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ART HISTORIANS' CONFERENCE—NORWICH 1980
Professor Andrew Martindale writes:

I am taking this opportunity on behalf of the Executive Committee of the Association and my
colleagues at the University of East Anglia to offer a warm invitation to all fellow members to
come to the conference at Norwich this March. For those who have never been to Norfolk before
or who wish to revisit a familiar county, who have never seen a 'new' campus university (much
less lived on one), who wish to visit at leisure the much publicised Sainsbury collection in its
Foster Associates building—such a weekend in the company of colleagues and acquaintances
clearly has much to offer.
University of Sussex
Art History and Museum Studies
Alan Borg, Keeper, Sainsbury Centre for Visual Arts,
University of East Anglia
House and Home (with special emphasis on industrial
design and aspects of commercialisation)
Stefan Muthesius, School of Fine Arts and Music, University of East Anglia
Neo-Classicism and Romanticism in sculpture— problems in aesthetics and patronage
Alex Potts, School of Fine Arts and Music, University of
East Anglia
In addition, we are taking advantage of the presence of
the Sainsbury Collection to organise an evening discussion on a subject of increasing interest to our profession
Abstraction
—the study of non-western art. Dr. Peter Gathercole of
Jane Beckett, School of Fine Arts and Music, University
Cambridge University Museum of Archaeology and
of East Anglia
Anthropology has agreed to invite speakers for the disThe Parish Church
cussion which will take place on Sunday evening in the
Sandy Heslop, School of Fine Arts and Music, University gallery area of the Sainsbury Centre.
of East Anglia
Finally, the conference will be accompanied by three
special exhibitions in addition to the permanent SainsArt History: Theories of Interpretation
bury collection and the Anderson Collection of Art
Michael Podro, Department of Art, University of Essex
Nouveau. The Keeper of the collection hopes to show an
Norfolk and the North Sea
exhibition of medieval sculpture from Norwich Cathedral
John Gage, Department of History of Art, University of and also to exhibit the University collection of 20thCambridge
century (mainly Constructivist) art; and Librarian will
Art and Politics
display an exhibition of illustrated books in the Library.
Adrian Rifkin, Department of Fine Art, Portsmouth Administrative Arrangements
Polytechnic
The Norwich conference poses a number of problems for
Problems in Landscape Art
myself and my colleagues as organisers—especially from
Marcia Pointon, School of English and American Studies, the point of view of forecasting numbers of people

We are taking especial care to organise interesting and
stimulating study sections. Here members will notice a
number of changes. The sections are organised to follow
themes and subjects rather than periods. There will be
fewer papers in each section allowing for longer periods
of discussion. Some organisers are considering initiating
discussion by inviting 'respondents' to prepare in advance
comments on the papers. All this will, I hope, make it
clear to fellow members that we consider the academic
content of the conference to be its most vital and worthwhile aspect. For those who failed to secure a list of the
individual sections and their organisers at the London
conference, I am reprinting the details below. Many of
the organisers will still be pleased to receive suggestions
for contributions.

attending and their individual requirements. We anticipate that many members will have friends and relatives
living in the area and that this will affect the demand
particularly for accommodation at UEA and for places
on coachtrips during the Sunday. (At previous conferences, the Association has lost money on either or
both of these accounts). Please, therefore, fill in the
enclosed postcard forecasting as best you can what you
think you will want to do. Except in the case of accommodation booking fees, no irreversible decision is involved; but it will give us an indication of your intentions.
PLEASE RETURN T H E ENCLOSED POSTCARD
BY i st DECEMBER
Dates of Conference
Friday 28th March (noon)—Monday 31st (tea-time).
Place:
University of East Anglia, University Plain, NORWICH
NR47TJ
Fee
Members £10.50 Student Members £4.50 Non-members
£ 1 3 (This fee includes unlimited entrance to the University collections and special exhibitions in the Sainsbury
Centre. Fees are non-returnable. To encourage early
booking reduced rates are offered for fee payments
received before January 15th 1980. These reduced rates
will be respectively £10, £4 and £12.50.)
Accommodation
The University is offering single rooms on the campus,
bed and breakfast, at £6.44 per night. (A few twinbedded rooms may be available.) A limited number of
these rooms will be reserved in advance by the Association. I f you would like to secure one of these rooms,
please say so on the enclosed card and send a £6 nonreturnable reservation fee. Your accommodation problems
for the Conference will then be settled.
Hospitality
We shall be entertained to sherry by the Vice-Chancellor
on Friday evening at 7pm; and a civic reception will be
given by the Lord Mayor of Norwich from 7.30 to 9pm
at Norwich Castle on Saturday evening. Before the discussion on Sunday evening, I and my colleagues hope
that members will join us for wine in the School area of
the Sainsbury Centre. Finally, a group of publishers will
be offering us a buffet lunch on Saturday, using the
opportunity to display their current books and to introduce us to their future plans.

visiting and we hope that members will enjoy the opportunity of exploring this part of England. The expeditions
are still in the planning stage but we hope to offer a blend
of medieval churches and castles and country houses
together with the possibility of visiting such towns as
Kings Lynn, Great Yarmouth and indeed the city of
Norwich itself. The cost will be additional to the Conference fee.
PLEASE INDICATE ON T H E ENCLOSED POSTCARD WHETHER YOU T H I N K YOU W I L L WISH
TO JOIN A N EXPEDITION ON SUNDAY.
(No firm commitment is involved at this stage).
Andrew Martindale
Professor of Visual Arts
University of East Anglia
STOP PRESS. Members of the Working Party on the
History of Art in Schools will report and invite comment
at the Conference.
MEMBERSHIP SUBSCRIPTION RATES 1980
The Ordinary Membership subscription to the Association has been held at £ 3 p.a. since the inception of the
Association five years ago. Over the same period the retail
price index has doubled, and this huge increase has of
course been reflected in the Association's outgoings. At
the same time the range of services offered to members
has also increased. The Bulletin has been enlarged and
improved, conferences (both Annual Conferences and
special ones like last year's Giambologna Conference)
have been subsidised, and there has been a general expansion of our activities in support of the membership,
its needs and problems. Naturally, we would hope to
continue to expand and improve the Association's
services to its members. But in 1978, substantial administrative costs were a major factor contributing to our
large deficit; and with membership increasing, secretarial
time and administrative overheads are rising annually.
The membership subscription rates have been kept
artificially low over the past two years, while Art History
has been getting established; now, the rates must be
raised so that our increasing costs can be financed by
subscription income rather than by further drawing on
our reserves. We propose that the Ordinary Membership
subscription should rise to £4.50 p.a., and the Student
Membership to £ 2 p.a.

The production costs of Art History are at present
substantially higher than the income received by Routledge & Kegan Paul from sales and other sources. They
therefore need to increase the subscription rate of the
Conference Dinner
journal to members of the Association to £7.50 p.a.:
In response to a suggestion made at the London Con- still, in our view, a very reasonable price for the nowference, we shall organise a conference dinner in the proven quality of the Journal and its contents. The full
Sainsbury Centre Restaurant on the first evening (Friday) rate subscription to the Journal will of course also rise, to
following the Vice-Chancellor's sherry party. The cost is £ 1 5 , maintaining both the differential between the Pubadditional to the conference fee and will be in the region lisher's rates and the significant saving to members of the
of £8—£9 per head (including wine). W O U L D YOU Association. The rise in the price of the Journal and the
PLEASE INDICATE ON T H E ENCLOSED CARD rise in the Association's membership subscription have
WHETHER YOU W O U L D L I K E T O COME T O been timed to coincide in 1980 partly in order to ease the
T H E DINNER (N.B. No firm commitment is involved at administrative burden produced by such a change. The
this stage).
new Ordinary and Joint Membership subscriptions (respectively £ 1 2 and 16.50 p.a.) can still, of course, be
Sunday Expeditions
Norfolk is extremely rich in places which are worth claimed as an allowance for tax purposes.

The new subscription rates, from 1980, are therefore:
Ordinary Member

£12.00

Joint Members

£16.50

Student Members

£ 9.50
(or £ 2 without Art History)
Life Members subscription to Art History £7.50
May I remind Student Members that they may not
pay the Student subscription rate for more than six years.
Part-time post-graduate students are not entitled to
Student Membership of the Association.
All members are strongly urged to pay their subscription by Banker's Order.
Please will members paying their subscription by
Banker's Order for the first time next year complete the
enclosed form and return it to me, not directly to their
Bank. Would members who are amending existing
Banker's Orders please send the enclosed form directly to
their Bank. I would be grateful if all members paying
their 1980 subscription by Banker's Order would deal
with this matter as soon as possible: much time and
many postage-stamps are wasted annually in writing
reminders to members to amend Banker's Orders and to
renew membership of the Association.
Francis Ames-Lewis
Hon. Treasurer
Department of History of Art
Birkbeck College
University of London
Malet Street, London W C i E 7HX
WHITHER ART HISTORY?
Professor Peter Murray's talk at the 1979 Conference
under this heading contained so much material of general
interest that it has been felt appropriate to reprint a
slightly abridged version of it. It should be remembered,
however, that it was written to be spoken, not published.
[Talk begins]
More than thirty years ago, when I first presented
myself at the Courtauld Institute, Charles Clare, the
Registrar, said to me—and I can hear his voice now—"of
course, dear boy, you do realise that you can't make a
living out of art history?" Fortunately for me he was
wrong, but there is no possible doubt that what he said
was well-meant and largely true, since, in the later 1940s,
there were virtually no graduates of the Courtauld
Institute employed by museums or universities, or indeed,
anyone else. My second quotation is much more up-todate and comes from an official source—nothing less than
the most recent Report of the Trustees of the National
Galleries of Scotland. They say: " I n 1880 art was
scarcely admitted into the school curriculum, and the first
history of art department in the country had only just
been established—in the University of Edinburgh. Now,
a hundred years later, the educational scene has been
transformed . . . There are now 21 universities offering
courses on the history of art outside London, besides a
growing number of polytechnics, and the students coming
to them have been taught at school that the visual arts
are an important element of civilised life."

In 1961 the Burlington published an editorial which
listed 16 out of 27 universities as offering some kind of
instruction in art history, and, of course, no Polytechnics,
which then hardly existed. A rough count which I made
recently shows even larger figures than those in the
National Galleries' Report—I make the total 24 (25 if you
include the Open University) out of something over 40
universities plus at least 6 major Polytechnics, where
some 277 students were registered in 1978. These figures
need a little amplification. For example, the universities
vary very much in the amount of teaching provided . . .
In fact, I would estimate that teaching, for first degrees
and higher, is confined to London and about 8 other
centres.
Remarking that these nine centres produced over 90 per
cent of university art history graduates, Professor Murray
went on to explain his figures for Polytechnics.
The figures I have given are those for students engaged
in full-time degree or post-graduate courses on the
History of Art or the History of Design as a single subject
—i.e. the equivalent of full-time Single Honours students
in Universities. They do not include the large numbers of
staff and students engaged in modular and similar courses,
where the student spends part—usually less than half—
of his time on the History of Art. There are courses of
this nature at Oxford, Middlesex and Manchester Polytechnics but no accurate figures are available. More than
these, however, are the very large numbers of art students
engaged on what used to be the Dip .AD courses and
who are required to spend a small amount of time on the
study of art history: technically, 15 per cent on art
history and complementary studies, but I don't want to
go into the vexed question of defining complementary
study, or, for that matter, how much is 15 per cent. For
my purpose today it is enough to note two very important
facts about these students; first that their sheer numbers are such that they engage the full-time attention
of a significant number of professional art historians—in
other words, many of the people in this room; and,
second, that rather more than half of them will probably
end up teaching in one form or another, the bulk of them
in secondary schools. For this reason, they must be
considered as potential teachers of art history as well as
recipients of 15 per cent, and their future role worries
me more than what they do with their time at art school.
In the same sense, we must remember that practically
all primary school teachers, as well as many secondary
ones, are trained in B.Ed courses given in Teacher Training Colleges, and not in the Dip.AD-type courses given
in Polytechnics or Art Colleges. They do not have any
fixed proportion of their time devoted to the history of
art—indeed they are obliged to spend more time on
Educational Theory than on the practice of art, so it is
not surprising if, in all too many Teacher Training
Colleges, the teaching of the history and theory of the
visual arts is, at best, scrappy, and at worst positively
harmful. I am not too pessimistic about this, since there
have been improvements in recent years and more are
on the way. One major step forward has been made here
in London, where largely due to Peter Draper and the
co-operation of the Institute of Education, it has been
decided to separate the teaching of Art History from the

A r t component of the B.Ed; so that, for the first time, i t
will be possible for a student teacher of History to take
an A r t History option with no practical elements. This is
a small step i n a very significant direction, for i n future
years i t may well become common for A r t History to be
taught at 'A' level (or whatever i t will be called by then)
by the History Department as well as the A r t Department. Indeed, the new London A level syllabus specifically suggests such co-operation between departments. T o
my mind, this would be an excellent idea. Of course, the
vast majority of those undertaking an art history course
w i l l continue to be art rather than history specialists, but
there is now no reason why, for example, a student whose
main course is French should not also learn something
about French art as well as literature: I am sure such a
teacher would be better fitted to teach French classical
drama if he or she had at least seen one Poussin.
Commenting on the old myth that the appreciation of the
visual arts is provided by parents and home background
and never needs to be taught, Professor Murray spoke of
the need for visual literacy:

Even nowadays, children are taught to read—it is not
too wildly ambitious to say that they should be taught to
see, and to discriminate between shapes and colours as
they are taught to distinguish between types of poetry or
prose. What is ambitious, however, is the reason why I
am standing here today and venturing outside my own
small art-historical patch. I t is, quite simply, that I believe
that visual skills are necessary for civilised life as well as
linguistic or intellectual ones. Nothing new, you may say,
i n t h a t — i n fact, platitudinous. No. What is new and
important is that the achievement of this aim is actually possible, i n the not too distant future, and i t has
been made possible by the existence of the Association—
that is, by you—and by the fact that we can exert a very
considerable influence on the teaching of art history not
just i n Polytechnics and Universities, but right down to
Primary School level. We can do this because we can
formulate and express views on the formation and postgraduate training of teachers of all kinds, if only because
we have all kinds of teachers in our Association.
The President of the Historical Association pointed
out to me how essential i t is for an Association such as
ours to be fully representative of the whole profession, so
that we can have experts on call when needed. Consider,
for example, the recent project for N and F-levels. So far
as our subject is concerned, this can only be described as
a shambles i n the strict Dictionary sense—a bloody mess.
On the other hand, the Historical Association was consulted and the result was a perfectly reasonable syllabus
which i n some respects is—so I am told—an improvement on any existing A-level. We should ponder that
lesson.

is to make certain that the art history lessons get as much
time, and are taken as seriously, as those i n French or any
other subject.
There is no point i n being bashful about this, because
up to now the art teachers have never pretended that
anyone would pay serious attention to the idea that an
A-level i n art history should be taught for two years and
for as many hours a week as any other subject—English,
for example. We have all seen the grim spectacle of
students attempting A-levels after one year of scrappy
instruction and failing i n droves: I even know of one
place where every single candidate was failed for three
successive years before the penny dropped. I t now produces well-prepared candidates, but i t was very hard on
their predecessors. The failure rate is still far too high,
but i t must be made clear, especially to Head Teachers,
that a serious subject has to be taken seriously. Since the
numbers of students wanting to study our subject are
rising steadily we can and we must take ourselves
seriously. By 1981 there will be well over 3000 candidates
for the various A-levels i n art history as a separate subject
from a r t — i t is i n 1981 that the first candidates w i l l be
taking the new London A-level, and i t seems certain that
there w i l l be about 1000 entrants i n the first year. Now
these are figures which allow us to formulate a policy and
entitle us to state our intentions clearly. We must
establish and foster links with such bodies as the Schools
Council, the University Extra-Mural Departments, the
Museums Association and the Education Departments
of national and local Museums, the Historical Association,
the Classical Association, the Modern Languages Association, and, above all, the Examinations Boards for O and
A-level and the DES itself.

For one Examining Board at least— and i t is doubtless
true of others as well—the A-level i n art history attracts
nearly as many candidates as French and more than all
other languages, ancient or modern, put together. I n
1977, there were 1200 O-level and 1800 A-level art
history candidates (and 2000 French) for that one Board,
and i t is important to remember that the figures for art
history are still rising, while languages, I am sorry to
say, are i n decline. The first thing to be done, therefore,

I do not wish to sound as if I were preaching a crusade,
and even less do I want to sound like a militant Trade
Unionist on T V . Being an elderly academic with a
pedantic turn of mind, my first impulse is to suggest the
setting up of a Committee. Never under-estimate the
power of a committee which is well-run and knows what
it wants! What I am suggesting is that the Association
should have a Standing Committee on Education, the
sole purpose of which is to keep an eye on the DES and
everybody else, and to make a nuisance of itself when
necessary. I f we do this we can have a major say i n what
is taught to teachers and, therefore, to children in
primary schools and above; we can decide what we want
taught, and for how many hours each week for how many
years i t w i l l be taught, at O-level and, above all, at
A-level. Beyond this we can decide a great deal of the
policy of polytechnics and universities (instead of having
it decided for us and being told to get on with i t ) ; and
here I would like to digress once more for a moment.
Professor Murray went on to discuss the old view of art
history as a vocational study and the preserve of professional scholars, and the more recent view of it as nonvocational, equipping a graduate for any profession.

If we are not all called to be trained i n the Courtauld
Institute to write monographs on the early work of
Osbert Lancaster what is to become of the rest of us? I
have spoken of the impressive numbers of A-level candidates, and the numbers of University and Polytechnic
students will rise even more steeply as more and more

A-level holders will want to read at least part of their
degrees in art history when they arrive at university.
However, this means large numbers of graduates at the
end of the process. Anyone who can remember the vast
numbers of PhDs produced in Germany before 1939 will
feel a premonitory chill. If we assume that all 277 of the
Poly students registered in 1978, plus those in the Courtauld, University College, Westfield, Birkbeck, East Anglia, Manchester, Nottingham, Leicester, Reading, Edinburgh, and a few other places all continue and graduate in
1980 there will be something like four or five hundred
graduates with Single Honours degrees. Many, perhaps
most, will go into teaching i n one form or another, but
the consequence of the rapid expansion in art history i n
the 1960s is that only a handful of art historians—myself
and half-a-dozen others—will be retiring i n 1980, so it is
a matter of absolutely vital importance to see that this
large number of new graduates is absorbed sensibly and
not just shoved in anywhere, as happened i n the not-toodistant past; nor just abandoned entirely as happens in
France, Germany, and Italy to this day. I believe that the
superiority of the British higher education system lies i n
the fact that we regard our pupils as potential colleagues
and not just as numbers to be kept up; and that means,
in turn, that our representative body, this Association,
must have a policy.
I doubt very much whether we ought to have two professions, like solicitors and barristers, so I would reject at
once the idea that History of Art should be taught in
Universities and History of Design in Polytechnics, for
administrative neatness; but there is something to be said
for a basic training followed by specialisation in Design
in Polytechnics and i n Art History i n Universities—at
least it would be worth discussing. Of course there should
also be great differences between courses (though not
between standards) in different Universities and i n
different Polytechnics. For example, architectural history
might be better taught i n the University of X and
Furniture Design better i n Y Polytechnic. What matters
is that there should be several different approaches to the
subject as a whole; but all such approaches must be
taught to the very highest level. Here again the Association can help, for its membership comprises virtually
every competent practitioner i n the country and we must
shoulder the responsibility of maintaining standards; if
we are to make demands we must also accept responsibilities.

summa cum laude to file slides). There is far more need
for good teachers i n schools, and especially i n ExtraMural and Adult Education and i n Teacher Training, so
that it is clear to me that this is where any expansion is
going to take place in the next decade or so, rather than
in conventional undergraduate teaching.
So far I have said nothing about the possible varieties
of curriculum, and it is now too late to do so i n detail. I
should like merely to draw your attention to some yawning gaps in most of our curricula—for example, to the
pathetic ignorance of archaeology and especially archaeological techniques which most of us labour under. Perhaps more accurately I should say / labour under, but
other gaps seem to be in the arts of the East—especially
the art of China—and the decorative arts of Islam. Again,
our students often seem to lack a grasp of the art of the
Ancient World (especially the art of Rome) which makes
their lives unnecessarily difficult. I t is not our fault that
they lack any real acquaintance with the Latin language
and, therefore, with civilisation i n its most literal meaning
—but it does make life harder to have to struggle with
ignorance of the visual tradition as well. Nobody, I think,
would accuse me of being a medievalist, but here again
I find it depressing that the heritage of medieval buildings, not to mention the tradition of medieval studies, i n
this country should be so generally ignored in the planning of art history courses. A different factor arises from
the habit, normal in Universities, of planning a syllabus
round the special interests of staff members—we haven't
got anyone to teach Canterbury Cathedral, but at least
we can have six seminars from Bloggs on early Bakelite
Art Deco . . . There are surely more rational ways to i n troduce the young to art historical method?
I do not want, however, to end on a gloomy note—Not
with a Bang, but a Whimper—so it is perhaps better to
remind you that the future course of art historical studies
in this country will be decided by the people now i n this
room. By you. You are offered a great opportunity and a
great responsibility, and I am content to leave the future
in your hands.

LONDON CONFERENCE 1979

This highly-successful event, organised by Mrs Flavia
Petrie (now Mrs Flavia Swann), took place at the University Institute of Education between 30th March and
2nd April.
The academic programme began with three nourishing
In short, I am suggesting that there should be, both i n
papers on widely-varied topics. Professor H . W. Janson,
Universities and in Polytechnics, a variety of courses attending the Conference from New York as a most
similar to Greats or PPE or the Scottish Ordinary degree; welcome guest, spoke on 'The Image of the Human Soul'
and, in a restricted number of institutions, there should (an investigation into the iconography of the soul i n art),
be Single Honours degrees of the very highest pro- Professor Peter Murray on 'Whither Art History?', (see
fessional level, followed by Higher Degrees reserved above) and the painter Adrian Heath, also making a most
almost exclusively for potential University and Poly- welcome first appearance, on 'Some Doubts Acknowtechnic teachers. Here we would be competing with the ledged; the Artist and Art History'.
Zentralinstitut at Munich or the Institute of Fine Arts at
The following series of papers were then presented.
NYU—and we can hardly be complacent about our
position in that league. I would, however, limit this side Session 1 Byzantium and the West
of the business pretty severely, since I would not like to
see here the deplorable American system of training Convener: Dr. Ann Powell
people for PhDs until they are 30 or more—middle-aged John Beckwith: Byzantine Art and the West: the First
—and too old to start earning a living (and anyway they Phase.
find there are no jobs for them, so that you need a PhD The presence of Byzantine artists at the Court of Charle-

magne was probably the result of the negotiations which
went on between the Byzantine administration and the
West from the late eighth century until the death of
Charlemagne in 814. The evidence is supplied by a small
group of manuscripts of which the most celebrated is the
Coronation Gospels at Vienna. The group includes a
Gospel Book at Aachen, another at Abbeville, and the
Xanten Leaf in Brussels.
Dr Robin Cormack: Was Albania in between}
The mosaic at Durres and the iconography of the Virgin
as Queen were discussed.
Dr Paul Hetherington: Artist or Patron}
It is usually assumed that because an artist can be shown
to have used a particular source or set of sources for his
model, he did himself admire them, and that this was the
reason for his adoption of them. I t was suggested here
that there is evidence that admiration of Byzantine art
may have been greater among some Italian patrons in the
late mediaval period than it was amongst the artists whom
they employed; the distinction was drawn between the
patron who may have proposed emulation of Byzantine
originals, and the artist whose chief preoccupation was
style, rather than model.

and decoration in Britain was reached in 1894, with two
events: the publication of Lethaby and Swainson's book
on Hagia Sophia, and the commencement of Westminster
Cathedral, the major building of the Byzantine Revival,
designed by John Francis Bentley. This paper examined
the influence of Byzantine architecture on Bentley's
design, and explained the significance of the cathedral in
the history of the Revival.

Anna Muthesius: Inscribed Imperial Byzantine Silks in
Western Shrines and Treasuries before 1200
Well over a thousand silk fragments from western shrines
and treasuries are still extent and several hundred more
are known through documentation prior to the thirteenth
century. Amongst the known Byzantine silks only one is
dated, a lion silk from Siegburg. This silk was woven in
the reign of Romanos and Christophoros (921-31). Four
more lion silks with woven Greek inscriptions are known
which can be dated between 867-1025. There is also an
elephant silk at Aachen Munster treasury whose technical
structure and iconography indicate a late tenth-eleventh
century date. The silks use 'Imperial purple' dyes and it
is unlikely that they reached the West by way of trade,
but were probably diplomatic gifts from Byzantium.
John Osborne: The Iconography of St. John the Baptist
and St. John the Evangelist flanking the Mystic Lamb of
God
The Agnus Dei is a frequently-recurring theme in the art
of the Middle Ages. The paper traced the origins of this
imagery, documented the profusion of examples which
suddenly appear in central Italian wall-paintings and
mosaic decoration in the eighth and the ninth century,
and suggested a possible relationship with the Roman reaction to canon 82 of the Quinisext Council (AD 692)
which forbade the representation of Christ through the
symbol of the Lamb.

Session 2 Quattrocento Patronage and Collecting
Conveners: Dr Charles Avery, Dr Francis Ames-Lewis
Dr Francis Ames-Lewis: Tapestry and the Quattrocento
Court
The total loss of the vast number of tapestries bought or
commissioned by Quattrocento princes has distorted our
view of the Italian Courts of the early Renaissance. But
much documentary information survives to establish the
importance of tapestry and to record the development, by
French and Flemish weavers, of the Italian tapestry
industry. Tapestry has many advantages over frescodecoration which Italian princes may have wished to
exploit: richness of colour and texture, warmth and
draught-proofing, useful acoustical properties, ostentatious costliness, ease of removal or replacement according to changes in season or occasion, and ease of transportation from one residence to another. The late Gothic
courts of the early Quattrocento appreciated highly the
styles and subject-matter of Northern mille-fleur tapestry,
and the influence of Northern tapestry composition can
clearly be seen in Pisanello's Mantuan frescoes, or in
Benozzo Gozzoli and Filippo Lippi's works for the
Chapel in the Palazzo Medici. But later in the century
tensions arose between the characteristics of style and
composition of Northern tapestry and the new pictorial
expectations of the humanist princes. Italian Court artists
were commissioned with increasing frequency to supply
cartoons for tapestry, a development which culminates
with Raphael's cartoons for the Sistine Chapel tapestries.
Tapestry was very expensive, however, and the Italian
designer still lacked control over the final product. Experiments were made with alternatives like the use of
large-scale canvases for Mantegna's Triumph of Caesar:
these may be seen as the ultimate answer of the humanist
prince and his artist to the late Gothic Court's love of
tapestry.

Dr Charles Avery: Art Patronage of the earliest Medici
Medici concern with art patronage is generally held to
have begun with Cosimo the Elder possibly owing to
eulogies written in the mid-century. However, a close
reading of Vasari and reconsideration of the precise
Dr Ann Powell: Neo-platonic Concepts in Early Christ- circumstances of certain major commissions suggests that
ian Architecture
significant family involvement with visual art began a
Renaissance architects used early Christian sources for generation earlier, with Giovanni de Bicci. Though most
many of their church designs. This paper explored the of the material has been lost, some idea of its appearance
possibility that in the reign of Justinian a new concept of may be gained by examining comparable surviving items.
classical architecture was developed under the influence Some less well-known commissions of Cosimo also
deserve fresh consideration.
of the writings of the Pseudo-Dionysios.
Dorothy D. Reynolds: The Role of Westminster Cathedral in the Byzantine Revival
A new highpoint in the status of Byzantine architecture

Caroline Elam: Public and Private Patronage in early
Fifteenth century Florence
The early fifteenth century is generally thought to be a

period of important changes in the structure of patronage found, when it came to the Vatican, and who restored it
in Florence, marking the change from public, govern- remain open questions.
ment-inspired projects, to private schemes increasingly Toby Yuen: Some Influences of the Minor Arts of
dominated by the direct or indirect intervention of the Antiquity upon Giulio Romano in Mantua
Medici family The paper discussed the general character
A study of Giulio Romano's fresco of the Wedding Feast
of public and private patronage, attempting to modify
of Cupid and Psyche in the Sala di Psiche in the Palazzo
the picture of the anonymous, collective nature of public
del Te in Mantua reveals that at least half of the twentyinterventions. The building histories of Brunelleschi's two
odd figures depicted must have been inspired by a wide
churches of S. Lorenzo and Sto Spirito provide convariety of large sculptures and reliefs of engraved gems,
venient examples of the overlapping in practice of the
Arretine vases and Campana plaques. Identification of
public and the private. The patronage of chapels in S.
borrowings made from those 'minor arts' further suggests
Lorenzo was examined, to see how far the Medici takethat Giulio's interest was not confined merely to motifs
over of financial responsibility for the main part of the
of pose but embraced features of modelling, pictorial
church resulted in changes of chapel-holding, and of
effects and principles of grouping that distinguish such
local participation in the rebuilding of the church.
glyptic and fictile reliefs, and that he absorbed the lessons
Mark L. Evans: Northern Painters and Italian Patrons implicit in their technique and format to reinforce the
during the Fifteenth Century
increasingly rhetorical vocabulary and sinuous forms of
An important degree of 'cultural interchange' between his late paintings.
Italy and the North continued through the Quattrocento.
This paper examined the ways in which Italian patrons
Session 3 Art and Patronage at the Stuart Court
seem to have regarded northern (particulary Flemish)
painting during this period. Northern painting does Convener: Sir Oliver Millar
seem to have been something of a 'courtly' taste in David Howarth: The Reverend William Petty and the
Quattrocento Italy. A number of princes went out of their English Artistic Agents, 1620-40
way to obtain works by northern masters, often preferring
thenm to Italians. The great princes of the fifteenth This paper concerned itself with the role of William Petty
as
the
most
important
agent
of
the
period,
and
considered
century were northerners. I n comparison, the Italian
princes were relative newcomers, who were still pre- to what extent the great Whitehall collections should be
cariously established. Their 'natural' social equals (as they named after the agents rather than the patrons, together
probably saw it) were the great royal houses of northern with such questions as the size of the group of agents inEurope. To this end, they often cultivated political volved, the number of masters they served, and the
alliances with the North—marrying non-Italians, etc. quality of their connoisseurship.
They also copied the fashions of the Burgundian court.
This paper considered the proposition that an interest in
Flemish painting could be part of this general outlook.
Anthony Radcliffe: Riccio and his Humanist Patrons
The work of Andrea Riccio, the early i6th-century
Paduan bronze sculptor, is distinguished form that of his
North Italian contemporaries by a unique and particularly
complex imagery, the meaning of much of which can still
only be guessed at today. This resulted from an unusual
phenomenon in patronage. Riccio appears to have worked
within and for a close circle of humanists connected with
the University of Padua, and to have been himself a
member of this circle in his own right. Our picture of
Riccio's work has been confused by a great number of
unwarranted attributions, which it has been possible only
in recent years to strip away. The paper attempted to
redefine the boundaries of Riccio's work and to demonstrate the congruity of its imagery, and to show how
Riccio's work embodies the ideas current in humanist
circles in the Veneto in his day.
Dr Ruth Rubinstein: Clement VIFs Antique River God
in the Belvedere
With the background of papal recognition and reevaluation of the antique colossal river gods of Rome, the
'Tigris', as it is now called, in the Vatican, was studied in
this talk, and hitherto unrelated texts and drawings were
considered. I t was restored and installed in a niche in the
Belvedere which was designed by Michelangelo for
Clement V I I , according to Vasari. Where the statue was

Sir Oliver Millar: The Role of Queen Henrietta Maria
The paper provided a reminder of Queen Henrietta
Maria's background in a cultural context. I t looked at the
payments made on her behalf to artists and craftsmen,
and the significance of Wimbledon House as a reflection
of her tastes and interests.
John Murdoch: The Monogrammist D. G.: Dwarf
Gibson and his Patrons
This paper set out the evidence that the artist who signed
miniatures in the middle of the 17th Century with the
monogram D G was Richard Gibson, the dwarf, often
called Dick or Dwarf Gibson. The evidence, stylistic and
documentary, serves to demonstrate the utility for art
historians of the concept of patronage.
Dr Roy Strong: Salomon de Caus and the Mannerist
Garden
The introduction of the mannerist garden, with staircases,
terraces, grottoes, statuary, fountains and automata, along
the lines of the Villa d'Este and Pratolino, was one of the
main indications in James I's reign of England's revived
response to the arts of Renaissance Italy. Salomon de
Caus, a French hydraulic engineer, laid out symbolic
gardens for Anne of Denmark and Henry, Prince of
Wales, between 1608 and 1613. Trained as a Vitruvian
architect-engineer and knowing Italian gardens and those
of Henry IV at Fontainebleau and Saint Germain-enLaye, de Caus emerges as a dynamic force for change in
early Jacobean England. The designs, long unrecognised,
in his influential book Les Raisons des Forces Mouvantes,

enable us to identify his English work. This included the
Parnassus grotto for Somerset House i n emulation of
Pratolino, the river god fountain for Greenwich (inspired
by the Fontaine du Tibre at Fontainebleau), and the
fantasies for Prince Henry's Richmond, including a
monumental giant three times the size of Giambologna's
Mount Apennine at Pratolino. De Caus then left England
to work for Elizabeth, James I's daughter, and the Elector
Palatine on the legendary Hortus Palatinus. His work provides the key to a new approach to the visual arts in
seventeenth-century England i n which the revival of
Alexandrian pneumatics, Renaissance hermeticism and
latent science are all vital forces of revolution.
Papers were also given by Dr John Newman on Funeral
Monuments of Caroline Courtiers, David Pinto on Song
Writers of the Early Stuart Court, and Dr Christopher
White on Charles I and Honthorst's Apollo and Diana.
Session 4 Central Europe in the Eighteenth Century

Convener: Dr Peter Cannon-Brookes
Caroline Cannon-Brookes: Michael Willmann and the
Decoration of the Parish Church of Krzeszow
After spending his earliest years in East Prussia, Willmann (1630-1706) completed his training in Amsterdam
where he may have come into direct contact with
Rembrandt. Subsequently he entered the service of the
Great Elector of Brandenburg i n Berlin, but for the last
decades of his life he settled i n the abbey of Lubiasz in
Silesia where he remained an honoured guest and executed a series of major paintings for churches all over
Silesia and Bohemia. The entire interior of the Parish
Church of Krzeszow was frescoed by Willmann from
1692, and although relatively inaccessible i n the Western
Sudetens, the cycle of decorations is one of the masterpieces of the Silesian Baroque and anticipates Maulbertsch's decoration of the Parish Church of Sumeg.
Peter Cannon-Brookes: The Sacri Monti of Northern
Italy as a Source for the Asam Brothers
The importance of Bernini's illusionistic structures for
the Asam brothers has long been recognised and Cosmas
Damian's activity i n Rome is well-documented. Egid
Quirin's early activity is less well understood and it has
been presumed that the brothers travelled to and from
Rome by the most direct route taking little serious
interest in the art of the areas through which they passed.
Illusionistic decorations including painted stucco elements
have a long European pedigree, and certain examples
antedate Bernini's schemes, but the influence of the Sacri
Monti on the Central European Baroque has been underestimated. Apart from Varallo, the sanctuaries of Lombardy and Piedmont are now little known but i n the 17th
and 18th centuries, though away from the main Brenner
Pass route to the South, they were much-visited. The
illusionism of the Sacri Monti appears to have been wellknown to the Asams.
Brian Knox: Polish Palace Fortresses
Introduction: Scamozzi's design of a 'palazzo in fortezza'
for Zbaraz.
1 The political and economic background.

I I The development of the 'palazzo in fortezza' outside
Poland. Julich and its citadel; the German separation of
citadel (Spandeau, Peitz) and palace (Augustusburg,
Aschaffenburg, etc.), Sweeden (Vadstena, Borgholm), and
Denmark (Kronborg); Bohemia, Hungary and Transylvania; the bastion-shaped corner tower; star plans; the
last Transylvanian examples probably imitations of
Poland.
I I I Poland. Early experiments with the bastion. Was
Olyka fortified i n 1558? The ideal city of Zamosc, comparison with Julich. The earth ramparts of Zbaszyn. The
main series of palace fortresses: Wisnicz, Krsyztopor,
Lancut, Zbraz, Zloczow, Podhorce. Other fortresses:
Slonim, Zolkiew, Brody, Stanislawow, the great monastery of Czestochowa and its flanking earthen forts.
IV Challenge and revival: the Swedish incursions of the
1650s with artillery which could outrange all these
defences except Czestochowa and its forts. Tylman's
plan for Przeclaw, Rzeszow, Rydzyna, Biala, Podlaska,
Wisniowiec.
V Epilogue: Fischer von Erlach's imaginings. Glory and
experiment.
Alistair Laing:
Stucco

Augsburg and the Evolution of Rococo

The Rococo is commonly regarded as a French import
into South Germany, and one that was mediated through
the decoration of palaces—cardinally the Munich Residenz. The kind of monumental decoration i n stucco
evolved i n South German Rococo churches owed as much
if not more, however, to indigenous traditions and
developments. The key role was examined of stuccadors
from the community of traditional practitioners fostered
by the abbey of Wessobrunn who migrated to Augsburg
in the 1720s. By moving to Augsburg they put themselves
in touch with the major centre for the production of
applied and engraved ornament, and also with the leading
school of fresco-painting in South Germany. The asymmetrical rocaille cartouche ornament that they evolved
was certainly partially indebted to French ornamental
engravings, and also to the decoration carried out under
Cuvillies in the Munich Residenz and the Amalienburg,
but i t was also an entirely original adaptation of these to
a monumental scale, strongly influenced by earlier
Baroque cartouche decoration employed by Italian
stuccadors.
Richard Mortice: Salzdahlum, Pommersfelden and the
German Baroque Staircase
The paper discussed some of the common features of
staircase design i n Germany between 1690 and 1715 and
their influence on later staircase arrangements, not only
as architecture but also as part of the planning of the
building as a whole. The main theme was the adaptation
of the staircase for use inside. There was a movement
away from large exterior staircases (of the type of Schloss
Nymphenburg, the Palais i n the Grosser Garten in
Dresden, and Schloss Troja) and during the eighteenth
century the exterior stair remains an organic part of
exterior architecture only i n garden villas. The interior
stair is the dominant type for larger palaces, and the
importance of the stair-type found i n Schloss Salzdahlum
and Schloss Pommersfelden, essentially an exterior

arrangement, was discussed i n the general development
of German Baroque.
Slavka Sverakova: Kuks
On the return of Count Spork from Rome he built a
mansion on the banks of the river Labe in 1710. As time
went by he added the House of Philosophers and the
Library, the Administration Building, a farm yard and
fourteen guest houses, and a monastery with the Holy
Trinity Church and his family crypt. The sculptor,
Matyas Bernard Braun, was perhaps the Count's most
faithful co-operator. The programme of the work for
Kuks was developed along three lines: 1. Mythology,
2. Satire, Caricature and 3. Moralisation. Braun and the
members of his workshop produced 73 statues, four
reliefs cut into the living rock, and numerous reliefs
cut into the trunks of growing trees. The paper assessed
the findings of the three leading researchers into the subject (Poche, Blazicek, and Neumann) i n the light of
German and Czech concepts of the Baroque.

Session 5 Art Architecture and Design During the
French Revolution

Convener: Helen Weston

events of the Revolution are shown in images made in
Paris and the in the northern provinces of France. It
looked in particular at the relationship between these
works and those produced before the Revolution in the
same milieux, trying to isolate the conditions of successful
and unsuccessful adaptation.
Richard Ridley:

The Iconography of Liberte

The paper considered some aspects of the iconography of
Liberte, taking the substitution of a figure of Liberte in
place of St. Nicholas in a painting by the Bayeux artist
Pierre Francois Delauney as a starting point. The following lines of speculation/enquiry were explored:
a The Bayeux connections
b The importance of style in conveying political meaning
c The incidence of the Phrygian bonnet as libertarian
emblem.
Dr Helen Rosenau: Ledoux's Chaux, the first GardenCity?
Ledoux has been attacked for changing the style of earlier
designs and the chronology established so far has been
challenged. However, the problem remains whether in
Chaux the concept of a new town, based on saltworks,
belongs to its earlier phase, and how the project ties up
with Versoix and Carouge, as competitors for Geneva.
The late 18th century was a planner's world, whether
dealing with town extensions or new towns. Ledoux's
contribution was assessed against this background.

Dr Anita Brookner: David makes a speech
During his career as an adherent of the Jacobins David
made many speeches, which must have been something of
a trial to everybody as he suffered from a fairly severe
Dr William Vaughan: The Reaction of Artists in Rome
speech impediment. The object of this paper was to prove
to the French Revolution
that the style of the speeches is markedly different from
that of the paintings produced during this period. The An examination was made of the reactions to the French
paintings are quintessentially simple and profound; the Revolution and French artists amongst the Roman artistic
speeches intemperate, sentimental, and grossly naif. I n community c. 1790-98. After the outbreak of the Revothem David employs many of the devices common to lution the position of French artists i n Rome became
contemporary melodrama, addressing his audience as if increasingly precarious. Finally, in 1793, after the murder
begging them to weep, to become indignant, to suffer, as of a French charge d'affaires most of them fled. During
their absence, the artistic initiative passed to painters of
he himself is doing. They are theatrical acts.
They are also deeply felt, and they betray some of David's other nations—in particular the Germans. I n this context
more pathogenic characteristics. He was described by Asmus Jakob Carstens's brand of heroic classicism took
his colleagues as being "en delire", and his growing on a particular significance. For his friend C. L. Fernow
mania, abrupdy ended by his disgrace when Robespierre it seemed that this, rather than the work of David and
fell, can be charted in the words used in these speeches his school, was the real regenerative art of the period.
This talk considered both this claim and its implications
of 1793-4.
for other artists keen to find an alternative to French
Norman Bryson: The Jacobin Fete
classicism.
There had been political fetes since 1789 and they were
to continue beyond Thermidor. Under the Jacobins the
pageant became essentially an artistic expression of
political experience. We are used to thinking of the Session 6 Art,
and Design During the
Revolutionary pageants as the culmination of 'the idea of Second Empire
art as propoganda' and as the triumph of militant Neoclassicism, yet it is possible that their significance is Convener: Mary Stewart
quite otherwise, that they are the belated expiration of a Elizabeth Aslin:
The Prize of Excellence—Ceramic
propagandist programme which had begun to falter in the Manufacture under the Second Empire
1780s, that their Neoclassicism is illusory and that in
their failure to make a Neoclassical style a central style A brief survey of design and related technical innovations
of France, they paved the way for a school haunted by the in French pottery and porcelain in the mid-nineteenth
century was made i n the context of the various Interloss of artistic orthodoxy.
national Exhibitions and the resulting competition
Tom Gretton: The Revolution in Popular Imagery between English and French industries. The illustrations
1788-1795
were from a collection of ceramics originally shown in
This paper examined some of the ways i n which the these exhibitions.

David Bromfield: Far Eastern Art and French
in the Second Empire

Criticism

A n analysis was made of the critical writings on Fat
Eastern A r t which appeared from the mid 1850s up to
slightly after the Second Empire, including writings by
Duret, Champfleury, Duranty, Chesneau and other
briefer references, and of course Zola, together with less
well-known authors whose work appeared i n travel magazines and books (the most notable of these being
Bousquet). Examples of Far Eastern A r t from the art
exhibitions of the time were shown.
The argument is that Far Eastern art came to have a
central position i n the formation of realist theories of art
largely because i t had no locus within Western tradition.
I t was shown that Far Eastern art affected forms of art
practised by the avent-garde i n the 1860s and 70s i n a
decisive manner.
Michael Howard: The Young Man and Death—A Study
of the relationship between Theodore Chasseriau and
Gustave Moreau
Gustave Moreau met Theodore Chasseriau i n 1848, when
the latter was i n the process of completing his cycle of
paintings at the Cour des Comptes. Moreau was twentytwo and still a student i n Picot's atelier at the Ecole des
Beaux Arts, whereas Chasseriau, seven years his elder,
was one of the major figures of the Parisian art scene.
I n 1853 Chasseriau and Moreau were neighbours and
their physical proximity was echoed i n their works,
Moreau being to a certain extent the proteg6 of the older
artist. By comparing the work of the two painters this
paper showed the degree to which Moreau was influenced
by Chasseriau, and sought to defend the importance of
Chasseriau to his contemporaries. Chasseriau offered to
young ambitious painters a manner of building upon the
innovations of Ingres and Delacroix i n such a way as to
achieve a form of 'realism' that had nothing to do with
the 'suspect' work of Courbet and Millet.
Jo Miller:

The Empres Eugenie—Arbiter

of Taste

The aim of this paper was to investigate the influence of
Eugenie as an arbiter of fashionable dress during the
Second Empire and to question some of the myths which
have been built up around her.
James Thompson:
the Arab

Eugene Fromentin and the Image of

This paper discussed the French attitude towards the
North Africans, how they romanticised them even as they
were subduing them, and how this attitude is epitomized
i n the paintings of Fromentin, one of the most popular of
all the orientalistes.

too the statuary is varied. The paper discussed the different contributions of the sculptors and analysed the
several series which constitute the ensemble. And there
are several very memorable works, especially those by
Carpeaux and Barye, which deserve special attention.
Gudrun Schubert also gave a paper on Fantin-Latour
and Wagner.
Session 7 A r t , Architecture and Design
1880-1914

i n Britain

Convener: T o m Faulkner
Colin Cunningham:

A Big Tower and a Bit of Baroque

This paper looked at the sources, influences and motives
at work i n the rise of Edwardian Baroque i n England.
Accepting the premise that the Beaux-Arts influence
virtually swamped Edwardian Baroque the author concentrated on the particularly English qualities of Wrenaissance and other related Baroque revivals, showing how
many diverse roots there are and how this very English
style came to flower also i n Scotland, Ireland and Wales,
from the Glasgow municipal buildings to the Belfast and
Cardiff city halls. The paper was concerned mainly with
civic architecture on the grounds that the style was
particularly suited to the pomp and ceremony these
buildings required. Emphasis was placed on the i m portance of the facade i n these buildings and their contribution to townscape. I n this connection the tower is
particularly important and i n Edwardian Baroque towers
we see the architects least fettered by precedent and at
their most imaginative.
Tom Faulkner: 'The Insidious
sponses to Art Nouveau

Disease':

British

Re-

I t is generally accepted that the major sources of inspiration for the evolution of A r t Nouveau i n Europe can be
attributed to elements i n the work of a number of 19thcentury British artists and designers, but that Britain,
having given birth to the style, firmly rejected its characteristic and developed form. This paper sought to consider some questions raised by this interpretation of
events, by examining the impact of A r t Nouveau in
Britain i n the light of contemporary critical reaction to
the style.
Hilary Grainger: Pont Street Dutch to the Italian Garden

T w o houses i n Harrington Gardens, Kensington, provide
the finest example of a style of the 1880s, described by
Sir Osbert Lancaster as 'Pont Street Dutch'. Built for Sir
W . S. Gilbert and Sir Ernest Cassel, they were, together
with houses i n Collingham Gardens, the work of Sir
Philip Ward-Jackson:
Sculpture for the Louvre and
Ernest George and his then partner Harold A . Peto.
Tuileries
1852-1870
George was a skilled draughtsman and water-colourist
The New Louvre of Visconti and Lefuel, interpreting who travelled regularly and extensively abroad. Peto was
'renaissance revival' i n the widest sense, i n its skylines an accomplished architect and collector whose interior
and corner pavillions approaches neo-baroque. I t set a designs ranged from those for Carlton House Terrace to
precedent i n the Western world for plastic richness and those for the Cunard liner Mauretania; primarily a landgrand silhouettes. The sculptural programme, involving scape gardener, he designed some of the finest examples
men of the romantic generation such as Prdault, Barye of the Italian Garden i n England at the turn of the
and Duret, and members of the rising one, such as century. This paper discussed the scope of their work and
Carpeaux and Carrier-Belleuse, is complex. I t comprises the way i n which foreign influences i n their architecture,
allegorical, mythological and historical subjects. I n style interiors and garden design were reconciled with an ack-

nowledged allegiance to traditional English style and Session 8 Aspects of Nineteenth Century London
planning.
Convener: Tony Dyson
Jeanne Sheehy: The Celtic Revival and the Applied Arts
Together with examples of Irish architecture of the late Tony Dyson: Fifty Years of Plate Printing in London:
19th century (including work by William Alphonsus Scott 1833-1883
(1871-1921) and W P Yeats's restoration of Thoor Bally- The appearance of the firm of Dixon and Ross, copper
lee, a medieval tower house), this paper examined as a and steel-plate printers, in 1833 coincided with—or was
specific instance of the Celtic Revival in the applied arts perhaps prompted by—the first phase in the development
the Dun Emer craft workshop in Dublin set up in 1902 of probably the most remarkable episode in the history of
by Yeats's sisters, Elizabeth Corbet Yeats, who had English art: a period of unprecedented (though somelearned type setting from Emery Walker, and Susan times vacillating) expansion and popularisation, and one
Mary (Lily) Yeats, who had been an assistant embroider in which the works of living English artists were preto May Morris. Dun Emer, founded 'to find work for sented with a persuasiveness and efficiency hardly outIrish hands in the making of beautiful things', was run stripped by present-day advertising techniques. An
entirely by women and specialised in the production of increase in the sheer volume of business necessitated
fine printing and embroidery.
corresponding enlargements of staff; brought with i t

multiplied contacts with artists, engravers, printsellers
and publishers, entailing not only numerical proliferation
but also considerable geographical deployment; and comDangerous misconceptions still exist about Arts and
pelled the printer along with his artist, engraver and
Crafts architecture and indeed all English architecture at
publisher collaborators to consider an attempt to meet
the turn of the century. The Arts and Crafts Movement
the needs of a vastly larger public than had ever before
in architecture can be held to represent some kind of
been catered for.
English tradition, favouring no particular style as such
but manifesting qualities (deriving i n part from the D r Anthony Hobson: The Primrose Hill Mob: 1880Gothic Revival) such as an emphasis on expertise in the 1900
use of materials and techniques, an interest in contrasts of
The little group of dwellings known as Primrose Hill
texture, and a calculated irregularity or even awkwardness
Studios was built in 1880 by Alfred Healy around a quadof design. This paper examined the notion that this form
rangle off Fitzroy Road. Each contained living accommodof architecture was overwhelmed by and suppressed by
ation as well as a capacious studio, and over the next
an antipathetic Revived Classicism, monolithic both in
twenty years they housed a varying yet integrated comstyle and in its incompatibility with the Arts and Crafts
pany of artists headed by J. W. Waterhouse, RA, and
tradition, which became dominant in Britain after 1900
including Maurice Greiffenhagen, William Logsdail, A T
substantially as a result of a strong French influence on
Nowell, Douglas Adams and William Mouat Loudan.
architectural theory, practice and education.
They painted romantic subjects, portraits, landscapes and
genre. Matthias Wolff was an animal painter: Frederick
Hilary Taylor: An Artist's Life in London and Paris
W. R. Sickert stated in 1908 that James McNeill Whistler Villiers and Charles Fripp were war artists. Some of them
'sent the more intelligent of the generation that succeeds became Royal Academicians, some did not, but their
him to the springs whence he drew his own art—to artistic interaction was self-evident and their friendships
French soil'. For Whistler, certainly, French art was long-lasting. Both as individuals and as a community of
always of importance. His approach particularly to Im- artists, their work, their travels, and their links with the
pressionism and Symbolism was enthusiastic, influential exterior world of patrons and art dealers combine to form
and very personal. This paper discussed some aspects of a microcosm of the Victorian scene both inside and outa Whistler-inspired response to French art, which is side the Royal Academy.
manifest in the work of English artists studying both in Dr Henry Ley: Burckhardt in London—a Centenary
London and in Paris in the late 1880s and 1890s.
Note
John Turpin: William Orpen's early Years in London
A hundred years ago (1879) Jacob Burckhardt revisited
William Orpen (1878-1931), with his frient and rival London. A sentence in his correspondence expresses the
Augustus John, was one of the Slade's most brilliant lasting impact which the museums of London made upon
pupils i n the last years of the 19th century. He was him. " I n which strange Book of Destiny is i t written
particularly distinguished by his drawing ability and that in London only one can comprehend some of the
during the Edwardian period became established as a most momentous developments of Italian painting and
leading portrait painter, but his reputation in this has sculpture?" The books by which he had wanted to be
obscured the wide diversity of his subjects; he returned known, had by this time been published, but after a few
regularly to Ireland, his homeland, to teach and influence days in the museums of London he felt that 'the living
the new generation of Irish painters. Orpen relates well law of Form' should be re-written and the meaning of
to the New English Arts Club painters and to the stylistic style re-defined. There were two points which Burckhardt
influence of French Impressionism and Realism. The observed with continuous distaste: the encroachment of
flamboyance of some of his portraits is typified by the industry and technology upon the image of ancient
Belle Epoque, but Orpen's optimistic and straightforward London. His taste for architectural decorum was also
view of life and art was shattered by his experience at the offended by the clash of function and ornamentation in
the buildings which went up in Neo-Norman, Neo-Gothic
Front, during the First World War.
Gavin Stamp: The 'Entente Cordiale and the Destruction of English Architecture
9

and other revival modes. A l l the same, London remained
for him the centre of the world for museums and collections.

Finally, official War Artists were viewed in this context
and instances given in which their role and contributions
could be seen as serving wider propagandist aims.

Pamela Nunn:
the City

Dennis Kelly:

The Victorian Family:

Art and

Life—

Battleship Design

In 1903 the Controller William May initiated an enquiry
The family was a fundamental element of Victorian into the effectiveness of armament combinations, consociety, on which all their relationships were based—the cluding that only the large 12-inch guns would be useful
reason that the issues of prostitution, adultery and homo- at the long range anticipated. A similar assessment was
sexuality, for instance, exercised the Victorian conscience reached by William Simms of the American Navy, and
so much was that they threatened the family. This paper both were shortly confirmed by the Russian/Japanese
explored the image of the family presented by some fleet actions at Port Arthur and Tshima. I n fact the
Victorian artists, familiar and obscure, and compared United States slightly preceded the British by ordering
that picture with the reality of their own lives: do art the Michigan in early 1905, but British plans were
and life conflict with each other? how completely is the already in hand. When John Fisher became first Sea Lord
artist's own family experience accounted for i n his/her in 1904, he would find that opinion i n the Admiralty
work? To what extent therefore does the family in would correspond to his own advanced but imprecise
Victorian art correspond with the family of Victorian analysis. He pushed the Dreadnought to completion by
life? This paper concentrated on life in the city—the September 1906, and this set the standard for the battleurban family—and is seen as a companion to a pro- ship of the war. Larger displacement and secondary
armament would be apt to mar this direct and effective
jected paper on the country life of the Victorian family.
solution, but these were developed under Fisher by the
time he retired in 1910. The fleet 'that could have lost
the war in an afternoon' was too complex and vulnerable
Session 9 Art and Design 1914-1918
to take offensive initiative.
Convener: Joseph Darracott
Theo Cowdell:

'Academic' Results of the Great War

The Royal Academy supported the war effort by extensive
activities. The majority of Academicians and Associates
whose work was represented in wartime exhibitions, and
in the Imperial War Museum Winter Exhibition of 1919*
20, had been elected during the 1896-1918 presidency of
Sir E. J. Poynter. The increasing emphasis on large
decorative works as seen in the 1916 Arts and Crafts
Exhibition was consolidated by memorial work i n consequence of the War, and was given active encouragement
in the Royal Academy Schools. Some of the more interesting criticism of the Royal Academy (and also 'Modern'
art) during the post-war period may itself be seen as a
response to the way i n which that institution evolved
after the War under Sir Aston Webb and Sir Frank
Dicksee. Lastly it may be argued that the Belgian section
of the 1915 War Relief Exhibition helped to stimulate
the series of historical exhibitions of the painting of other
nations which began in earnest with the Spanish Art
Winter Exhibition of 1920-21.
Barry Curtis:
Great War

Posters and Visual Propaganda in the

The First World War's total mobilisation relied on and
created a new scope and consistency for the practice of
propaganda. From the disassociated and unsupervised
patriotic effusions of the early months to the highly
organised activities of the Ministry of Information in
the final year, a great deal of thought and effort was
given to making a pervasive view of the 'Great War for
Civilisation'. This paper surveyed the visual elements in
propaganda and attempted to explain the uniqueness of
the British examples. I t looked at the imagery of poster
designs and attempted to present them as a 'campaign'
which manipulated a pre-existing repertoire of ideologically-loaded images and suggested ways in which
changing attitudes and areas of concern on the Home
Front exercised the attention of official propagandists.

Sue Malvern:
World War I

British

Art

and Official Patronage in

During the First World War, eighty-seven artists were
commissioned by Government agencies to produce works
of art specifically relating to the war effort. Altogether
about three thousand works of art were produced and,
augmented by purchases and donations made at the time,
they formed the basis of a collection i n which is now the
Imperial War Museum. The collection covers the whole
spectrum of British art of the day; amongst those represented could be found the established, the progressive,
the most fashionable and the most notorious, including
Tonks, Nevinson, Orpen and Wyndham Lewis as well
as Sargent and Steer, Muirhead Bone and Francis Dodd.
This paper discussed the nature of these commissions,
with their dual objectives of aesthetic merit and effective
propaganda, and the origins and evolution of the employment of war artists within the overall strategy of official
propaganda throughout this period.
Papers were also given by Richard Ormond on J. S.
Sargent's War Pictures; by Anne Fleming on Film and
its Uses in the War; and Dr David Brown on John Nash
as a War Artist.

Session 10 Art, Architecture and Design in the 1920s

Convener: Dr Christopher Green
Tim Benton:

Fondation he Corbusier

Architectural drawings are a key source for the historian,
but they are rarely complete enough to provide the full
evidence for the development of a project. The 32,000
drawings held by the 'Fondation Le Corbusier' constitutes an almost unique record of an architect's design
process. This evidence and the correspondence between
architect and client were used to trace the history of the
Villa Baizeau at Carthage, one of the less well known
of Le Corbusier's great villas of the Twenties. Con-

elusions were drawn about the place of this villa i n Le conception of Impressionism. Comparisons were made
with paintings by Renoir and Bonnard i n order to
Corbusier's work, and on the way he worked.
clarify Matisse's position.
Eleanor Gregh: Le Corbusier as Purist Painter
Jonathan Woodham: Workshop or Slum? Changing
The lecture attempted to cover the following ground:
I Purist theory 1918-1925. An examination of the texts Attitudes in British Design of the 1920s
published by Jeanneret-Le Corbusier and Ozenfant on Attempts to improve the state of design and taste by
painting theory: Apres le Cubisme 1918, the articles in various bodies such as the British Institute for Industrial
VEsprit Nouveau 1920-1925 and La Peinture Moderne Art, the Design and Industries Association, the I n 1925.
dustrial A r t Committee of the Federation of British
I I Purist Theory and the History of Modern Art. A Industries, and the Department of Overseas Trade were
recapitulation of current art-historical interpretations of considered. Attention was paid to the ways i n which tastes
the significance of Purist theory 1918-1925, with critical and attitudes manifested themselves i n various exhibireference to the most important art-historical texts.
tions of the period: the Exhibition of Household Things,
I I I An analysis and interpretation of paintings by Jean- Industrial Design for the Slender Purse, the Wembley
neret-Le Corbusier executed during this period and able Empire Exhibition and the opportunities missed there on
to throw light on the particular significance of his general account of imperial chauvinism, ensuing lamentable contheoretical statements.
tributions to Paris in 1925, and other exhibitions abroad.
I V A re-evaluation of Purist theory i n the light of this John Myerscough also gave a paper on The Airport: a
analysis of Jeanneret's work, seeking to answer the Modern Building Type.
question 'What did Jeanneret himself mean by these
statements of theory?'. This led to an examination of
Jeanneret's painting aesthetic: the significance of paint- Session 11 OPEN SESSION
ing for him.
V A re-assessment of current art-historical interpretations Dr Colin Campbell: Rembrandt's Three Trees and the
of Purist theory 1918-1925 based on the conclusions Art of Improvisation
drawn in IV.
The 'Three Trees' (1643) is the most famous of Rem{

3

Dr John Milner: Alexander Rodchenko and the End of brant's etched landscapes, and many regard i t as the
finest. This paper identified the scene portrayed as a
Abstract Art
view of Amsterdam from a spot on the Haarlemmerdijk,
Amongst the Russian Constructivists of the Post-Revonot far from the village of Sloterdijk. The paper also
lutionary period Alexander Rodchenko was the most
systematic in his attack upon the concept of art as a means showed that the etching was made on a copper-plate
which
had
previously
been
used
for
a
first
attempt
at
a
of self-expression, rejecting both figurative and abstract
painting employed to individual expressive ends. The 'Death of the Virgin': an uncompleted design which
lecture illustrated Rodchenko's attack on abstraction by preceded the large etching of this same subject from
examining a number of crucial moments in his develop- 1639. When i n 1643 Rembrandt reused the plate bearing
ment both as a painter and afterwards. I n Russia the this first version of the 'Death of the Virgin' he allowed
concept of abstract art did not develop along lines com- a number of motifs from the original design to remain,
parable with those further West for it relied heavily upon and he incorporated them into the landscape which was
its extraordinary cultural context. The questions raised then drawn on the plate. Rembrandt's recognition of the
by Rodchenko's extreme example reveal the tenacity of possibilities of the existing lines on the copper-plate, and
his investigation; the cultural issues that he raised con- the methods he employed to adapt them to the quite
tinue to suggest a critical framework that remains useful different context of the 'Three Trees', provide revealing
insights into both his technical procedures and his powers
and incisive.
of imagination and invention.
Peter Vergo: Kandinsky—Theorist at the Bauhaus
Kandinsky claimed that his major treatise of the Bauhaus Eric Fernie: Chartres stripped Bare of her Builders, even
years, Point and Line to Plane, was based on reflections Recent research has stressed the view of Chartres Cathegoing back as far as 1914. This paper considered the dral as a layer cake of twenty to thirty different designs.
extent to which his theoretical writings of the 1920s can This lecture examined the worth of this view. I t is a
be regarded as the logical extension of his pre-war ideas priori unlikely that a work of such quality and influence
or as the result of stimuli offered by his new environment. was designed by a species of committee, especially one in
It also raised the question whether the later writings which the members never actually met, but only read one
perhaps reflect the ambiguous position occupied by the another's papers, left as it were lying on the table. The
case for a single controlling hand can be demonstrated
painters at the Bauhaus.
beyond doubt by an examination of for instance the unity
Nicholas Watkins: Matisse in the 1920s: a return to of the elevation from the pier bases to the clearstorey
Impressionism?
windows. The argument is, therefore, against the archeoThis paper traced the development of Matisse's paintings logical tail wagging of the art-historical dog, and i n
in the 1920s, and questioned the assemption that they can favour of a sensitivity to the creative nature of design.
be adequately characterised in terms of a return to I m pressionism. The subject-matter, colour and technique John Field: W G Hatton & Leo Stein (Gert's brother) re
of key paintings were analysed i n detail and discussed in the Genesis of Picasso's Cubism
relation to Matisse's previous involvement with and Can an obscure British drawing master have influenced

Picasso's cubism? Leo Stein was a friend of Picasso during the early years of Cubism. Although he became a
hostile witness his testimony should not be neglected. I t
may provide clues to Picasso's enigmatic, jackdaw mentality.

Tickets (£2.50 single, £ 3 double) are obtainable from
the Assistant Secretary, Anne Ablett, 18 Almeida Street,
London, N . i . Both prices include catalogue. Wine will be
available. We hope that as many members as possible will
take advantage of the National Gallery's generous gesture.

Pauline Madge: The Competition for Florence Station
This competition became the focal point, in the important PEMBRIDGE PRESS L I M I T E D
transitional phase of the early 1930s, of discussions over
the nature of an architecture, and culture, suitable to Pembridge Press is a new publishing company which has
express the spirit of a Fascist 'revolution'. The various been formed to publish textbooks and monographs in the
identifiable factions in the dispute over Florence Station fields of planning, architecture, art and design history,
therefore reflect the more general pattern of architectural and is looking for suitable scripts in these subject areas.
development. The violent clash between the progressive, The Directors of Pembridge Press are Clive Bingley—
pro-rationalist group represented by P M Bardi and the who has been a publisher for 21 years and in 1965
conservative faction supporting Ugo Ojetti was offset and founded the highly successful publishing firm of Clive
mediated by Marcello Piacentini—the dominant archi- Bingley Ltd specialising in librarianship and information
tectural figure in Italy in the interwar period. Piacentini, science—and Frank Atkinson, who is a Chartered Librarwho strongly supported the winning project in this com- ian of 30 years' standing and an experienced editor.
petition, went on to produce a particular Italian, Fascist, Pembridge Press is interested in receiving synopses of
version of modern architecture which absorbed elements completed, in-progress or projected texts suitable for
from the various alternative groups and became the style degree and diploma students in the U K and Englishspeaking countries overseas. Authors should write to:
of the official buildings of the Regime in the 1930s.
Frank Atkinson, Editorial Director,
Coulston Sanger: The London Art Trades in the early Pembridge Press L t d ,
Nineteenth Century
16 Pembridge Road, London, W n 3HL
This paper discussed the transition from a select, largely (Phone 01 229 1825)
aristocratic clientele to a mass market in the early 19th All letters will be answered promptly.
century. The London-based English Art Trade engendered a set of wholly novel conflicts. The introduction
of new technology formed in turn the basis for the de- AAH CHAIRMAN
velopment of new roles. The main focus of this paper was Professor John White (University College, London) will
on the recruitment, training and conditions of work of retire as Chairman at the Annual Conference in March
artists in this period, and on the exigencies of under- 1980. He will be succeeded by Professor John Steer (Uniemployment, seasonal employment, and mechanisation, versity of St Andrews).
pronounced in the art trade as in many of London's other
old-established artisan and luxury trades.
David Thistlewood: Neo-Realism in England 1914- H O N . SECRETARY
1918: A Theory of Art for the New Age
Neo-realism was announced in the influential periodical
The New Age, in 1914, but the roots of its development
are traceable to an earlier ring of circumstances. I n 1907
Arthur Orage, a northern schoolteacher who had founded
the Leeds Arts Club (dedicated to placing modern art and
culture, religion and philosophy in the context of a
Fabian analysis of social life) moved to London to edit
The New Age and to reshape its contents according to
these same principles. In the opposite direction, five years
later, went Frank Rutter, the critic and founder of the
Allied Artists' Association, to be curator of the Leeds
Art Gallery. Rutter quickly assumed leadership of the
Arts Club, and endorsed the membership's practice of
following closely and re-debating the editorial matters of
Orage's periodical.
EVENING VIEWING AT N A T I O N A L GALLERY
On Wednesday, 24th October from 6.30 to 8.30 p.m. the
Association has been invited to share with the Museums
Association and the Georgian Group a viewing of the
major exhibition 'Venetian I7th-century Paintings' at
the National Gallery. I t is hoped that the Minister for the
Arts, Norman St John Stevas MP, will be present.

Dr Charles Avery, Hon Secretary of the A A H since its
foundation, has resigned with regret owing to a change
of job. The new Secretary is Peter Fitzgerald of the
Department of History of Art, Reading University. Please
note that all communications should be sent to Anne
Ablett, Assistant Secretary, A A H , 18 Almeida St, London N i . (phone 01 359 4911)
COMMITTEE NOMINATIONS
In view of the difficulties encountered last year nominations are now being invited in good time to fill three
vacancies which will occur when Dr Christopher Green,
Professor John Steer and M r Colin Thompson complete
three years' service in March. Nominations, including
names of proposer and seconder and the consent of the
nominee, should reach the Hon. Secretary not later than
7th March 1980. No new proposals may be made at the
Annual General Meeting without the prior consent of
the Chairman.
NEW MEMBERS
Ordinary members, February 1979.
Claudio Aguirre-Bianchi, IPS, Box 7510, 10380 Stock

holm, Sweden.
Elizabeth Aslin, Bethnal Green Museum, London E2
9PA.
D r John Bullen, Faculty of Letters, University of Reading, Whiteknights, Reading RG6 2AA.
K F Flynn, 27 Westby Road, Boscombe, Bournmouth,
BH5 1 A H .
Dr Austin Gomme, Reader i n English, University of
Keele, Keele, Staffs. ST5 5BG.
Jennifer Harris, History of A r t Department, University of
Manchester, Manchester M i 3 9PL.
Catherine Hughes, Dept of A r t History, Canterbury
College of A r t , New Dover Road, Canterbury C T i 3 A N .
D r Peter Humphrey, Dept of Fine Arts, University of St
Andrews, Fife.
Susan Hyman, 25 Burgh Street, London N i .
Simon Jervis, Dept of Furniture, Victoria & Albert
Museum, London SW7.
D r Michael Pidgley, Exeter College of A r t & Design,
Earl Richards Road North, Exeter EX2 6AS.
Hilary Pyle, 9 Dean Street, Cork, Ireland.
Dr Aileen Ribeiro, History of Dress Dept, Courtauld
Institute of A r t , 20 Portman Square, London W i .
Prof A D Trendall, Menzies College, La Trobe U n i versity, Bundoora, Victoria, 3083, Australia.
Margaret Thwaites, Dept of Fine Arts, University of St
Andrews, Fife.
Donald Wijsenbek, Royal Academy of A r t , S' Hertogenbosch, Holland, Netherlands.
Hayden Williams, University College London.
Ann Wyburn, 16 Bramley Road, Southgate, London N 4
4HR.

C R Saumarez Smith, 56 Trinity Church Square, London
SEi
* Douglas Smart, 28 Pioneer House, Adelaide Street,
Coventry C V i 5GW.
Philippa Smith, Vicarage, Dacre, Penrith, Cumbria.
Anne Sutcliffe, 75 Warrender Park Road, Edinburgh 9.
Michele Trufant, 1 Warrender Park Crescent, Edinburgh.
Roger Ward, 38 Ladbroke Square, London W n .
Ordinary members, May 1979.

Joanna Barnes, Flat 6, 2 Woodchurch Road, West Hampstead, London N W 6 .
Janet Burney, Dept of A r t History, Kingston Polytechnic,
Kingston, Surrey.
Lynne Cooke, History of A r t Dept, University College,
London W C 1 .
Pamela Courtney, 42 Lancaster Park, Richmond TW10
6 AD.
Diana de Froment, 17 Holland Park Mews, London W n .
Patrick Dolan, 21 Cwrt-y-Vil Road, Penarth, nr Cardiff.
Michael Evans, Old White Horse, Francis Road, Ware
Herts SG12 9EZ.
Faith Hart, 48a Coolhurst Road, London N 8 8EU.
Norma Hedges, 135 Whitecross, Abingdon, Oxon.
Ronald Howard, 195 Northwood Park, Thornton Heath,
Surrey CR4 8 H X .
Peter & Anne Jordan, 3 Portman Rise, Hunters H i l l ,
Guisborough, Cleveland.
Julie K i n g , School of Fine Arts, University of Canterbury, Christchurch, New Zealand.
Robert Lamb, Dept of A r t History, Carleton University,
Ottawa, Ontario, Canada K i S 5B6.
D r Honor Levi, East Castlemount, North Casde Street,
St Andrews, Fife.
Student members, February 1979.
Nigel Llewellyn, 106 Upper North Street, Brighton,
Louise Anthony, Peckledy Farm, The Heath, Bouldon, Sussex B N i 3FJ.
Annie McNamara, Carlton House, 40 Nunnery Fields.
Craven Arms, Salop.
Terri Atkinson, 117 Cecily Road, Cheylesmore, Coventry. Canterbury, Kent.
Paul Barker, 43 Revesby Road, Woodthorpe, Nottingham Roberta Macrae, 30 Ashworth Road, London W9 1JY.
Elly Miller, Harvey Miller Publishers, 20 Marryat Road,
NG5 4LJ.
London SW19 5BD.
G S Bartlett, 16 Southwold Road, Clapton, London E5.
Paula Dobrowolski, 58 St Pauls Road, Foleshill, Cov- John Mitchell, 44 Havelock Road, Norwich, Norfolk.
M r & Mrs E Morris, 121 Beresford Road, Birkenhead,
entry, CV6 5DF.
Merseyside, L43 2JD.
Emma Dodds, 14 Abbeygate Street, Colchester, Essex.
Paula Murphy, History of A r t Dept, University College,
John English, 29 Marylands Road, London W9.
Belfield, Dublin 4, Ireland.
Maria-Jose Friedlander, Titor Bryan, Ingatestone, Essex.
Alice Friedman, 67 Pleasant Street, Cambridge, Mass, Margaret Parry, 22 Ridgeway, Tranmere Park, Guiseley,
Leeds LS20 8JA.
USA 02139.
Michele Holway, 32 Ashburnham Mansions, Ashburn- D r Simon Pepper, 21 Warmington Road, Heme H i l l ,
London SE24.
ham Road, London SW10 oPA.
Rebecca Jones, Inveresk House, 3 Inveresk Village, Mus- Elizabeth Sheldon, 61 St Georges Avenue London N7.
D r Philip Stokes, Garden Flat, The Chestnuts, Kenilselburgh EH21 7UP.
worth Road, Nottingham.
Kathy Kajander, 9 Church Row, London N W 3 .
Paul Stirton, Fine Art Dept, University of Stirling, StirlDeborah Kahn, 114 South H i l l Park, London N W 3 .
ing, Scotland.
Karen Laxton, 79 Cecile Park, Crouch End, London N 8 .
Photini Lousides, History of A r t Dept, University of Roger Tarr, Fine A r t Dept, 19 George Square Edinburgh
University Edinburgh.
London, London.
Brian L u n n , Kleio, Brummagem Boats L t d , Sherborne Margaret Tatton-Brown, 61 Westwick Gardens, London
Street Wharfe, Birmingham B16.
W14.
Richard Morrice, Lower Leaze, Box, Wilts SN14 9 D U .
D r Hilary Taylor, Barnby House, Barnby i n the Willows,
Paul Morse, 17 Spring Bank, Silverdale, Lanes.
nr Newark, Notts.
Robert Redfield, 6301 Glade Ave, no K210, Woodland T i m Trelfall, 1 West Street, Long Lawford, nr Rugby,
Hills, California 91367, USA.
Warks.

Noel Wait, 31 Oakdale Road, Sheffield 7.
Lynne Walker, 6 Cathcart H i l l , London W19.
Christopher Webster, 13 Lyddon Terrace, Leeds 2.
Richard Williams, 41 Lakin Road, Warwick CV34 5BU.
Student members, May 1979.
Susan Beattie, 9 Alan Road, London SW19 7PT.
Jackie Birch, 148 Parker Street, Bloxwich, Walsall, West
Midlands.
Elfrieda Bissember, 39 Handsworth Wood Road, Handsworth Wood, Birmingham 20.
Antonia Bostrom, 6 Dukes Lane, London W8.
Paul Brazier, 74a Highbury New Park, London N 5 .
Julius Bryant, 113 Carringham Road, London N W n .
D R Bull, 10a Oval Road, London N W i .
Margaret Chappelhow, 19 Bishops Road, Sutton Coldfield, West Midlands.
Mark Cheetham, London House, Mecklenburgh Square,
London W C i .
S M Christie, 57 Rotherwick Road, London N W i 1.
Karoline Erdmann, 3 Broomfield Road, Palmers Green,
London N13.
Heather Formaini, 99 Albert Street, London N W i .
Luigi Gallacci, 13 Roland Way, London SW7.
Liam Gallagher, 35 Palace Court, London W2 4L3.
Suzanne Gaynor, 66 Loudoun Road, St Johns Wood,
London NW8 oNA.
John Glaves-Smith, 81 Clissold Crescent, London N16.
Michael Hall, La Chasserie, Mont Cochon, St Lawrence,
Jersey.
Nigel Halliday, 81 Clapham Common West Side, London
SW4.
Brian Hatton, 167b East Street, London SE17.
Sheila Haverty, 31b Lurline Gardens, London SW11.
Gordon Higgott, 1 Greville Hall, Greville Place, London
NW6.
Valerie Holman, 67 Princes Square, London W2.
Helen Hughes, May Rayne House, Rochester Road,
Camden Road, London N W i .
M Jacobs, 9 Erskine H i l l , London N W 1 1 .
Ingrid Jenkner, 55 Leinster Square, London W2 4PU.
Init Keynan Rogoff, 7 Logan Place, London W8.
Juliet Kinchin, 28 Witherington Road, London N 5 .
Simon Knowles, 18 George Road, Fleet, Hampshire.
Catherine Lewis, n Burlington Road, London SW6.
Neil McWilliam, 61 Marston Street, Oxford.
Penelope Maugham Hughes, 18 Markham Square L o n don SW3.
Jean Mitchelhill, 130 Earls Court Road, London W8.
Karen Moon, 52 Rylett Road, London W 12.
V Nunn, 131 Red Lion Road, Tolworth; Surrey.
Gabriele Oberreuter-Kronabel, Warendorfer Str 114,
4400 Munster, W Germany.
Kia Ogren, Flogstavagen 43c, 752 63 Uppsala, Sweden.
Dianne Powell, 16 Stanway Road, Earlsdon, Coventry
CV5 6PH.
Alan Powers, 49 Coton Road, Grantchester, Cambridge.
Ashley St James, 16 Carlingford Road, London N W 3 .
Rachel Scott, 11 Edna Street, London S W n .
Julia Shelley, St Olafs Pond Cottage, Wonston, Sutton
Scotney, Hants.
Nichola Shilliam, 37 Stanhope Gardens, Highgate, London N 6 .

Ruth Spencer, 118 Portland Road, Edgbaston, Birmingham B16 9QU.
The Hon James Stourton, Magdalene College, Cambridge.
J Timms, 1 Goldsborough Crescent, Chingford, London
E4 6PY.
Marcia Tolentino, 34 St Georges Drive, London S W i .
A C White, Prospect House, North Stoke, Oxon.
Carol Willoughby, Max Rayne House, Rochester Road,
Camden Town, London N W i .
Joanna Woodall, 3 Sibella Road, Clapham, London SW4.
Leslay Young, 29 Ingram Avenue, London N W 1 1 .
Ordinary members, July 1979.
Marie Conte-Helm, South Teppermoor Farm, Hamshaugh, Northumberland.
K Corey Keeble, 1707-23 Lascelles Blvd, Toronto,
Ontario, Canada.
Dr Laurie Fusco, 6323 W 6th Street, Los Angeles, Ca
90048, USA.
Maria Lannon, 6 Dalton Street, St Albans, Herts.
Christopher Lloyd, 65 Bainton Road, Oxford.
Gerry Lord, 71 Egerton Gardens, London W3.
Clare Moore, 3 Polstead Road, Oxford O X 2 6 T W .
Charmian Robson, Fern Bank, St Bees, Cumbria.
Davinia Thackara, 89 Blenheim Crescent, London W n .
Glyn Thompson, 38 New Lane, Selby, N Yorks.
David Topper, 272 Oxford Street, Winnipeg, Manitoba,
Canada.
Carolyn Wilde, RERU, Manchester College, Oxford.
Student members, July 1979.
Miss M K Brayer, 15 Broadfields, Goffsoak, Cheshunt,
Herts.
Mrs K M B Gibson, 114 Elgin Crescent, London W n
Carol Gibson Wood, 18 Derry H i l l , Menston, Ilkley, W
Yorks.
Dana Goodgal, 48 Clarendon Road, London W n .
Barbara Hackwood, School of Fine Arts & Music, U E A ,
University Plain, Norwich.
James Inglis, 80 Keithleigh Gdns, Pitmedden, Udny,
Aberdeenshire.
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