discussion. Conal Shields, on behalf of a
group of art historians and Complementary Studies
teachers, read a prepared paper (which is reprinted in
this Bulletin). Many of the statements, mercifully short,
were concerned with the idea of autonomous growth in
CNAA degree courses as well as reiterating the standard
positions on the more contentious issues. In concluding
the Chairman referred again to the value of 'grass roots'
views expressed. One concluded that there was much
room for weeding.
Peter Fitzgerald

Peter Fitzgerald (Reading University) contributes the
following report on the Conference:
T H E AIMS AND O B J E C T I V E S O F
C O U R S E S I N A R T AND D E S I G N

DEGREE

David Bethel, Chairman of the Committee for Art and
Design, began the Conference by stating that it provided
one mechanism for obtaining 'grass roots' opinion.
Although the idea of the Conference was first mooted to
clarify the role of History of Art and Complementary
Studies the Committee believed that i t should aim to
review the whole BA course structure. Then followed
prepared papers by Professor Martin Froy on 'Fine Art
and the Practice of Art', Nicholas Frewing on 'Future
developments in Design Education', Maurice Goldring
on 'Vocational and professional objectives in design
degree courses', Professor John Steer on 'Narrowness
and Breadth in Art Education', and Garth Evans on
'Art and ?'. These papers took up most of the morning
leaving very litde time for questions. None of the papers
concerned itself directly with the History of Art and
Complementary Studies although Maurice Goldring
asserted the independence of Design History as a subject
and John Steer stressed the need for an independent
intellectual component within Art Education. The after-

AAH C A R D I F F C O N F E R E N C E 1978: SUMMARIES
O F PAPERS
The following summaries have been received:
Opening Session
Sir Anthony Blunt. Roman Baroque Architecture: the
other side of the medal
Writers on Roman architecture of the seventeenth
century have concenentrated on the great Baroque
tradition of Bernini, Borromini and Pietro da Cortona
and have neglected the fact that there was a considerable opposition party, or at least a group of architects
who pursued a much more moderate line, a party which
can be compared in aims, though unfortunately not in
quality, with the 'classical' group i n painting led by
Poussin and Sacchi. I t is even the case that up to the
mid-thirties when the architects above named produced
their first really original works the moderates dominated
Roman architecture, in the persons of Maderno, Ponzio,
Vasanzio, Maruscelli and others, and the only really
Baroque works before this date are Bernini's Baldacchino (and is that really architecture?) and Cortona's
Vigna Sacchetti. This group even had its theorist in
Teofilo Gallaccini who severely criticised the license
of Michelangelo's late works.
During the middle of the seventeenth century the
moderates played a minor role but their chief representative, Giovanni Antonio de' Rossi, established a considerable reputation and made a successful career
working for the less wealthy Roman families. After the
death of Bernini the two streams merge in the architecture of Carlo Fontana, the most important architect of
the transition to the eighteenth century, whose style is
a kind of Baroque moderated by an almost classical
restraint. I n the first decades of the eighteenth century
a few bold spirits, such as Raguzzini, and Valvassori,
continued to work in a bold Baroque style, but they
were in a minority, and with the election of the
Florentine Clement X I I (Corsini) in 1730 the classical
party came into almost complete control with Fuga and
Galilei. Cardinal Albani and Winckelmann were coming over the horizon.
T . J. Diffey. Some thoughts on Defining Art
"What is art?" is a philosophical question. Reasons can
be given to explain why. Two extremes in philosophy
are outlined for tackling philosophical 'what is . . . ?'
questions—the way of Plato and the way of Wittgenstein. Both approaches contain truths which should be
kept in mind when answering the question 'what is art?'
but each is unsatisfactory as it stands. Some mid-way

position is required which acknowledges the importance
of the history of the concept of art i n tackling the
question 'what is art?'. Such a position was sketched and
difficulties arising from it were discussed. Application of
the term 'art' is not always determined historically,
important though this is; sometimes we have ourselves
to judge the applicability of the concept, and should not
evade this responsibility.
Anthony Storr. The Psychodynamics of Creativity
Species other than man show rudimentary forms of
creativity both i n the field of invention and i n that of
aesthetics. I t seems probable that man's creativity is
derived from biological drives that were originally
adaptive. Thus, science may originate from the exploratory drive which leads animals to explore and
apprehend their environment: whilst painting sharpens
his perception of the external world, and story-telling
makes sense of his relations with the world and with
other people. The development of the capacity for conceptual thought necessarily leads to divisions within
the mind itself; a partial divorce between reason and
emotion. The need to heal this split inspires a search for
symbolic forms of reconciliation through the various
arts, which have as one function the achievement of new
syntheses derived from inner tensions. Whereas neurosis
is a failure of adaptation, a work of art is a triumphant
synthesis; a way of making a new whole out of divisions
which are an inescapable part of the human condition.

John Hoole. J. D . Innes: British fauve or expressionist?
James Dickson Innes's working career is notable, not
simply because of the considerable quantity of works
produced in such a short time (1905-13), but largely
because of the diversity of styles that the painter used.
A devotee of Turner from an early age, Innes inclined
towards landscape painting i n his student days and when
at the Slade between 1906-08 successfully copied
Steer's technique and format. Because of an attack of
tuberculosis he was forced to leave London in 1908 for
a period or recuperation i n St. Ives, where he steeped
himself briefly i n William Blake, whose allegorical work
interested him as much as that of Augustus John. After
a short stay in Paris i n 1910 where he saw Matisse's
work, Innes worked with John in N . Wales, readily
adopting his colleague's oil technique and use of small
wooden panels. Using this method Innes produced
brilliantly coloured work i n Collioure i n 19 n during a
burst of activity which lasted until the following year.
But i t seems that as his illness became more acute his
paintings became less reliant on others' styles and more
sombre and exaggerated to the point where his last work
can be interpreted as expressive of a deep depression
that overtook h i m before his death.

i . Welsh A r t and Artists. Convener: Erika Millonan
Alan Bowness. Ceri Richards: early constructions
Ceri Richards stopped painting in 1934 at the age of 30
to concentrate on the making of constructions i n low
relief and the twelve works that survive from the period
up to 1938 when he returned to painting are now
recognised as a major contribution to British art
between the wars. The series of drawings associated
with them show a clear debt to Picasso's example and
the constructions themselves are related to the abstract
reliefs being made at this time by Ben Nicholson and
John Piper. Ceri Richards's sympathies were however
with Henry Moore and the Surrealist group, with whom
he exhibited i n 1936.
A. D . Fraser-Jenkins. Welsh Painting and the Celtic
Revival
During the early twentieth century i n Wales there was
a belated enthusiasm for the visual arts, which led some
artists to search for a consciously Welsh style and
subject matter. This had a lasting effect on institutions
in Wales, but did not have much success in practice. At
the same time the most radical style of the Welsh painter
Augustus John was dependent on the support of two
Irish patrons, who had first collected his works by
following an interest i n W . B. Yeats. John's subjects
were family or gypsy rather than Welsh, but i n treatment are insistently provincial. This similarity to
Gauguin and to early Picasso suggests that the style is
symbolist, and it is more easily described i n the terms
of Yeats's theory of symbolism than within the criticism
of modern painting.

Peter Hughes. Sir Watkin Williams Wynn, Bart as
patron
Sir Watkin Williams Wynn, 4th Baronet (1749-1789) is
noted as a patron of Paul Sandby, whom he took on a
tour of N . Wales i n 1771- But he was also a patron of
Reynolds, Batoni and Wilson, and employed Robert
Adam to design his London house, 20 St. James's
Square. I n Wales, he had alterations to the house and
park at Wynnstay in Denbighshire carried out by James
Wyatt and Capability Brown.
David H . Solkin. Richard Wilson and
Castle'—variations on a theme

'Caernarvon

This paper set out to analyse Richard Wilson's developing approach to the landscape of Wales during the
period between c.1746 and c.1766. Of primary concern
are four views of Caernarvon Casde, as well as a
number of related compositions devoted to comparable
themes. A l l of these works must be seen against the
cultural background of the eighteenth-century Celtic
Revival, which gave the Welsh countryside an unprecedented symbolic significance as Britain's 'classic'
and ancient land. After his return from a period of
prolonged study on the Continent, Wilson set out to
enhance the importance of his chosen Welsh sites by
describing them in the pictorial language of the Italian
Grand Style. I n effect, he suggested that Wales, by
virtue of its historic stature, merited comparison with
the fabled regions of Roman antiquity. But i n a series
of major canvases from the middle sixties, the painter
abandoned this overtiy Italianising procedure. Instead
Wilson's views reflect his realisation that Wales had
acquired sufficient meaning in its own right to deserve
portrayal on its own terms, as a timeless landscape
redolent of Britain's glorious past.
Mary Taubman. The Notebooks of Gwen John
Among the many papers from Gwen John's studio are

several collections of notes, some i n the form of small
rexine-covered diaries, some in bundles of unbound
sheets. Their contents, which include random thoughts,
prayers and self-exhortations, occasional diary-like
entries, and notes on painting, convey with unnerving
vividness an impression of a personality. For this alone
they are valuable. But the entries relating to painting
have a special interest. Though they are frequendy
couched i n language so personal as to constitute a sort
of code, a study of them illuminates some important
aspects both of Gwen John's technique and of her
attitude to painting.

important period in the history of modern concrete i n
this country, 1900 to the present, were presented and
illustrated.
Kenneth Powell. Evaluating the Industrial Landscape

2. Design History. Convener: David Jeremiah
Patrick Conner. Oriental Influences on English Design
in the Nineteenth Century
The fluctuations i n popularity of "Chinese" design i n
nineteenth-century England can largely be explained by
reference to three different factors: political relations
between England and China, the availability of patterns,
and the prevalence of competing styles. Although
Macartney's embassy to China i n 1792-4 failed i n its
purpose, i t inspired a minor revival i n chinoiserie
through the accounts and engravings which resulted.
The short-lived "Indian Revival", which occasionally
threatened to supersede the influence of China, more
commonly interacted with it, so that Indian and Chinese
elements were combined within the same interior
scheme (Thomas Hope, Walsh Porter) or architectural
project (Humphry and George Repton, John Nash). But
the popular image of China was severely damaged by
the first Opium War of 1839-42, during which stories
of Chinese atrocities were widely circulated. I n the wake
of this war the Chinese Exhibition of 1842 had little
effect on British design. A t the Great Exhibition the
Cantonese contributions were eclipsed within their own
genre by the neo-rococo products of Europe. In contrast
the Indian display, and particularly Indian two-dimensional patterning, was hailed as potential inspiration for
British designers. But the champions of Indian art were
embarrassed by the Sepoys' Revolt of 1857; and when
Japanese design began to attract British artists i n the
following decade, its appeal was increased by the
discredit attached to its exotic rivals.
Peter Ferriday. Film sets in the 1920s and 1930s
An enquiry into the influence of Hollywood on the
distribution of European fashion, taste and style to a
mass audience i n the 1920s and 1930s, suggesting a
complex relationship between art for the few and art for
the many which involves private, social and political
views.
•

Images of Industry—and of the Industrial Revolution—
have had a potent impact on the society and culture of
twentieth-century Britain. The 'image of Industry'
explains, for example, why so many planners/councillors
still want to sweep away old mills in places like Oldham.
For more than fifty years, the industrial lanscape has
been under attack but the 1970s, an era of caution,
seems to be a time for a reassessment. False—sentimental and even unhistorical—images of industry have
made impossible a true evaluation of the qualities of the
industrial landscape and townscape. I t can and should
be understood at more than one level, and this paper
merged the practical implications (conservation versus
the clean sweep) with a broader cultural view.
Pauline Sargent. William Surges A.R.A. at Cardiff
Castle
William Burges—one of the foremost of the later
exponents of the Gothic Revival—came to Cardiff in
1865 at the request of the Third Marquess of Bute, to
draw up a report on the state of the Castle, described
by Lord Bute as the victim of every Barbarian since the
Renaissance.
I t was the beginning of a remarkable partnership
which lasted until 1881, when Burges died. Both men
shared an eager delight i n all things Mediaeval; the rebuilding, restoring, redecorating and refurnishing of
the Castle was to become as it were the springboard for
all their architectural fantasies.
Lord Bute did not like Burges's early proposal to
extend the Castle outwards and insisted that he must
build upwards. Within any assessment of Burges's
marvellous interpretation, his patron's original thinking
must be acknowledged.
For all the make-believe, Burges admired "the
wondrous progress of the nineteenth century"; not least
of his innovations was the installation of gas central
heating in 1877.
Evidence was given of Burges's adaptation of some of
features of the original fabric and the question was
posed—did Burges build the timber ceilings i n the
Library and the Banqueting Hall—or did he rebuild
and restore that which was in part already there?
This paper was illustrated with drawings from the
Cardiff Castle collection and photographs of the period
from the Mount Stuart Archives.
This paper is to be expanded for publication.

Dennis Palmer. Concrete in Design

Clive Wainwright. The Antiquarian Interior

The earliest known concrete dates back to 5600 B.C.,
but modern concrete and its technology dates only from
about the middle of the nineteenth century. With these
developments the designer now has a wide choice of
properties to meet his needs but, at the same time,
economics and the methods of building i n concrete
place constraints on his design which can affect the form
and finish of the structure. Some of these possibilities
and constraints, together with their evolution during the

The recent study of the history of interior decoration
has followed that of architecture i n its attention to the
historical styles such as Neo-classicism or the Gothic
Revival. But in the late eighteenth and nineteenth
centuries a significant number of schemes of interior
decoration were created which depended for their effect
upon the use of ancient objects, furniture and architectural fragments. I t may be illogical to define an 'Antiquarian Style' i n that objects in a number of historical

styles are often found to be associated together in these
schemes. This paper discussed a number of key interiors
in an attempt to explain the impact of antiquarianism
upon the interiors of this period.
Alan Windsor. Harold Falkner: architect and designer
After a period at A r t School and as an apprentice to a
building firm that had worked for Norman Shaw,
Harold Falkner became a pupil of Reginald Blomfield.
He was a member of the Junior A r t Workers Guild, and
took part i n Walter Crane's Masque Beauty's Awakening
at the Guildhall. His first houses were i n the spirit and
style of Webb, Voysey and Lutyens, and were well
publicised i n the architectural journals, where his
brilliant architectural drawings also regularly appeared.
His development as an architect was uncertain, however,
as his ideas were pulled i n different directions by the
Arts and Crafts movement, the Baroque Revival and
the English Vernacular. The awareness of overwhelming
technical and theoretical developments is also betrayed
by his extraordinary, unrealised scheme for a huge group
of high rise tower blocks i n Battersea, published i n
1917. I n the 1930s, he entered a phase of ingenious and
inventive small town architectural practice, which,
whilst historicist and reactionary i n one sense, was
clever and sympathetic to scale, texture, grouping and
environmental factors i n ways that have belatedly
become accepted today.
Brian Wright. Philip Webb and Charles Rennie Mackintosh: T w o Case Studies of Industrial History and
the Designer
Philip Webb, somewhat against his will, installed a
system of gas lighting i n his only church, St. Martin's,
Brampton, i n 1878. I n 1884 he examined the building to
assess the cause of the damp which was rotting the floor
and his report was written i n his usual calm and reasoned
manner. The following year he severed his connection with the church i n a letter full of fury and
indignation against " . . . the newly devised plan of gas
lighting . . . " which he blamed for ruining the church
structurally and artistically. This was the year in which
Welsbach patented the incandescent gas mantle. Could
it have been an early use of this which caused Webb's
uncharacteristic action? The accepted view of Mackintosh's use of plastics for inlays i n furniture is that he
was introduced to Erinoid by Bassett-Lowke i n 1916.
October 1914 has now been established as the first date
for Erinoid production i n England, but recent work at
Glasgow shows that Mackintosh used a formalised
casein—the same type of plastic as Erinoid—in the
panels of the Chinese Room i n the Ingram Street tearooms. These date from 1911 and the plastic is thought
to be Galalith, a Continental casein predating Erinoid
and, like Erinoid, still i n production. The history of
plastics has been well treated by recent research and
publications, but much industrial history which could
serve historians of Modern period design remains
scattered and disorganised. I t must be collected and
made available before i t is too late.
3. Twentieth-Century A r t . Convener: Norbert Lynton
Dawn Ades. Bataille, Boiffard and Surrealism
Although not cohesive enough to be called a movement,

the group formed around Bataille i n 1929, including
several 'dissident' surrealists, formed a strong opposition
to Breton. Bataille, who had a lifelong and troubled
relationship with Surrealism (he described himself
shortly after the War as its 'old enemy from within',
edited, from 1929 to 1930, the review Documents. This
was a far more visually outspoken review than its
surrealist contemporary La Revolution Surrealiste, and
it published a number of photographs by J. -A. Boiffard,
an early adherent to Surrealism, now turned heretic,
which form close parallels to Bataille's articles i n the
review. This paper examined the relationship between
the work of Bataille and Boiffard, and its significance i n
terms of the crisis within Surrealism i n 1929.
Elizabeth Cowling. Rene Magritte: 'Le Joueur Secret',
1927
Le Joueur Secret is one of two key works—the other is
the much better known L'assassin
menace—which
Magritte painted shortly before moving to Paris i n the
summer of 1927 to join the French Surrealist group. The
paper considered the importance of the Joueur Secret i n
terms of Magritte's development, its relationship to
contemporary French Surrealist painting, and its iconographic and stylistic debts to artists Magritte admired—
de Chirico and Ernst, for instance—and to popular and
naive art. Through an analysis of the painting, some
conclusions about Magritte's work as a whole were
attempted.
John Glaves-Smith. British A r t i n the 1940s: NeoRomanticism and Apocalypticism
This paper examined the critical response to English
Neo-Romanticism with special reference to the work
of John Piper and Graham Sutherland. I t traced the way
that i t became identified and perceived as a special
tendency. I t also showed how the writers of the 1940s
termed 'neo-romantics' or 'apocalyptics' had a quite
distinct attitude to the visual arts which had more i n
common with developments i n Surrealism in the late
1930s. The theoretical basis for this i n Herbert Read's
use of the concept of 'Organic Form' was discussed.
Christopher Green. French Resistance to Geometric
Abstract A r t , 1916-1925
Both Mondrian and Malevich considered their abstract
painting to be the logical conclusion to Cubism. This
paper examined why and how Cubism itself i n Paris
resisted such conclusions. Starting with Albert-Birot's
claim i n 1916 that a more abstract art was inevitable, the
paper traced the ways in which the Cubists, the Purists
and their supporters made certain i t was not. Attitudes
to the relationship between painting and decorative art,
and between painting and metaphysics were discussed.
Then, having noted that Cubism started from the direct
'analysis' of nature, an attempt was made to show how
(theory following practice) an elaborate theory was
developed between 1917 and 1924 that justified the
'purity' of Cubist art and at the same time its necessary
links with nature—a theory which also acted as a
durable defence against abstraction. The writings of
Reverdy, Huidobro, Gris, Braque and others are all
brought to bear here. Finally, an attempt was made to

show that i t was a change in the attitude of Cubist and
Purist painters to decorative art that opened the way
for geometric abstract art i n Paris, and material from a
newly discovered interview with Leger, published i n
1923, was used to substantiate the point i n a new way.

day, but others can be recovered using documentary and
literary evidence, together with inscriptions on the
objects and their decoration. This paper merely introduced the topic, which is deserving of much further
research.

J o h n Jones. Oldenburg's Objects

R o b e r t H i l l e n b r a n d . C l a s s i c a l influences i n early I s l a m i c
Art

I n the mid-'sixties Oldenburg embarked on a project to
make a soft sculpture of an automobile. That period was This paper dealt i n detail with two key monuments of
one i n which machines of all kinds and kinetic art were early Islamic art i n Syria: the Umayyad palaces of
exhibited i n art galleries, possibly as part of the reaction Khirbat al-Mafjar and Mshatta, both datable i n the
to anti-machine Abstract Expressionist theory. Olden- 740s. Both draw i n part on diverse Roman models: the
burg's work is not part of this machine-as-art movement, villa rustica set amidst an intensively exploited agribut derives from certain Surrealist procedures summed cultural estate, and the frontier fort. But while these
up on Ozenfant's phrase: "to see the organic i n the models offered a useful point of departure for Umayyad
inorganic". Picabia and Duchamp provide examples, architects, they were re-interpreted i n a radically new
both treating erotic subject-matter with images which was to fit the bohemian lifestyle of the Arab princes. A t
derive from machinery. Tinguely's machines parody the same time these palaces express, i n a highly formal
virile or violent human beings (short film shown). Guilty way, the majesty of the new Islamic imperium; they play
of Ruskin's 'pathetic fallacy', these artists combine with a political and a propagandist role not found i n their
Disney (short film shown) to anticipate Oldenburg's soft models. The key elements which best express this
erotic 'machine-made' objects. On tape Oldenburg function of the places are threefold: the audience
himself speaks of this aspect of his work, asserting that chamber, the gateway and the bath. I n each case the basic
there is a level at which his sculpture is full of sexual inspiration is taken from classical architecture but the
reference but that this is a characteristic of the motifs further development of each building type proceeds
themselves, ie, that the designer of everyday objects, along markedly non-classical paths. This paper showed
sometimes intentionally, but i n part unwittingly, invests that the alien influences which transformed these
them with erotic properties. He also says that when i t is originally classical elements were rooted partly i n the
being made, he is pleased if his art begins to suggest the new functions which these features served and partly
erotic as he then feels he is on the right track. Never- in the millennial traditions of imperial Persia.
theless, he says, the erotic aspect of his work gets overstressed and he would like more attention paid to the Peter K i d s o n . Architecture a n d the Twelfth-century
formal aspects of his work. Although starting with Renaissance
difficult, problematic material he aspires to make of i t The historians who put forward the proposition that
a formal 'classical statement'.
something which deserved to be called a Renaissance
took place during the twelfth century, did so almost
entirely with reference to interests and activities that
M e l i s s a M c Q u i l l a n . Artists a n d T h e a t r e i n P o s t - W a r
could be related to the literary inheritance from anP a r i s : Aspects of a crisis of the A v a n t - G a r d e
tiquity. They did not ask whether the performance of
For roughly a decade begining i n 1917 with Picasso's
the visual or manual arts could be invoked to support
contributions to the ballet 'Parade' a number of painters
their thesis, or whether all the arts behaved i n similar
prominent in the pre-war Parisian avant-garde produced
ways. I n fact the manual arts do not seem to have been
stage designs, primarily for commissions from the
in phase with the liberal arts i n this respect, nor with
Ballets Russes, the Ballets Suedois and the Soirees de
each other. Toward the end of the twelfth century and
Paris. These designs were bound to shifts i n patronage
during the first decades of the thirteenth, some sculptors
and public, and they accepted conditions imposed by the
and painters i n N . W . Europe seem rather belatedly to
commissions. They acknowledged conventions of theatre
have conformed to the expectations of historians who
and asserted a pictorial vision. This paper proposed that
think in terms of a Mediaeval Renaissance; but the
theatre design became part of a dialogue reaffirming the
history of architecture followed a different pattern. I f
viability of painting, both within the work of individual
there was a period when mediaeval architects showed
painters and i n opposition to the absorption of art into
sustained and serious interest i n classical forms, i t was
a condition of theatricality as reflected by contemporary
during the eleventh century and early decades of the
vanguard Dada activity. I t suggested that the implictwelfth; and i f any kind of architecture can be said to
ations of the positions towards theatre taken up by
correspond to the literary and scholastic activities i n
various artists offer a key to a crisis of the avant-garde.
which historians like Haskins were interested, this was
what we call Gothic. As Gothic is ostensibly some sort
4. The Renaissance, the Middle Ages and Renascences. of antithesis to everything classical, there seems to be a
Convener: Peter Lasko
serious problem here—whether of terminology or interA l a n B o r g . T h e Iconography of A r m o u r
pretation. The purpose of this paper was to suggest ways
This paper dealt with the significance of arms and i n which this apparent paradox might be resolved.
armour for medieval and Renaissance men. Armours
or swords were not merely functional objects, but were J o h n Onians. O l d T e s t a m e n t R e v i v a l s from C h a r l e invested with magical and religious properties. Some of magne to Julius I I
the symbolic interpretations have survived to the present Major periods of innovation and development within

western art have often been understood chiefly in terms
of the revival of Classical influence. This is particularly
true of the Carolingian and Italian Renaissances. Yet the
idea of a periodic cultural revival is as established in
the Old Testament as in the Classical tradition and
those very periods usually characterised as Classical
Renaissances can with equal justice be seen as Old
Testament revivals. Thus Charlmagne's artistic programme can be seen as one of the religious art of the
ancient Jews and the chapel at Aachen as modelled on
the Temple at Jerusalem. While from Nicholas V to
Julius I I the Renaissance Popes professed a much
greater interest in relating the New St. Peters and the
Vatican to Salomonic than to Greek or Roman buildings,
a relationship which explains major features of both
church and palace.
Ann Powell. The Menologion of Basil I I and the Rebirth
of Pictorial Space in Byzantine Art

One of the paradoxes of this 'magnificent but monotonous' manuscript, illustrated at the end of the tenth
century in the Imperial Scriptorium in Constantinople,
is its uniformity of style. Not only do we know the names
of the painters, but also the types of models they used,
ranging in date from the early Christian period to the
tenth century. Whereas earlier painters in the Imperial
Scriptorium had faithfully reproduced the style of the
model, Pantaleon, Basil IPs leading painter, imposed an
entirely new style. He placed the figures within a boxlike space defined by hills and architecture set against a
gold ground. Some of the buildings can be identified as
topographical representations of famous churches, but
many are purely conventional, derived from the type of
architecture used in classical landscapes. But the late
classical impressionistic tricks, broken brushwork and
subtle gradations of tone and colour to create the illusion
of space, have been ruthlessly suppressed in favour of
clarity of construction. This stage-like space allowed the
artist to express a new interest in human personality
which is clearly seen in the cycle of paintings illustrating
the Life of the Virgin.

understanding of such artists as Ghiberti, Uccello, Fra
Angelico and Pisanello, in whose work the Gothic and
Renaissance strains are inextricably mixed, and even
contributes to the understanding of Leonardo, the
central figure of Pater's book, whose drawings of plants
may be interestingly compared to the sculpture of
thirteenth-century capitals.
William Wells. Jean Perreal: Designer of Tapestries

The history of French art during the late fifteenth and
early sixteenth centuries before the arrival of Rosso and
Primaticcio and the establishment of the School of
Fontainebleau is beset by two major problems: (a) What
did the court painter Jean Perreal produce to acquire the
considerable reputation he enjoyed during what appears
to have been a productive working life of some fifty years
under three successive kings, (b) who was or were the
unknown master or masters who designed the famous sets
of tapestry called La Dame a la Licorne (Cluny Museum,
Paris), The Hunt of the Unicorn (Metropolitan Museum,
New York), and other stylistically related tapestries of the
Loire Valley group. An examination of the numerous
documents relating to Perreal and his workshop in Lyons,
where he chiefly resided from 1483 until his death in
1530, with these problems in mind suggests that they
may cancel one another out in that the documents
indicate a remarkable correlation between the pageants
which Perreal was responsible for organising to mark the
'Entrees' into Lyons of royal and other persons and some
of these French tapestries. The geographical position of
Lyons made it the gateway to Italy at a time when the
military ambitions of the three French Kings he served
were focussed on that country and its reputation as a
centre of art and culture rivalled or even out-rivalled
that of Paris. Finally the question was posed: if Perreal
was the master of the Unicorn tapestries, could he also
have been the Master of Moulins?
5. Nineteenth-Century French Art. Convener: Peter
Fitzgerald
Anthea Callen. Impressionist Painting technique

Using as a basis the Impressionist paintings in the
Giles Robertson. Apollo in Picardy: Pater's idea of the National Museum of Wales, this paper discussed the
ways in which grounds—in particular tinted or coloured
Renaissance
grounds—were used by these artists. I t was concerned
Pater's Renaissance is a book perhaps more often spoken
to analyse the development of tinted grounds in the
of than read and if read then selectively rather than for
19th
century
for
oil
painting,
their
general
disseminits message as a whole. This message is that the origins
of the Renaissance lie in developments in France in the ation on a commercial scale by colour merchants and
twelfth and thirteenth centuries. The truth of this manufacturers, and the changing ways in which artists
judgement may be illustrated by a comparison between used them. The 1870s seem to have been a key period
the tympanum of the Madeleine at Vezelay and that of in which artists, in particular Monet, Sisley, Renoir,
the Port ail Royal at Chartres. I f we turn to Italy we see Pissarro and Cezanne, were exploring new colouristic
how the influence of these French developments enabled possibilities, especially in the exploitation of coloured
Nicola Pisano to penetrate and fruitfully imitate the grounds in active dialogue with the paint layer. To what
examples of antique sculpture which lay to his hand. extent was this a continuation of techniques used
We see here one of the basic sources of the Renaissance earlier by such artists as Millet and Corot, and to what
but the influence of the renewed humanism of Byzantine degree does the Impressionist work of the 1870s
art in the twelfth century is equally important, though represent an innovatory departure from previous painting
this theme cannot be pursued. Returning to the question methods?
of Northern influence it is suggested that the Renaissance style should not be thought of in Italy as in Peter Fitzgerald. Daumier's first exhibition
conflict with the Gothic, but rather as a complementary Amongst the 94 paintings on view in the 1878 exhiblocal development of it. Such a viewpoint facilitates the ition, 17 had been contributed by Daumier himself.

The character of this selection has not received critical
attention although it has been recognised that it must
represent Daumier's retrospective view of the highpoints of his art. The exhibition as a whole was
arranged by his friends and contemporary reviews
established the warm critical tone which has prevailed,
largely without examination, in the Daumier literature
to the present day. Could there have been an alternative
exhibition of Daumier's art? Can there be an alternative
critique to that which was established in 1878? This
paper examined these questions in a context which
includes the three paintings from the 1878 exhibition
now in the National Museum of Wales.
Nicholas Green. Theodore Rousseau and the critics

How important are the critics, how much do they affect
artists? This paper aimed to explore the relationship
between the critics and Theodore Rousseau, one of the
leading landscape artists of the mid-nineteenth century.
As a proponent of 'pure landscape', whose paintings
were systematically excluded from the annual Salon
between 1836 and 1848, Rousseau was particularly
dependent on and vulnerable to critical reactions.
Amidst the general praise which his work later received
there were often persistent objections to his technique
and it is interesting to see how, in different circumstances, the artist responded in different ways to critical
admonition.
John House. Monet's 'Waterlilies'

This paper discussed the development of Monet's
paintings of his lily-pond, with particular reference to
the series of 1903-1909 (from which there are three
canvases in the National Museum of Wales), and
examined Monet's aims in these paintings, and the
problems which he had in executing them.
Brian Petrie. Gautier and Puvis de Chavannes

Theophile Gautier was the critic who welcomed Puvis
de Chavannes' exhibits at the Salon between 1859 and
1870 more enthusiastically than any other. This paper
considered the aesthetic values perceived by Gautier to
be central to Puvis's art, and sought to place them in the
context of Gautier's own Art for Art's sake aesthetic.
I t asked: did Gautier's views help form Puvis's mature
manner in any way? Some aspects of the personal
friendship between the two men were also considered.
Ronald Pickvance. Renoir: ' L a Parisienne'

Renoir's La Parisienne, now in the National Museum of
Wales, was one of seven works which he exhibited at the
first Impressionist exhibition in 1874. Other exhibited
works including La Loge (Courtauld Institute) and La
Danseuse (National Gallery of Art, Washington). How
far was Renoir bidding to be recognised as a figure
painter, a rival to Manet as well as Carolus Duran? Was
an Impressionist figure style a possibility with its own
specific character and recognisable characteristics? How
far would it feed off the Old Masters (Velasquez and
Titian)? How far off photography and the Japanese
print? How far off the fashion plate? And need it to be
exclusively tied to the concept of modernite? Renoir was
not alone in giving his painting the title of Parisienne:

the usage became widespread in the 1860s and the 1870s.
The range of possible interpretations was touched upon
in this paper.
Virginia Spate. Cezanne and Ovid

Cezanne's representations of Bathers have generally been
analysed in terms of the sources of the individual
figures, without considering whether he was influenced
by any specific compositional types. I t is possible that
a source for a group of paintings of four or five female
bathers may be found in past representations of stories
from Ovid's Metamorphoses—which remained a favourite source for contemporary representations of nude
ngures in landscape settings. I t is further suggested that
this source may reveal something of the content of
Cezanne's representations of nude bathers.
6. Northern Baroque. Convener: Christopher Brown
Charles Avery. Sculpture in Painting

Interiors of art galleries or artists' studios constitute a
special class of painting in the Netherlands in the
seventeenth century. The precision with which real
pictures are rendered in miniature in these scenes makes
them valuable documents to the historian. Sculpture
also appears, though less frequendy, and this merits
consideration: the selection of Antique, Renaissance or
contemporary work indicates the taste of artists and
their patrons, and occasionally the appearance of lost
works by major sculptors.
Kristin L . Belkin and Elizabeth McGrath. Transformation and Invention in Copies made by Rubens

Rubens, that most creative of copyists, set, his own
stylistic stamp on everything he touched. His versions of
the works of other artists are often, indeed, distinguished
by changes not just of form, but in composition and
even in subject matter. This paper brought together
examples of such transformation from every period of
Rubens's art, some familiar and others not previously
discussed. In his earlier copies, Rubens sometimes
re-organises together on a single sheet figures and
motifs extracted either from one picture or illustrated
book, or from quite disparate visual sources. These
images, grouped in a 'pattern-book' type of classification
—with for example, a page devoted to exotic headdresses and another for naked females— were clearly
collected by the artist for convenient reference, with his
workshop particularly in mind. Other rearrangements
in Rubens's copies had no such practical purpose. The
paper showed how, by re-grouping elements supplied
by one, or occasionally multiple models, Rubens ingeniously created from his own self-imposed restrictions, scenes quite novel in their composition and in
their meaning. Rubens's approach here, at once literal
and fanciful in its artistic 'borrowings' is unparalleled
in Western art.
Christopher Brown. Carel Fabritius and large-scale
decorative painting

A remarkable document of 1660 records a plea by the
Delft widow of a brewer. She was selling her husband's
brewery and requested permission to rip out that part
of a wall on which Fabritius had painted a mural. There

are other early references to large-scale decorative
works, i n fresco and on canvas, by Fabritius. None,
however, of these works exists today. The paper
attempted, by a study of the documents and of the work
of Fabritius' contemporaries, to reconstruct the appearance of these lost paintings.
Kerry Downes. 'Taken from Life' by Rubens

Ruisdael has long attracted comment as a thinker, and
recendy an attempt has been made to relate his imagery
to biblical and literary texts. I t was the thesis of this
paper that Ruisdael's cannot be read in so literal a
manner, but that the arrangement of the landscape and
the combination of features reflect a general structure
that yields an insight into reality. This applies equally
to works of other landscapists of the period and serves
as a basis to assess the meaning of their works.

Rubens's use of likeness ranged between the generalized
features of a typical or symbolic image and the absolute
individuality of a portrait drawing; likeness for him was 7. General Section
significant when i t was appropriate, and appropriate Philip Barlow. Picturesque Travellers in Wales, 1770when it was significant. With a notable exception in the 1820
Medici Cycle, portraits of himself and his family were Artists visited Wales in increasing numbers from the
not appropriate to history pictures, although from his 1770s and their activity is obviously related to the growth
own time onwards such portraits have been supposed. of tourism in the same period. Writers who published
Portraits should not be seen in the Prado Garden of Love tours between 1770 and 1822 share a genetically
or in the figures sketched on the back of his last drawing picturesque approach, based upon a limited experience
of his first wife. The Pelsken in Vienna is a particular of pictures—only Salvator and the engraved works of
case, which not only shows Venus (as Julius Held has Wilson are commonly quoted—and without regard to
demonstrated) but also exploits the ambiguity between the distinctions introduced by theorists. There is a unithe goddess and Helena Fourment. The features of this versal predeliction for waterfalls, and a strong preference
picture which some critics consider unaesthetic can be for scenes rich in "accompaniments". Mountain scenery
explained in the light of Rubens's own remarks on the unsoftened by such accompaniments is evaluated i n
differences between human figures and classical marbles.
terms of a melodramatically conceived Sublime, or
dismissed as "dreary". From about 1790, tourists beSheila Somers Rinehart. D u Quesnoy: T h e Williams- come more conscious of light effects and atmospheric
town Marble Head
conditions, but there is no major shift or extension of
A marble fragment was found in storage at the Williams sensibility corresponding to the enlargement of naturalCollege Museum of Art, Williamstown Massachusetts, istic content and imaginative scope found in Turner,
late in 1976. The fragment bears a strong resemblance Girtin and some of their younger contemporaries. There
to the head of the right-hand putto on the Adrian is, on the contrary, a continuity with the conventional
Vryburgh monument by Francois du Quesnoy i n the taste of the Victorian period.
church of S. M . dell'Anima in Rome (1629-30). The
character, purpose and possible origin of this piece was Ivor Davies. Duchamp and 'Le Rire': Irony and humour
discussed in the paper. A small silver sculpture of a inspired by the machine
Christ child, attributed to du Quesnoy, was also pre- Moods alternating from optimism to pessimism with
sented.
regard to machines were expressed in art and mechanical
illustration throughout the Industrial Revolution and
William W . Robinson. T h e Meaning of Nicolaes Maes into the period of mass-production i n the 1900s. The
'Eavesdroppers'
philosophical background of Duchamp's Large Glass is
This talk offered a new interpretation of six paintings by recognisable in one of Bergson's essays, 'Laughter' in
Nicolaes Maes generally believed to represent chamber- which the comical is attributed to automation or
maids or housewives eavesdropping on amorous couples. mechanical inelasticity. Knowing Marey's diagrams reEvidence drawn from seventeenth-century literature, cording movement, Duchamp would also certainly have
particularly emblem books, suggests that these pictures seen Marey's book Animal Mechanism, a Treatise on
have a moralising theme: the viewer is admonished to Terrestrial and Aerial Locomotion in which the ingenious
bridle his or her sensual and emotional excesses. Specific- machinery for recording movements of man and the
ally, Maes condemns over-indulgence in food and drink, flight of birds is illustrated.
speech, anger and sexual activity. The painting called
Dreaming or The Girl at a Window may also be an Duncan MacMillan. The Bard and eighteenth-century
artists
allegory referring to restraint of the tongue.
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John Walford. T h e Iconology of Ruisdael's Landscapes

This paper examined the influence of ideas of literary
history upon eigteenth-century painters, drawing upon
Shaftesbury's concept of the artist/poet as having two
responsibilities, the one imaginative and the other moral.
These were epitomised in the idea of the Bard as a
poetic representative of primitive or natural society, and
realised in the moral series as it developed from
Hogarth to Blake.

Landscape painting has remained largely untouched by
iconology, yet it cannot be without meaning. General
types have long been recognised, with Dutch art characterised as vulgar, at best good imitation. While
contemporary art historians have lifted the veil of
appearances from genre and portraiture, Stechow in his
history of seventeenth-century Dutch landscape painting
restricts himself to tracing an evolution of compositional Michael Snodin. William Beckford's
schemes. But what of their significance? Jacob van Beckford's building and collecting activities have been

extensively studied; his silver, much of which survives,
is less well-known. The earliest pieces made for him, i n
1781, are i n the fashionable neo-classical style. Much
more remarkable is the silver made between 1812 and
1822 while he was living at Fonthill Abbey. Many of
the pieces closely reflect Beckford's collection of objects
de vertu and are among the earliest pieces of historicist
silver to be made in England. Their unity of style, and
the cross-references to the other furnishings of the Abbey
strongly suggest that they were designed by Beckford
himself.
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