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NEW STATUS FOR THE ASSOCIATION:
A REGISTERED CHARITY
Following the changes to the Association's
Constitution which were agreed by the Annual
General Meeting on 6 April 1981, application was
made to the Charity Commission for registration of
the Association as a Charity. Official notes of
registration by the Charity Commissioners was
received on 10 July; the registration number is
282579. Changes were made at the AGM to clauses
two and three of the Association's Constitution,
which now read:
2. The aim of the Association is to advance the
education of the public by the study of the history of
art and by publishing the useful results of such study.
3. Art historians by profession or by avocation and
those otherwise directly concerned in the advancement of the study of, and education of the public in,
the history of art are eligible for membership.
Applications for membership must be approved by
the Executive Committee, which may at any time
cancel membership. However, membership will not be
withheld or withdrawn from any eligible applicant or
member except one whose conduct would, in the
opinion of the Executive Committee, frustrate the
achievement of the aim of the Association. There
shall be ordinary members with full voting rights.
There shall also be student members who shall have
full voting rights in all matters, except those affecting
the constitution and management of the Association.
These changes were required by the Charity
Commissioners, and settled only after lengthy
negotiation, in order that the Association should
qualify for registration under the terms of the
Charities Act 1980. Copies of the amended
Constitution are being printed, and will soon be
available from the Hon Secretary.
The major implication of this change, as far as
members are directly concerned, is the introduction
of a scheme for payment of subscriptions by four-year
Covenants. The advantage of this scheme to the
Association is clear: the income which we can recoup
from the Inland Revenue on a 1982 subscription and
those paid thereafter by a member who pays income
tax at the standard rate of 30% will be £4.35. In
other words, the subscription income which comes to
the Association by each Covenant will be nearly
doubled, rising from £4.50 to £8.85 (£10 goes to
Routledge and Kegan Paul). The more members who
subscribe by Covenant the greater will be the increase
in the Association's income, and the longer it will be
before a further rise in the Association's subscription
income of £4.50 will be necessary. The Executive
Committee hopes therefore that many members will
take advantage of the opportunity now offered to
pay their subscriptions by Covenant, and will

complete and return the enclosed Covenant
Subscription form to the Hon Treasurer as soon as
possible. The Covenant arrangements, however, do
not apply to Life Members.
Covenanted Subscriptions
The granting of charitable status, has enabled the
Association to institute a scheme for membership
subscription payments by Covenant. A form by
which members may take out a four-year Covenant in
the Association's favour is inserted herewith. The
sheet gives further information about the Covenanting
system which I hope will encourage as many members
as possible to pay their subscription in this way. I
would be grateful if you would complete the form,
sign it in the presence of a Witness, and return it to
me as soon as possible.
Membership Subscriptions 1982
All subscription rates for 1982 membership of the
Association will remain at the same levels as for this
year. They are:
Ordinary Membership
£14.50
Joint Membership
19.00
Overseas Membership
16.50 (US$40)
Student Membership
12.50 (or £2.50 without

Art History)
Life Members' subscription to Art History £10.

There are however several points referring to
membership subscriptions which I would ask members
to note and act upon where appropriate.
1. Banker's Order Payments. Early this year we
received numerous payments by Banker's Order at
long-past subscription rates. Please will you arrange
for your Banker's Order to be updated to the current
subscription rate, using the enclosed form, if it is still
incorrect? This will save much inconvenience both to
you and to the Secretariat.
2. Overseas Memberships. We are still receiving many
ordinary-rate subscriptions from members living
overseas. We would be grateful if all such members
would take particular note of the Overseas Membership
rate, and subscribe accordingly.
3. Members resident in the Republic of Ireland. The
Ordinary Membership rate applies to members in
Eire, but now that the Irish pound and Sterling are no
longer equivalent, subscription payments in Irish
currency are not complete. Please will members in
Eire arrange to pay their subscriptions by Sterling
Bank Draft (or the equivalent): you will not otherwise
be registered for 1982 membership immediately.
4. Part-time post-graduate students. The Executive
Committee recently decided that part-time postgraduate students should be entitled to student
membership as long as they are not in full-time
employment. Members eligible to take advantage of

this change are advised to enclose a covering note
giving brief details of their status and employment
with their subscription payment for 1982.
5. Finally, please note again that subscriptions are
due on 1 JANUARY 1982. Please send your
subscription as early as you can, to avoid delay in
receipt of the first issue of Art History vol. 5 (1982).

Saturday March 27
Morning: The first four papers in each academic
session. 50 minutes has been allowed for each paper,
including question time.
There will be a coffee break after the first two papers.
Lunch will be provided in the University.
Early afternoon: Book Fair in the University.
Francis Ames-Lewis
Late afternoon: Discussion sessions at the
Hon Treasurer
Polytechnic, which is a few minutes walk from the
University. These will include a discussion on
University art galleries chaired by Professor Martin
THE MANCHESTER CONFERENCE - 1982
Kemp of St Andrews University, and one on art
resources and their use.
The Association's eighth conference 26-29 March 1982 library
Early evening: A reception at Manchester City Art
Those involved in planning the Manchester conference Gallery.
would like to offer you this preliminary welcome and
to report on progress so far. Preparations are well
advanced, and members who wish to contribute to
Sunday March 28
the academic sessions or who have ideas for the
conference in general are asked to get in touch
Visits. Arrangements are at an early stage and
without delay either with the chairman of the relevant suggestions will be welcomed. Ideas are being
academic session (see below) or with the conference explored for a trip of medieval interest, probably
organiser, Dr Andrew Causey, Department of Art
including Chester; a visit to Kendal and the Lake
History, Manchester University, Manchester M13 9PL. District and a tour of Victorian architecture in the
Manchester area; North-west Coastal architecture. The
Booking
possibility of visits to Chatsworth and Port Sunlight
are being investigated.
A detailed booking form will be sent with the next
Meetings of professional groups. In addition to the
Bulletin. However, it would be a great help in
planning many aspects of the programme if we have a museum, polytechnic and university groups, there
rough idea how many people are going to attend. You will be for the first time a meeting of student
members.
are therefore asked to fill in and return the
Reception: We hope to arrange a reception in
accompanying slip if you are likely to come to the
Manchester Town Hall, with an architectural tour and
conference.
an opportunity to see the Ford Madox Brown murals.
Please send money only if you wish to reserve
accommodation, in which case a non-returnable
deposit of six pounds is required. Receipts will be
issued. Just over 200 single rooms have been reserved Monday March 29
in Hulme Hall, an attractive university hall of
Morning: the last three papers in each academic
residence within walking distance of all university
buildings. These will be allocated to members in the session. Early lunch in the university.
Early afternoon: Annual General Meeting.
order in which deposits are received. Additional
accommodation, if needed, will probably be further Tea and close of conference, Buses to catch the 5.12
train to London.
from the university.
•
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Provisional Programme
Friday March 26
Late morning: Registration at Hulme Hall
Lunch available at Hulme Hall
Afternoon: The opening, plenary session will consist
of three papers relating to the interpretation and
display of ancient art in the 18th century. These will
complement some of the themes of the exhibition at
the Whitworth Art Gallery devoted to the theories,
taste and collections of Richard Payne Knight.
There will be a break for tea between the papers.
Early evening: A reception at the Whitworth Art
Gallery.
This will be followed by a Conference Dinner for
those who wish to subscribe. It would be useful to
know how many people are likely to want tickets
(which will probably cost around £10 to £12 each),
and you are asked to indicated if you are interested
on the inserted slip.
No commitment is involved at this stage.

The Academic Sessions
1) Medieval Art History in relation to other branches
of Medieval Studies.
Chairman: Dr Jonathan Alexander, Department of
Art History, Manchester University, Manchester Ml3
9PL.
2) Venetian Art in the 15th and 16th centuries.
Chairman: Richard Cocke, School of Fine Art and
Music, University of East Anglia, Norwich NR4 7TJ.
3) The Relationship of the Fine and Applied Arts in
18th-century England
Chairman: Timothy Clifford, City Art Gallery,
Mosley Street, Manchester M2 3JL.
4) Rural and Urban Themes in French Art c. 18301900.
Chairman: Richard Thomson, Department of Art
History, Manchester University, ManchesterMl3 9PL;

5) The History of Photography
Chairman: Mark Haworth Booth, Department of
Photography, Victoria and Albert Museum, London
SW72RL.
6) Patronage of the Arts in 19th-century England
Chairman: John Bailey, Department of History of Art
and Design, Manchester Poly technic, Manchester
M15 6BR.
7) British Art 1910-1950
Chairman: Dr Dennis Fan, Courtauld Institute
Galleries, 41 Woburn Square, London WC1HOPA.
8) Design and its Markets, 19th and 20th centuries
Chairman: Dr David Jeremiah, Department of History
of Art and Design, Manchester Polytechnic,
Manchester M15 6BR.
9) Fashion and the Design Industry
Chairmen: Hilary Grainger and Gillian Salway,
Department of History of Art and Design, North
Staffordshire Polytechnic, College Road, Stokeon-Trent ST4 2DE.
Conference Organiser: Dr Andrew Causey,
Department of Art History, Manchester University,
Manchester M13 9PL.
ART HISTORY BOOK FAIR, MANCHESTER 1982
Next year's ART HISTORY BOOK FAIR will be held
on Saturday, March 27 at Manchester University. The
Fair may also be open for the latter part of Friday
afternoon to enable local teachers, librarians etc to
attend.
Entrance to the Fair is FREE and all offers of help
in bringing it to the attention of the maximum
number of potential visitors will be welcome.
Invitation cards and posters will be available.
Please contact:
Pamela Courtney
Director of Publicity
Association of Art Historians
42 Lancaster Park
Richmond TW10 6AD
AAH LONDON CONFERENCE MARCH 1983
The ninth Annual Conference of the Association will
be held in London, over the weekend of 25-28 March
1983. It is being organised by Professor John Steer
and Francis Ames-Lewis, at Birkbeck College, who
would be delighted to hear of any ideas or proposals
for academic sessions, discussion topics, or visits in
and around London. Please send any suggestions to
Francis Ames-Lewis, Department of History of Art,
Birkbeck College, Malet St, London WC1E 7HX.

The Association of Art Historians and the CNAA
Members will remember that it was agreed at the
AGM that the Association should take up with the
CNAA its decision to abolish its History of Art/
Design and Complementary Studies Board which has
hitherto overseen standards in the History of Art and
Design in Polytechnics and Colleges of Art.
A deputation from the Association headed by
John White, accompanied by Flavia Swann and Chris
Yetton, called on the Chief Officer of the Council in
May this year, to put the Association's views. It is
clear that the Council is not to be budged from its
decision to abolish the Board and no amount of
representations from us on the unwisdom of this
action, both as regards its timing and its long term
effects will get them to change their minds.
However the Chief Officer was insistent that the
Council was fully committed to the continuation of
historical studies within Art and Design Degrees, and
recognised that it must ensure that the new
arrangements, whereby History of Art and Design
would have representatives on each of the Main Study
Boards, would be effective in maintaining standards.
He also again pointed out that a new Board was to be
set up to oversee the nine specialised courses in the
History of Art and Design. He agreed that as a result
of these discussions, a paper written by Professor
White and representing our views, should be put to
the next Meeting of the Committee for Art and
Design. This was done on 27 May.
At this meeting a much fuller discussion than
before took place and our views were more favourably
received. The date for the implementation of the new
proposals has been put back a year until September
1983, instead of September 1982, envisaged by the
previous meeting of the Committee, and a Working
Party on which all areas, including History of Art/
Design and Complementary Studies are represented,
has been set up under the Chairmanship of Eric
Robinson of the Complementary Studies Department
at Wolverhampton Polytechnic. The purpose of this
Working Party is to consider all the implications of
the new arrangements and to oversee the transition
period. The Art Historians on it will of course be
pressing for satisfactory safeguards for our subject,
and it is hoped that they will be successful. As a
result of our intervention, the possible ill
consequences of the Council's decision now seem to
be understood, and the added time will give the
opportunity for more careful consideration of what
wiU in practice be involved in maintaining standards
and supporting the role of the History of Art and
Design in Colleges and Polytechnics under the new
arrangements.
Sub-committee for Art History Libraries & Visual
Resources

The recently established sub-committee under the
chairmanship of Professor Julian Gardner of the
SUBCOMMITTEES AND GROUPS OF THE
University of Warwick has set up the following
ASSOCIATION
scheme.
Subcommitteee for Art and Design Education
Photograph and Slide Exchange Scheme
The most pressing issue discussed at length at the
In the growingly harsh financial climate departmental
London Conference was the implications for Art and budgets for the purchase of photographs and slides
Design History in Polytechnics and Colleges of Art of are withering fast. The Library and Visual Resources
the proposed changes to the structure and membership Sub-Committee has set up an experimental scheme
of the subject boards of the Council for National
based on replies received to a questionnaire sent out
Academic Awards. Professor John Steer reports:
by Loveday Gee of the Department of the History of

Art at Warwick University. As it is normally much
easier and cheaper to print several photographs or to
take several slides than to buy from commercial firms,
we have tried to establish an informal exchange
mechanism to take advantage of this fact. The scheme
will be largely for the free exchange of photographs
and slides (although sale is not precluded). Below is a
first list of institutions willing to participate. They list
their main holdings together with areas of
specialization, likely future photographic campaigns
(where in some case slides or photographs may be
taken to prior order), and the telephone number of
the person responsible for the collection. Please use
this telephone number to telephone the institution
directly. Completed questionnaires should be
returned to Loveday Gee at Warwick, from whom
further forms can be obtained. It is hoped to publish
further lists of participants in the scheme in
subsequent Bulletins.
Julian Gardner
Warburg Institute, University of London
Dr Jennifer Montagu (Photograph Collection)
Phone (01)680 9667.
Subject areas: Romano-British Art (illustrations for
J. Toynbee: Art in Roman Britain). Engravings
illustrative of A Bartsch: Le peintre-graveur from BM
Italian medals c. 1530-1750 in British Collections.
Jewish Museum, London (selected items). Roman
contorniates in the BM.PL Ghezzi: two of the volumes
of caricatures in the Duke of Wellington's collection.
Eranos Archive of Jungian archetypes (copy negatives).
Various Mss no longer easily accessible to
photographers, eg Gospels of Henry the lion
(Gmunden), Albani-Psalter (Hildesheim).
Courtauld Institute, University of London
(i) Mrs Constance Hill (Conway library),
Phone (01)935 9292.
Subject areas: European architecture, sculpture,
mosaics, metalwork, stained glass. Illuminated Mss
Architectural drawings.
Proposed photographic trips: Florence (June/July
1981), architecture and sculpture. NE England
(Sept 1981), architecture and sculpture.
(ii) John Sunderland (Witt Library),
Phone (01)935 9292.
Subject areas: Paintings, drawings and engravings
from the end of the Middle Ages to the present day.
Major schools: British, French, German, Italian,
Dutch, Flemish, Spanish.
University of Leicester
Mrs. M. Lintern Ball (Dept of History of Art),
Phone (0533) 554455 ext. 105.
Subject areas: Italian c.1250 onwards. British and
French post 1500. Some Netherlandish, German and
Spanish. (Largely old black and white photographs
for sale and exchange).
University of Warwick
Mrs Loveday Gee (Dept of History of Art),
Phone (0203) 24011 ext. 2458.
Subject areas: Mediaeval architecture and sculpture,
English domestic architecture, eighteenth and
twentieth century architecture.
Slide subject areas. Beauchamp Chapel, St Mary's,
Warwick. Architecture in the W. Midlands, some
contemporary American painting.

Proposed photographic trips: Belgium, S. Germany,
E. and S.W. France/Switzerland (Autumn 1981 and
Summer 1982). Mainly eighteenth and twentieth
century architecture.
Subcommittee for Design History Publications
Further to the request in Bulletin No 12, members
working in relevant fields are asked to give information
about their area of research, on the enclosed form, to
assist the subcommittee in constructing a Register of
Research in Design History.
Hazel Conway, Chairman
Leicester Polytechnic
A new Subcommittee
Art and Design History in Secondary Education
This subject has been under discussion at the last
three conferences. Following the debate at the last
London Conference a new subcommittee has been
established under the chairmanship of Dr Tony
Dyson of the Institute of Education, London
University. A more detailed record of the discussions
is printed below with the London Conference report.
The new Student Group
Following the London Conference, a Student Group
of the Association of Art Historians'has been set up,
with the aim of increasing communication between
students of Art and Design History in this country,
and of representing student opinion to the Executive
Committee of the Association.
The Group is now meeting regularly in London,
and is planning the following activities for the current
academic year:
i) An evening lecture/discussion at Birkbeck
College, London, in the Autumn term,
ii) A one-day Student Conference in London in
the Spring or Summer term.
The group also hopes to organise an informal
reception one evening at the Manchester Conference.
It is envisaged that when student membership has
increased activities will be organised on a regional
basis.
A poster advertising the existence of the Student
Group will be circulated to institutions this term.
The group acknowledges the generous sponsorship of
Thames and Hudson for this poster. If members need
further copies of the poster to distribute please could
they contact the chairperson at the address below. We
would be very grateful if tutors could inform their
students of our existence and of the advantages
offered by student membership of the Association
and encourage students to join. Student members and
others interested in further information, or in
becoming involved in the group should write,
enclosing a SAE, toeither Hilary Morgan, Chairperson,
Courtauld Institute of Art, 20 Portman Square,
London Wl OBE or Miss Sally Gosheron, Secretary,
Middlesex Polytechic, All Saints Site, White Hart
Lane, London N17 8HR, phone (01) 801 3434
AAH LONDON CONFERENCE 1981
The seventh annual conference of the Association
organised by Dr Christopher Green and Dr Robin
Cormack at the Institute of Education, London
University was once again a great success. The
opening address given by the Minister of the Arts,

the Rt Hon Paul Channon, was indeed an honour, and
one which perhaps signifies the growing recognition
of the Association's influence in the field of the visual
arts. His address which was extremely well received is
reproduced below.
Once again the admirably good offices of Pamela
Courtney in establishing the Book Fair on yet a
grander basis, this time at the Bloomsbury Centre,
not only provided an interesting and fruitful time for
members of the Association, and indeed other invited
people, but also secured a reasonable profit to aid the
Association's activities.

leave of his Mother', which was acquired by the
National Gallery with help from the fund, as well as a
beautiful medieval enamel ciborium which was
purchased by the Victoria and Albert Museum with
the assistance of a grant from the fund. Grants from
the fund have also made possible the recent
acquisition of a Holbein by the National Galleries of
Scotland and a Claude, 'The Adoration of the Golden
Calf by the Manchester City Art Gallery. It is my
pleasure to announce the latest contribution from the
fund. I understand that the Trustees are to give a
grant of £62,500 to the British Film Institute to
conserve selected films. This means that the BFI will
be
able
to
save
a
group
of
historic
British
films
made
Speech by the Minister for the Arts given at the
between
1895
and
1950.
The
films
represent
the
best
Conference on Friday 3 April 1981
British talent and include features, documentaries,
It is a great pleasure to be here to speak to you today. and newsreel. Among them are a film by Hitchcock, a
newsreel of the funeral of Queen Victoria as well as
Reading the details of the conference I was
impressed by the wide range you cover — 'Art History the original camera negatives of Scott's Antarctic
voyage.
and Broadcasting*, 'Art History and Schools', 'Art
I should like to say a word about a policy in
History and the Uses of Science' and so on. I think
that the scope of this conference is a tribute to your connection with the heritage. One of the first things
success in building up wide-ranging contacts in many I did after assuming office was to give evidence to the
select Committee on Education, Science and the Arts
spheres.
which is studying the whole problem. What has
One of my interests as Minister for the Arts, the
become clear is that whatever the arrangements, not
National Heritage, must be of particular concern to
our historians and indeed historians of any kind. It is enough people are aware of them.
The government is committed to ensuring that, so
particularly appropriate today as it is almost to the
far as is possible, the heritage is safeguarded for the
day the first anniversary of the National Heritage
benefit of future generations. Our policy is that,
Memorial Fund.
All my adult life I have been particularly concerned wherever possible, private owners should be helped
through tax concessions to retain works of art
about this, as a young MP in the early 1960s I
provided that in return they preserve them and make
introduced a Private Members Bill, which is now an
act, which allowed the local authorities to contribute them reasonably accessible to the public, and that
where they can no longer afford to retain their works
to the cost of repairing historic buildings.
of art they should be encouraged to give careful
People are no longer prepared to allow our
heritage to be destroyed. A few of the controversies consideration to the possibility of selling them to a
in which I have been involved were the Tate Gallery, public collection or offer them in lieu of tax. There
are a number of very difficult issues. What, for
the redevelopment of Whitehall, the swing against
Tower Blocks and slum clearance. Now the emphasis example, constitutes reasonable public access? Are
the existing incentives to owners to sell their works of
is on the rehabilitation and improvement of City
art to public collections adequate? We shall be
centres. It is all part of the same trend that the
publishing a new guide to help owners later in the
national heritage is of more concern and people are
year. Another fundamental issue, no doubt of interest
interested in it.
Your particular concern, the visual arts, is also an to your Association, is the respective advantages and
disadvantages of displaying works of art in museums
area which is growing. Young people are becoming
more interested and they are particularly important. and galleries and leaving them 'in situ' — in their
historic setting. This was an issue which was discussed
Why has this happened? The advances in universal
at length in the debates on the National Heritage Bill.
education, the widened coverage of the media, the
steady rise in living standards and the increase in
I mention 'in situ' issue because it raises so many
leisure have all made us more aware of cultural
questions that are relevant to practitioners of the
activities. Museums and galleries all over the country history of art. Ideas about the best environment for
have contributed by mounting exhibitions on a far
looking at paintings and the best way of hanging
more imaginative basis than in the past, I think it is
them have changed and are changing continually. It's
also true to say that interest in the splendour of the
interesting for example that the paintings in the
past and awareness of the need to preserve what has Dulwich Picture Gallery have just been completely
already been achieved are heightened in a period of
rehung and the walls of the Gallery repainted in their
economic difficulty.
original colour. Ideas about conservation change too.
Evidence of increased awareness was the widespread It is extraordinary, today, to think of the conditions
concern about the future of the Victoria and Albert in which some treasures have been kept in country
Museum's Slide Library which I am delighted to say houses; and yet in some cases they have survived with
now has a secure future with the Standing Commission relatively little ill-effect.
on museums and galleries. I know that this is a great
Its
'in
situ'
provisions
were
of
course
one
feature
relief to scholars as well as many other users of the
of
the
National
Heritage
Act,
but
the
Act
had
three
Service.
main effects. First, responsibility for the acceptance
The setting up of the National Heritage Memorial of property in lieu of tax was transferred from the
Fund has already proved a great success. In its first
Treasury to the Department of the Environment and
year of its existence the fund has played a very
the Office of Arts and Libraries, and provision was
important role in the retention in this country of an made for items to be judged pre-eminent on account
early German masterpiece by Altdorfer 'Christ taking of their links with a historic building. Secondly, the

National Heritage Memorial Fund was established to by Government indemnity. Current exhibitions
covered by an indemnity include the Chantre Bequest
assist with the acquisition, maintenance and
preservation of items of historic interest. Thirdly, the at the Royal Academy, 'Bright Blossoms and Strange
Birds' — the works of William Morris — at
Government indemnity scheme, which provides a
Birmingham, an exhibition of Victorian paintings at
cost-free alternative to insurance, was put on a
the Riverside Studios, and an exhibition of British
statutory footing and extended.
Sporting Paintings at York.
Among the property which has been accepted in
I see your Association as having a vital role to play
lieu of tax since April 1980 have been some scenic
woodland flanking Sissinghurst Castle, five paintings in equipping a wider section of the population to
understand, enjoy and help in the preservation of
by French Impressionists and a collection of
the national heritage. Your Association is admirably
agricultural implements. The acceptance in lieu
arrangements have the great advantage that, once the placed, through its contacts in schools, universities
and polytechnics, as well as in museum and gallery
property has been accepted, the recipient body is
allocated the item free of charge. For example, during services, educational associations and publishing
houses, to promote ways of developing increased
a visit to Liverpool on 20 March, I was able to
announce the allocation to the Walker Art Gallery of awareness of and interest in the heritage.
an outstanding drawing by Signorelli which had been
An obvious focus of attention is the schools, for
accepted some while ago in lieu of tax. Other
it is the children of today to whom we need to look
provincial collections which have been allocated
to preserve our heritage in the future. I was very
works of art in the last year have included the
interested to learn that the problem of art history in
Ashmolean Museum, which received the five
schools was the subject of a conference organised by
Impressionist paintings, Southampton Art Gallery,
your Association in conjunction with the Institute of
which received a Bellini, and Birmingham City
Education last November. Moreover, I note that this
Museum and Art Gallery, which received a Renoir.
initiative is being followed up by a session on art
Moreover, it is not widely appreciated that someone history in the schools tomorrow.
I recognise that the development of art history has
offering an item in lieu of tax may attach to the offer
a long way to go at school level. I see considerable
a condition as to the allocation. In this way, a
scope for much closer interaction between the
condition could be attached, for example, that an
teaching of art and of history to make children aware
item should be allocated back to remain 'in situ' in
of the wide-ranging possibilities and excitements
the house or building with which it had long been
inherent in the study and enjoyment of the visual
associated. Under the terms of the Act an item that
arts.
has been accepted in lieu of tax can be allocated to
I am delighted to have had the opportunity to talk
any suitable body, not just a public collection.
to you and I am pleased that you do not see
Provided, therefore, that arrangements for public
access and for conservation were satisfactory, items yourselves as a pressure group, I think this is a most
responsible way of handling matters and I deeply
could well be allocated to remain in their historic
appreciate it. Much more can usually be achieved by
setting.
amicable
discussions
and
I
am
sure
they
have
greater
One of the most notable achievements has been
effect.
the extension under the National Heritage Act of the
Finally may I say how much I share your
Government indemnity scheme. It has been described
enthusiasm and concern for the importance of the
by one museum director as 'the most constructive
advance in official thinking on museums that we have understanding of the visual arts in this country and
seen this century'. That is quite a claim, but there is a wish you a very successful conference.
lot in it. For the effect of the Act is that in principle
indemnity cover may be granted to cover loans
Session 1: Medieval Sculpture before 1300
between a very wide range of bodies, provided that
the security arrangements are adequate and the loan
Organiser: Neil Stratford
is judged to be for the public benefit. The Act has
thus provided a means of facilitating loans that would i The Bari Throne: Dr Tessa Gorton
otherwise not have taken place and so increasing
The Bari throne is probably the best known work of
public access to works of art.
Apulian Romanesque scculpture, and yet there is
considerable controversy over its date, the sources of
Already considerable use has been made of the
its style, and the question of how it fits into the
indemnity scheme. Indemnity cover has made
context of Apulian Romanesque sculpture.
possible a number of short-term, very valuable
An inscription around the seat of the throne
exhibitions. An exhibition of landscape paintings by
Edward Munch, for example, which has been shown names Elias, Archibishop of Bari from 1089 to 1105,
at the Newcastle-upon-Tyne Polytechnic Art Gallery, but the style of the supporting figures appears
the Walker Art Gallery, Liverpool, the new Riverside remarkably advanced for this date. It has been
Studios at Hammersmith and a number of galleries in compared with work in south-west France and
Scotland, was covered by Government indemnity. So Lombardy, and in particular with the work of
too were an exhibition of work by David Hockney at Wiligelmo at Modena, but the similarities are not
convincing and are limited largely to the use of
the Graves Art Gallery, Sheffield, an exhibition of
double-line folds and of atlas figures. The throne does
William Morris's work at the Fitzwilliam Museum,
Cambridge and an exhibition of Dutch masterpieces not fit convincingly into an Apulian context in the
period c.l 100 either. 11th century Apulian thrones
at the Ferens Art Gallery, Hull to name but a few.
provide sources and parallels for the general design
Moreover, several major exhibitions at the Royal
and for the idea of lion and human supporting figures,
Academy, including the exhibitions of paintings by
but are constructed of separate supports, beams and
Andrew Wyeth and Stanley Spencer as well as the
infilling panels, and are designed to be viewed from
exhibition of treasures from Chatsworth and the
'New Spirit in Painting' exhibition have been covered the front. The Bari throne is carved from a single
marble block and is designed to be seen from all sides.

Both the supporting figures and the lions are
considerably more naturalistic and fully modelled
than other Apulian sculpture of the late 11 th and
early 12th century, and the closest parallels are with
a group of later 12th century sculptures in Bari, some
of which are connected with work at S. Nicola in the
second half of the 12th century and with the
rebuilding of Bari Cathedral after the destruction of
the city in 1156. The throne appears to be
contemporary with these works and therefore to have
been made in commemoration of Elias, the founder
of S. Nicola and the only abbot also to have held the
title of Archbishop. This could explain the location
of the archie pise opal throne in the abbey of S. Nicola
rather than in the cathedral. The see of Bari was
vacant from 1166-71, and S. Nicola seems to have
taken over the normal administrative functions of the
cathedral which was destroyed in 1156. The throne
may have been made at this time as a piece of visual
propaganda in an attempt to sustain and confirm the
rights of S. Nicola to function as a metropolitan.
Finally it was suggested that the classicism and
naturalism of the Bari throne and related sculptures
of the second half of the 12th century may have
served as a source for the classical revival under
Frederick II in the first half of the 13th century.

between them identified. The total programme was
considered in relation to the Portail des Librairies at
Rouen, the Hereford Mappa Mundi, and the Beatus
page of the Brussels Peterborough Psalter.
It was concluded that, although some subjects in
the east walk reflect an organisation similar, in some
respects, to that found on the west portal at Chartres,
the bosses do not, over-all, present such a programme.
They can, however, be identified with a type of
iconography which contributed to their design.

iv Some Gothic Sculpture at York: Nicholas Dawton
At the end of the 18th century a number of statues
were discovered lying on top of the nave aisle vaults
at York Minster. These proved to be the remains of a
programme of nearly life-size figures and constitute a
collection of Gothic statuary which, for its date, is
arguably the most impressive to survive in this
country. Since the publication of Prior and Gardner's
fundamental study of English medieval sculpture,
however, these works have failed to attract the
attention they deserve.
The group consists of seven secular figures and a
knight representing St George. Most of these statues
were erected in the nave triforium in the 1790's,
although some were taken down in the nineteenth
century and are now on display in the Minster
undercroft. The figures are characterized by their
ii 13th Century Sculpture from Theouranne
dramatic contrapposto stances and the detailed
Cathedral: Paul Williamson
treatment of their costume and military equipment.
The sculptural remains from the now destroyed
Their bold drapery style is related to that of the
Cathedral of Therouanne was discussed in the
paper. Therouanne Cathedral was razed to the ground chapter house Madonna and the minor sculpture in
the nave aisles, suggesting that all this work at York
in 1553 by the Emperor Charles V after his
was produced by the same shop. The statues are even
unsuccessful siege of Metz: as a result it has often
been neglected in the history of Gothic architecture closer in style to the angel reliefs in the interior west
wall, flanking the gable above the centre portal.
and sculpture. From the evidence that has come
Recent research on the chronology of the nave and
down to us we can be fairly sure that the Cathedral
west front at York suggests that the statues were
was very impressive. Apart from the paintings and
drawings executed before the siege, a small group of made before 1320 and possibly as early as c.1310.
sculptures has survived, undoubtedly from a portal
Master Simon (d.1322), the accredited architect of
carved in the 13th century. Five monumental heads the nave, is recorded as having made tombs. The
(the remains of jamb figures) are distributed among 'Cheyne' group of Yorkshire effigies affords close
the museums of Cleveland, New York and London
comparisons to the statuary at York and the bold
(V and A) and a Judgement Group is now in the north facial features of the knights are very similar to those
of the spirited gallery of heads in the nave arcade at
transept of St Omer Cathedral, not far from
York. Some of the weeper figures which formerly
Therouanne. It is generally agreed that the style of
the figure sculpture is consistent with a date around belonged to the tomb of Sir John de Metham
(d. 1311) at Howden seem to have been based on the
1235: however, what little documentary evidence
same models as the statues in the nave triforium at
exists (in the form of an epitaph) suggests that the
major portal of the Cathedral was built under Bishop York.
The Madonna in the north nave aisle at York is
Henricus de Moris between 1276-86. The aim of the
close in style to the other statues in the nave and
paper was to reconcile the visual and documentary
should be given a similar date. The low-slung pouch
evidence and to suggest the form of the doorway
of drapery and pronounced, backward leaning
from which the sculpture came.
posture of the Madonna may be compared to those of
ill Iconographic programme or 'rag bag9: the cloister the figures representing the Labours of the Months on
the cloister bosses at Lincoln, securely dated to the
bosses of Lincoln Cathedral: Christopher Brighton
Originally there were 100 wooden roof bosses in the 1290's. The style of the York nave Madonna is also
cloisters of Lincoln Cathedral. As a result of the loss related to that of the angels on the canopy of the
of the north walk only 68 remain. Nearly all can be Percy tomb which, on heraldic grounds, is unlikely to
dated to around 1296. Their subjects include religious be earlier than 1340. These comparisons suggest that
themes, examples of the occupations of the monks, the sculpture in the nave at York Minster belongs to a
continuum and broadly based regional tradition
other secular subjects, and various natural,
linking the cloister bosses at Lincoln to the Percy
mythological and hybrid images.
tomb at Beverley Minster.
The nature of an iconographic programme was
considered in relation to those identified in the
sculpture of Chartres. It was also distinguished from
an iconographic cycle and iconological interpretation.
Some of the individual subjects among the
cloister carvings were discussed and relationships

Session 2: Europe in the 14th century: The West
and the East
Organisers: Dr Robin Cormack & Professor Julian
Gardner
i) Pietro Lorenzetti's Carmelite Altarpiece:
Dr Joanna Cannon
The 14th century was a period of rapid change in the
art of central Italy. The Orders of friars, who played a
major role in religious life at this time, made
important contributions to artistic developments. The
significance of the patronage of members of the
Franciscan Order and laymen sympathetic to it,
especially in connection with fresco cycles, has long
been recognised. A series of scenes could be used to
explain the story of an Order and its founder, to
enhance the standing of the Order and to indicate its
aims. Less attention has been paid to the connections
between the Order of friars and the development of
altarpiece design. The majority of studies of
polyptychs have concentrated on questions of
attribution or reconstruction. If the programmes of
certain altarpieces are examined it can be shown that
these works also had a part to play in presenting
propaganda for a religious Order.
The polyptych obtained by the Carmelites of
Siena from Petro Lorenzetti in 1329 can be taken as
an example. (The painting is appropriate to this
section of the conference since the Order had its
origins in the East and subsequently moved to the
West). Both in the choice of figures in the main
panels and in the selection and composition of scenes
in the predella the altarpiece seeks to establish the
credentials of the Order and its founders. The underlying theme of the polyptych even affects the
treatment of minor figures in the pinnacle panels. A
brief comparison with two Sienese polyptychs
painted for other friars, Simone Martini's S. Caterina
polyptych (Domincan) and Ugolino da Siena's S.
Croce polyptych (Franciscan), shows that quite
different programmes could be devised to suit the
characters of other Orders.
The information gained from a careful reading of a
work such as the Carmelite polyptych can tell us
something about the aspirations and character of a
14th century religious Order which might not be
revealed by other types of historical documentation.

continued in the Palaeologan period. Yet the
classicizing perfection achieved in the best works of
the tenth and eleventh centuries still exerted a
fascination on artists and patrons as examples to be
emulated.
We can see how a Palaeologan artist reacted to
contemporary and earlier art in the Vatopedi
Octateuch, a richly illuminated manuscript produced
shortly before 1300. Scribe and artist were copying a
twelfth century Octateuch, now in the Vatican, but
in many ways improved on their model. The artist
introduced Paleologan stylistic flourishes to many
miniatures. He also consulted a famous model, the
Joshua Roll, for inspiration, and he was aware of
recent developments in the iconography of
monumental art.
After the first quarter of the fourteenth century
the Byzantine empire collapsed into civil war, and its
borders shrank rapidly. The luxury arts suffered a
parallel decline.

in) Byzantine works of art in Siena in the mid-14th
century: Dr Paul Hetherington
In 1359 the syndics of the Hospedale di Sta. Maria
della Scala in Siena bought a large collection of relics
(a number of which were housed in valuable
reliquaries), some icons and a de luxe Byzantine
manuscript with a particularly precious binding. The
very high price that they paid for the entire
assemblage was justified because it was certified as
having belonged to the imperial household in
Constantinople; the Empress Irene, wife of the
Byzantine Emperor John Cantacuzenus, bore
witness to two Italian bishops that they were from
the imperial collection.
This paper was concerned chiefly with how the
Sienese treated this unique collection of Byzantine
works of art, and with the nature of the impression
that they created. The very complete documentation
which follows the collection from Constantinople to
Siena, the record of the sale and its arrangements for
payments by instalments, the provision for housing
and display of the objects, the terms in which they
were described, and the kind of access that would
have been available to them, will all be discussed. The
presence of Byzantine works of art in Siena has in the
past had to be to some extent a matter of surmise;
ii) The Vatopedi Octateuch and Byzantine Art at the this paper provided documentary and visual evidence
for the existence of a number of such works, and for
Beginning of the Fourteenth Century:
the reactions which they provoked.
Dr John Lowden
The years around 1300 marked a comparatively
stable and prosperous period for the Byzantine
iv) The Double-sided Icon from Poganovo and
Empire after the traumas of much of the thirteenth Byzantine Art at the end of the fourteenth century:
century. This stability is reflected in Byzantine art,
Dr Robin Cormack
which flourished remarkably at this period after a
Most discussions of the possibility of interactions
long interregnum in which its history is not yet fully between artists in each and west Europe break off at
understood. The art is justifiably termed Palaeologan the beginning of the fourteenth century. Thereafter
after the ruling dynasty. It has an easily recognisable the acquisition of Byzantine manuscripts and other
character, and was largely produced for members of a works of art by westeners is noted, but in artistic
few elite families, most of them related in some way developments what is emphasised is the separation of
to the Paleologoi.
the two sectors in the course of the fourteenth
Although Byzantine artists must have been
century.
particularly open to contact with Western art and
Byzantine art of the second half of the fourteenth
artists in the thirteenth century, mature Palaeologan century has not been adequately studied by specialists,
art shows few signs of western influence. Churches
partly because the works are seen as unattractive and
remained typically Byzantine in form, and were once judged inferior as an outcome of the civil wars and
more decorated with the luxury of mosaic, or more economic decline, and partly because the art historical
cheaply with fresco. The iconographic developments literature is marred by the nationalism of some of the
of the twelfth century, which included an increasing scholars in whose countries the works are now found.
A survey of the period shows that there were in fact a
personalization and emotionalism in art, were

small number of major innovating painters, and all of
these seem to have been trained in Constantinople
before leaving for major commissions outside the
capital (e.g. the Master of the Peribleptos at Mistra,
Theophanes the Greek, and Manuel Eugenikos).
The second half of the fourteenth century was also
the period of innovation in church decoration with
the development of the opaque iconostatis screen,
and the manufacture of a number of large icons for
special use. The double-sided icon from Poganovo
(now at Sofia) was discussed as a major work of
the end of the century which was commissioned in
Constantinople.

major continental schools, but the prerequisites for a
proper understanding of them should be essentially
the same, and experience of drawings of any school
must provide an equally effective platform for
assessing what these prerequisites are. Reference was
made to particular 'case histories', and to specially
difficult areas of attribution in the field of English
drawings - for instance, early portrait drawings and
their relationship to prints, drawings by Reynolds,
and those of the Girtin circle and the Monro School.

v) Some notable distortions and omissions in the art
history of Trecento Painting: Robert Gibb
The paper, after questioning the current
interpretations of 'workshop' and of signed works,
turned to the imbalance between the study of early
and later Trecento painting and between that of
Tuscan and of Non-Tuscan art of the period.
Altichiero's Crucifixion in S. Antonio, Padua, was
cited as a major example of the neglect of North
Italian art, and an attempt was made to clarify the
qualities of the essentially non-innovatory art of
Tuscany after 1345.
The rest of the paper took the example of
Bolognese painting to exemplify the limitations of a
Tuscan-based art-history, noting also the importance
of the Emperor, Charles IV of Bohemia, and of Louis
the Great of Hungary, for later 14th century art in
Italy and Europe. The importance of papal imagery,
including portraits of the canonised 14th century
popes, and the revival of the Registrum Gregorii
iconography for Gregory the Great in Bologna were
mentioned. The wide distribution of illuminated
Bolognese law manuscripts was shown, and the
influence of the usual Gratian frontispiece, the
Distribution of Powers, on \,oiQnzzi\W Allegory
of Good Government, on Simone Martini's St Louis
of Toulouse, and on Orcagna's Strozzi Altarpiece.
The prevalence of Bolognese iconography in the
Spanish Chapel frescoes and the presence of
Bolognese frescoes in the Bardi Chapel of Sta Maria
Novella was discussed.
A relationship was proposed between the Pisa
Triumph of Death, perhaps by Buffalmacco, and
Bolognese art. The paper concluded by illustrating
the wide-ranging influence of Vitale da Bologna's
fresco workshop from Pomposa to Carinthia and
Slovenia, including the important observations by
Tomaso da Modena of cast shadows and the new
technologies of spectacles and knitting.

When the idea of attributing paintings to their
authors was first canvassed in the early nineteenth
century, this activity was wholly in the interest of the
pictures. It was felt that they deserved to be correctly
named, and no proprietry interest was felt in the
attribution by the scholars who attempted this task.
Today the situation is reversed and the 'attribution'
seems to belong to the scholar rather than the picture
and the expression 'only an attribution' has become a
term of abuse. The cause of this seems to lie with
Morelli, who was the first scholar to obelize his own
attributions in his discussions of the works of various
Italian painters. This seems to me to have established
a deplorable precedent and it has seemed to be
worth while to linger a little on the procedures in the
pre-Morellian era. To illustrate these procedures I
took as my chief example Otto Mundler, who several
times refers to 'my friend Morelli' in his travel diaries
for the two years he spent mainly in Italy, in 1853/4
as exploratory buying agent for the National Gallery
in London.

ii) Change and Decay in the Meaning of the word
'Attribution', the Healthy Attitude before Morelli:

Sir Ellis Waterhouse

iii) Reliable and Unreliable Signatures in Prints:

Dr David Landau

The attribution of prints is not generally considered
as necessary or problematic as the attribution of
drawings or paintings. This is because prints were,
from an early stage, very often monogrammed or
signed: attribution problems would more often seem
to arise, on the contrary, from the very number of
signatures found on a single print.
When did artists start signing their prints? Did they
behave in a different way from their contemporaries
who were not printmakers? Is it true, as is commonly
accepted, that the custom of signing prints came
about as the result of a craftsman's attitude rather
than an artist's?
Signatures began to appear consistently in prints in
the latter years of the fifteenth century. They very
soon acquired a peculiar importance in the balance of
the composition, their 'advertising' value being
Session 3: The Theory and Practice of Attribution
reflected in their position on the sheet and in their
shape and form.
Organiser: DrJaynie Anderson
When more than one name appears on a print, how
much do these signatures reveal of the relation
i) From hand to hand: some problems in the
between designer, cutter (or engraver) and publisher?
attribution of drawings: Dr David Brown
How long did it take for collectors to fall in love
This paper examined factors operating in the
with signatures and for artists and dealers to realize
attribution and re-attribution of drawings,
investigating the extent to which such changes are the the implications of this? How many took advantage,
and in what ways, of such typical collector's foibles?
result of a formal methodology, or of intuition,
The number of forged signatures on prints is as
serendipity or even chance. It was concerned almost
entirely with English drawings, and grew specifically great as the attention paid to the problems by nonfrom the author's recent work on the catalogue of the specialized art-historians is small.
earlier English drawings in the Ashmolean Museum,
a number of which were hitherto unidentified or
misnamed. The study of English drawings is still, for
very good reasons, less 'scientific' than that of the

iv) Attribution in the Early Days of Mechanized
Industry: Hazel Clark
The attribution of mass produced products in the
early days of mechanized industry, circa 1800-1850,
poses particular problems, exemplified in this study
by the calico printing industry. Prior to mechanization
calico designs were supplied by craftsmen and artists
who were not specialists in design. The
commercialisation of production created the need for
the trained specialist, who in the calico printing
industry worked either freelance or as an anonymous
member of the divided labour force. A comparison of
the attitudes of manufacturers and designers, with
reference to the major public art debates of the day,
the Government Select Committees of the 1830's,
Henry Cole's Journal of Design and Summerley's Art
Manufacturers, is helpful in clarifying how the
designer's situation changed, and how the product
was affected.
The design historian faces considerable difficulties
in attributing calico designs to named individuals for
the following reasons. Patterns were often cooied
from earlier designs, the pattern printed for mass
production is very different in appearance to the
original design, and printed calico was an ephemeral
product which was mainly produced for a cheap
market during this period. Other criteria for
attribution can be based on the prevailing styles in
design, or they can be deduced from an analysis of
dyestuffs, printing methods and excise marks.
v) The Meanings of Authenticity in African Art;
Dr John Mack
The identification of African objects has always
tended to be in terms of the tribal affiliation of their
makers or users. This of course is partly a matter of
convenience — with few exceptions the stylistic
criteria by which to make a more precise attribution
to a particular hand have yet to be picked out.
Tribe', or indeed, for more archaeological materials,
'culture', is a useful tier of generality at which to
pitch the matter of attribution. However, with the
emergence of a concept of 'tribal style' what might
otherwise be merely a level of reference has achieved
its own analytical validity.
What lies behind this nation is a characterisation of
the artistic traditions of Africa as essentially
conservative, encouraging the reproduction of
standard images rather than promoting innovation. At
the same time it is often suggested that it is through
their material expressions, as much as through
language or through political and social means, that a
people assert their common heritage. Thus tribal
continuity, even tribal identity, is tied up with an
adherence to a consistent artistic style; and this
assertion of their coincidence renders judgements of
attribution and authenticity that much more clearcut.
As with all generalisations there are exceptions.
However, it was argued that ecclesticism and
innovation are a far more significant feature of the
African tradition than is often acknowledged, indeed
that copying or using objects of exotic origin is not
infrequent in certain types of society, or groups
within societies. If this is so then judgements of
attribution and authenticity are, at least in the
African context, far from unambiguous.

Session 4: Prints and print-making in Northern
Europe, 1500-1700
Organiser: Dr Colin Campbell
i) Hollar and the Earl of Arundel: Dr Graham Parry
Hollar's work for the Earl of Arundel during the years
1636-46 provides us with an exceptionally clear visual
account of the circumstances of the Earl's life. The
detailed record of the embassy to the Emperor in
1636, the views of the Earl's seats in London and at
Albury, portraits of the scholars and artists who
formed part of the Earl's circle at Arundel House
(which was virtually a private academy in the years
before the Civil War) and the graphic news-reporting
of the Earl's participation in the civil and military
affairs of the nation all help to clarify our understanding of ArundePs cultural and social milieu.
Hollar's numerous reproductions of paintings,
drawings and objetsd'art from the Arundel Collection
enable us to form some idea of the Earl's taste and
underline the Earl's desire to be a disseminator of
knowledge as well as a patron. A study of Hollar's
complex memorial etching The Apotheosis of the
Earl of Arundel tells us much about the philosophical
inclination towards Stoicism that the Earl adopted in
later years, and also illustrates many of the dominant
concerns of his life as a collector and innovator in
matters of taste. As a result of the great variety of
work done for his patron, Hollar was able to set new
standards of achievement and expectation in
landscape and topographical work, promote Arundel's
reputation as a connoisseur, and establish etching as a
serious art in England.
ii) Rembrandt's 'Death of Mary' and 17th-century
Dutch theatre: Dr Colin Campbell
An important manifestation of Amsterdam's cultural
life during the 1630s were the plays staged at Dr
Samuel Coster's Academy, Jam Harmensz Krul's
Muziekkamer, and the new theatre built on the
Keizersgracht by Jacob van Campen. Rembrandt
knew a number of people who were involved in
Amsterdam's theatrical activities, and his own interest
in the stage during this decade is documented by two
groups of drawings, one of which consists of studies
of Commedia delVarte characters; the other of actors
who took part in the 1638 production of Joost van
den Vondel's tragedy Gijsbreght van Aemstel While
drawings of this kind testify to the considerable
impact of the theatre on Rembrandt during the later
1630s, we lack evidence of the artist's application of
his experience of dramatic performances in major
works from these years. This paper demonstrated that
such evidence is provided by the Death of Mary
etching of 1639. While the setting and certain motifs
in this celebrated print can be shown to derive from
tableaux vivants popularised in earlier years by the
Rederijkers' guilds, the supernatural vision of the
angel and encircling glory relate in a number of
respects to the scenic apparatus and techniques
employed on the contemporary stage.
iii) Fact and fiction in St Paul's Churchyard:
Professor Kerry Downes
A print by Sutton Nicholls of St Paul's Cathedral
under construction (1695) shows how effectively
seventeenth-century building works were screened
from outside view by the scaffolding used. In the case
of St Paul's this contributed to the success of the
secretive policy its architect maintained between the
rejection of the Great Model design in 1674-5 and the

ii) Ruskin and his contemporaries: Catherine Morley
'Ruskin's intervention in the relationship between
dialectical materialism and art history'.
Ruskin may well not have developed a satisfying
or coherent philosophical position, but I think it can
be said that his work records a remarkably progressive
epistemology. Ruskin's importance is still found
difficult to define and I think the reason is that he is
still seen as some sort of historian rather than as a
thinker, despite relatively recent books such as G.P.
Landow's The Aesthetic and Critical Theories of
Ruskin and Robert Hewison's The Argument of the
Eye. In relation to significant epistemological
approaches in the late 19th century Ruskin's work
can be seen to be peculiarly synthetic. He shared
experimental working methods with his friend the
controversial Bishop Colenso, with the designer and
botanist Christopher Dresser and the prolific Max
Muller representing up-to-date university scientism,
but he transformed them — not as a Marxist as such —
but certainly by means of a considered materialism.
Collingwood's article 'Ruskin.s Philosophy' of
iv) Aspects of Rembrandt's early prints and drawings.*. R.G.
1919 pointing out Ruskin's Hegelianism and an
Peter Schatborn
earlier
article
of
mine
describing
Ruskin's
The chronological order of Rembrandt's earliest
'epicureanism'
under
the
same
heading,
have
led
to
etchings was first of all more firmly established by
my present ideas; but most striking of all is the
comparison of these prints with work by Lastman
similarity
of
Ruskin's
output
and
its
implications,
to
and Lievens. Next, the Old man seated drawing
the
aspirations
of
art,
enquiry
and
scholarship
today.
(Benesch 49) was compared with a study by Lastman On one hand Ruskin made criticism creative and on
in the same technique; a comparison which showed
other he suggested the analytical capacity of
the former to be Rembrandt's earliest known drawing. the
practice,
and
of
art
practice
in
particular.
His
study
of
In a discussion of the relationship between drawings art rather than his many studies of other subjects was
and prints, Benesch 55 was shown to be an 'exercise' probably the key to his approach, in that his criteria
for a print, and examples were also shown of
derive from the sensory range usually associated with
Rembrandt's use of drawings as either models for
the
'arts'
and
not
with
the
'sciences'.
What
is
prints (Benesch 12 and 39) or proper preparatory
interesting
is
that
there
is
some
recognition
today
drawings idented for transfer to the plate (Benesch 15 that an undue distinction between reliable and
and 21). A new state of one of Rembrandt's prints
unreliable means of knowing and learning has been
was identified (Bartsch 149; an impression in the
promoted.
Ruskin
associates
the
powers
of
knowledge
Teyler Museum, Haarlem), and a newly discovered
and
judgement
with
the
various
capacities
of
unaided
offset drawing on the back of an impression of
sight,
the
sense
of
smell,
the
many
possibilities
of
Bartsch 73 in the British Museum was also discussed. touch, and with audible effects, all of which tend not
A new relationship between a drawing and a print was to be regarded as scientifically adequate. Ruskin's
established (Benesch 13 and Bartsch 98), and finally a originality lies not in his views but in his — multisolution was proposed for the change of Rembrandt's sensory — methods.
age on two drawings added to early states of an
etched self-portrait (Bartsch 7).
hi) Why the Ruskin School of Drawing was a Failure:
Session 5: Ruskin and his Contemporaries
Robert Hewison
In this paper I discussed the historical circumstances
Organiser: Professor Michael Kit son
surrounding
the
foundation
of
the
Ruskin
School
of
i) Ruskin and East lake: Patrick Conner
Drawing,
and
the
significance
of
the
School
in
terms
Ruskin's critical attitudes and prejudices in the years of Ruskin's drive to make practical criticisms of the
1840-55 were discussed in relation to those of his
culture
of
his
time,
and
the
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resistance
to
contemporaries. In particular, Ruskin and Eastlake
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Which of the two had the more powerful impact
that
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was
not
creating
an
art
school,
but
an
on British taste? This paper considered, and rejected, instrument of general culture. The reasons for the
the notion that the influence of the National Gallery failure of the Ruskin Drawing School are a matter of
under Eastlake's direction can be compared with that historical circumstance, but they have a bearing on
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writings of Ruskin and Rio. As a general theme it was his society meant conflict with the institutional
suggested that the attitudes of such individuals as
practices
and
methods
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University.
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Ruskin and Eastlake are likely to be misunderstood
the
broad
scope
of
Ruskin's
writings,
and
the
interunless they are viewed within the context of
relationship
of
its
parts
to
the
critical
whole,
make
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contemporary tastes and assumptions.

end of the century. In default of official images of
the design, printmakers attempted to satisfy the
public with unofficial ones. Engravings by Godfrey
Richards (1676) and William Morgan (1682)
demonstrably but lamentably added conjecture to
what could be seen by stealth of the lower part of the
structure.
In 1702-3 Wren authorized the publication of six
plates of the complete design, although he had still
not decided on the form of the dome and west towers;
these were only determined in 1705. Concurrently
with, or even slightly before, the authorized plates, a
pirated series was produced by William Emmett; these
also combined observation of the building, from
much of which the scaffolds had been removed, with
less certain data from inadequate knowledge of
Wren's originals. Emmett's most remarkable plate is
an almost entirely fictitious interior view of the
whole dome, choir and transepts, whose wide angle of
view anticipates modern 'fish-eye' photography.

difficult for Ruskin studies to be accommodated
within the administratively convenient categories of
academic 'disciplines'. Finally, I should stress that my
paper related to the period 1869-1887, and not to the
Ruskin Drawing School of today.
iv) Ruskin's Patronage of Women Artists:
Pamela Nunn
Ruskin's patronage took the form, not simply of
ordering and/or buying work from artists, but also and perhaps more importantly — of, simply, paying
them attention. It was in this latter form of patronage
more broadly defined that Ruskin patronised women
artists. In fact, he owned at any stage in his life very
few works by women artists, and a lot of what he did
possess by such people had come into his hands
rather by gift than by purchase. (Kate Greenaway, for
instance, presented him with work).
If Ruskin's critical patronage is examined, women
artists are found to only have a very slight place: in
Academy Notes, presented on six occasions between
1855 and 1875, less than a dozen women are alluded
to directly, and these, though in some cases very
favourably, at very little length. The female recipients
of Ruskin's attention included the Mutrie sisters,
flower and fruit-painters; Joanna Boyce; Helen
Paterson, later Allingham; Elizabeth Thompson, later
Lady Butler; Jane Benham Hay; and Louisa Stuart,
Lady Waterford. This latter, along with such lesser
known figures as Anna Blunden, Jemima Wedderburn,
Sophia Sinnett and Octavia Hill (lesser known, that is
to say, in the art world), were patronised by Ruskin
by letter and by instruction, chiefly instigated by
personal acquaintance. Ruskin used such artists to
copy for him, providing illustrations to his works and
to his lectures, and this, combined with the fact that
he rarely bought their own works outright, and taken
with his published declarations on the nature and role
of women (e.g. Sesame and Lilies, lectures of 1864),
indicate that he, like most of his male peers, took
women and their art rather less than seriously,
although he was sure that women had a function in
the art world. His late enthusiasm for Francesca
Alexander, Helen Allingham and Kate Greenaway
allow us to see that this function was to produce the
pretty and the pious and to leave to such as Turner,
Millais and Brett, the production of the great and the
glorious. As he wrote to Anna Blunden in 1859: 'You
will probably paint, ultimately, in a way calculated to
be of great use and give great pleasure — although you
will never be a great painter — but no women has ever
been a great painter yet — and I don't see why you
should be vexed because you are not the first
exception'.

complex philosophical thesis, Progression by
Antagonism, published in 1846, which was intended
as a key to the book on Christian art. Through this
philosophy, Lord Lindsay arrived at a belief in a new
style of modern, rational, and by implication,
Anglican Christian art. In fact the Sketches were
specifically designed to attract and inspire 'the
uninitiated pure spirited youthful English aristocracy'
and in particular Lord Lindsay's cousin, the amateur
artist, Coutts Lindsay, to whom they were dedicated.
However it was the young John Ruskin who was
engaged to write a review for the Quarterly (Vol. 81,
June 1847) It is a classic confrontation, with Ruskin
complaining of Linday's tendency to vanish 'among
the frankincensed clouds of christian mythology' and
of his corresponding failure to give sufficient specific
criticism in his estimate of individual masters such as
Giotto. Ruskin goes on to suggest that Lindsay's view
of artistic progression is no more than 'Bolognese
eclecticism in other terms' and advances his own great
principle of Separate gifts ('The man who spends his
life in toning colours must leave the treasures of his
invention untold; let each have his perfect work'). He
complains that in Linday's book 'the demand for
exertion of thought is remorseless' and suggests that
the author has forgotten that 'The purpose is
assuredly as much to win the truth as to demonstrate
it'. He concludes by reminding Lindsay that 'Of the
men to whom he must primarily look for the working
out of his anticipations, the most part are of limited
knowledge and inveterate habit, men dextrous in
practice, idle in thought .. all of them conscious of
practical difficulties which the critic is apt to
underestimate'

Session 6. The Printed Image: Art and Design in
Britain 1850-1950
Organiser: Alan Crawford
i) Reproductive Engraving in London, C.1850-C.1880:
Dr Tony Dyson
'It would have been a great blessing if it had never
been found out', said Henry Graves the print publisher,
expressing before the House of Commons Select
Committee on Art Unions, 1845, his disapproval of
the newly discovered technique of electrotype as
employed in the reproduction of engraved plates.
The electrotype process made it possible to produce
prints cheaply, but Graves professed to prefer 'a high
price . . . and to sell a few'. Electrotype was simply
one manifestation of accelerating technological
development that brought down the price of
pictorial reproduction in the 19th century. The
engravers, perhaps more than anybody in the trade,
were naturally opposed to this trend; but it was an
irresistable process. At the time of the Select
v) Ruskin and Lord Lindsay: Hugh Brigstocke
Lord Lindsay's Sketches of the History of Christian Committee's inquiry the profession was within a
Art (1847) is widely respected as a major landmark in generation of obsolescence, and the closing years of
the 19th century marked the virtual extinction of
the reappraisal of early Italian art during the 19th
century in Britain. This paper traces the development 'the ever-dwindling ranks of a delightful and once
prosperous calling'. It is to the work of the last
of Lord Lindsay's taste and interests from his
unpublished papers, including detailed travel journals, generation of reproductive engravers and their
collaborators that this paper was devoted.
an elaborate letters. The Sketches of the History of
Christian Art was written against a background of
ii) In Praise of collotype: architectural illustration
religious controversy (Papal aggression and the
Tractarian movement), and Lindsay became acutely at the turn of the century: Alan Crawford
Between 1890 and 1914 B.T. Batsford published a
aware of the difficulty confronting a convinced
Anglican who wished to justify his admiration for the series of folio volumes on English architecture of
spiritual and artistic qualities of pre-Reformation art. the 16th, 17th and 18th centuries. They were
He eventually found his answer in the dialectics of a scholarly, sumptuously illustrated and exceedingly

London Transport, the Empire Marketing Board and
the regional railways in part answered this problem.
Their paternalistic philosophies and educational
responsibility are notable in that the leadership they
assumed was similar to that which an official
government information and publicity service might
have adopted, had it existed during this period.
This paper will attempt to link these two issues —
the.emergence of high-class responsible 'publicity',
iii) The Studio and its Illustrations 1893-1901:
with the recurrent call for the creation of a national
Dr Clive Ashwin
Much of the impact caused by the first publication of image, by referring to the abundance of images
The Studio (1893-) can be attributed not only to its relating to Britain that were produced during the
editorial policy and content, but to its physical style inter-war years and to make some conclusions on
their nature.
of presentation, especially its use of illustrations.
Until the 1890s, most magazines devoted to art,
design and architecture were predominantly illustrated
by means of reproductive wood-engravings, supported Session 7: Japan and the West
by occasional plates or 'supplements' in the form of
Organiser: Toshio Watanabe
etchings or lithographs. The Studio broke with this
tradition by adopting photomechanical reproduction, i) Christopher Dresser and Japan: Stuart Durant
including line and half-tone blocks, as its principal
Christopher Dresser (1834-1904) was in all probability
means of illustration, with only very occasional plates the first major European designer to visit Japan. He
or supplements in any other medium.
had a high reputation amongst manufacturers and was
Throughout the early years of its publication The a leading popular authority on applied art and 'art
Studio contained frequent mentions, including whole botany'. While travelling to Japan, Dresser visited the
Philadelphia Centennial Exhibition, 1876. He arrived
articles, on the subject of print making and
in Yokohama on December 26, 1876. Dresser spent
illustration, reflecting and articulating the
fundamental changes in attitudes which were taking some three months in Japan and published an
account of the visit in his Japan, its Architecture, Art
place during the 1890s. There is evidence that the
availability of certain forms of reproduction played and Art Manufactures, 1882.
Dresser journeyed some 2800 km in Japan and was
an important part in the selection of topics for
fortunate in being permitted — even encouraged — to
editorial treatment and its general content.
visit towns where few foreigners had previously been
The central importance of pictorial media as a
means of conveying ideas can be illustrated in relation allowed to go. While he paid particular attention to
traditional manufactures he also saw the extent of
to architecture. There was a tendency for the
Westernization and the expansion of Western-style
architect to take as his starting point a general
pictorial effect which could be described in detail in education. Dresser was able to observe the tensions
the text and illustrated by a half-tone reproduction of induced by Westernization and the clash between
progressives and anti-moderns. Dresser met Okubo
a water colour, with a view to its subsequent
realisation as a building. This heavy dependence upon Toshimichi — the most far-sighted of the early Meiji
visual and pictorial formulations reinforced the role leaders. According to Dresser no man could have been
'more alive' to the value of European technology.
of illustration as a prime disseminator of ideas.
Tragically, Okubo Toshimichi was assassinated by
ultra-nationalist
fanatics
in
May
1878.
Dresser
also
iv) Britain and her image in inter-war publicity:
met
the
Buddhist
priest
Akamatsu
at
the
temple
of
Jude Freeman
Nishi-hongan-ji
who
told
him
of
the
official
The inter-war years witnessed considerable growth
examination
of
the
merits
of
Christianity
conducted
and extension of the media in Great Britain. Diverse by the post-Shogunate government in 1868. A
issues also became problematic within existing forms committee of Christianity was inferior to Buddhism
of two-dimensional design and speculation concerning or Shinto and that in Christian Britain crime, vice and
its purpose, nature and role, whether as 'an ethical
drunkenness
were
widespread.
Dresser
deprecated
the
activity', 'a public service', 'a new force in education' occasional examples of European arrogance he
or 'a supplier of information', abound.
witnessed in Japan.
Two issues of particular significance for the period
Japan,
its
Architecture,
Art
and
Art
Manufacture
were the emergence of self-conscious 'patronage' of contains much valuable background information for
commercial art, as it was known, by semi-official
the historian of the Meiji period. The book was
industries and other bodies which led to a rift
generally admired by Dresser's contemporaries and
between high-class publicity and commercial
deserves a place at least as a minor classic among
advertising; and an oft-repeated call for the creation Victorian travel books.
of an official publicity body in order to project an
image of Britain as a nation. Sir Stephen Tallents in ii) The British Studio Pottery Movement and Japan:
his pamphlet The Projection of England, (1932),
Dr Oliver Watson
wrote, 'No civilized country can today afford either The influence of Japan on the British studio pottery
to neglect the projection of its national personality or movement is seen most forcefully to work through
to resign its projection to others. Least of all
the person of Bernard Leach, the most distinguished
countries can England afford either that neglect or
and articulate of British potters. Leach trained and
that resignation'. Partly in reaction to the success of worked as a potter for almost 10 years in Japan
British propaganda during the First World War, no
before returning to England to set up a studio in
such body was established during peace-time.
1920.
The tone and content, however, of the campaigns
Comparison of the work of studio potters prior to
run by organisations such as Shell Mex and BP Ltd, that date with work produced afterwards shows the

heavy (average weight 70-80 pounds). The
photographic plates which make up the bulk of these
volumes were printed in collotype, a reproductive
process capable of great fidelity. This paper sets out
to show how the collotype process was developed,
why the results were so good, and why such standards
are scarcely ever reached today.

considerable impact of Leach's Japanese experience.
He brought with him from Japan not only a sound
technical knowledge of handmade pottery, which was
lacking in England before, but also a highly developed
aesthetic and critical sense.
In conjunction with his Japanese friends, notably
Soetsu Yanagi, Leach also adopted, in print at least,
the idea of the potter as an 'anonymous craftsman'
living a simple life in close harmony with his
surroundings and materials, whilst trying to reject the
notions of self-expression of the fine artist.
Leach stressed the importance for the potter to
root himself in some long tradition of potting,
discovering for himself Chinese wares of the Sung
dynasty and British medieval pottery. Although he
received all his training in Japan, and there developed
an aesthetic approach to potting that he could not
have gained elsewhere, it is somewhat ironic that he
seems to have little liked and to have been little
influenced by any of the particularly characteristic
styles of traditional Japanese pottery.

Japan and the commercial ties with their cultural
repercussions. The Japanese Fleet was largely built
and armed at Tyneside and the local historical
material available on this subject was discussed and
illustrated in relation to the growth of interest in the
country as a whole.
The Japanese art collection formed in the late
19th century by a private businessman in the North
East, AH Higginbottom, and donated to the Laing
Art Gallery in Newcastle in 1919 served as a typical
example of Japanese art collecting during this period
and in terms of its scale and diversity it too pointed
to the extent of Britain's involvement with Japan at
the time.
Other Japanese material in the North East was
referred to in an attempt to underline the impact
made upon the region through the strong economic
links that existed.

v) Early Whistler and Japonism: Toshio Watanabe
There has been considerable disagreement in the past
on the nature and timing of Whistler's early Japonism.
iii) A Japanese Prince in Paris — a newly-discovered This has ranged from uncritical acceptance of an early
influence to admittance of a gradual stylistic
portrait of Prince Akitake by J J Tissot:
influence only after his first 'Far Eastern' paintings
Professor Chuji Ikegami
from 1864 onwards.
It is well known that the Tokugawa shogunate
The paper first tri'-d to clarify the availability of
participated in the 1867 International Exhibition in
Japanese art during tne 1850s and early 1860s both
Paris and that the central figure of the Japanese
in Paris and London. This showed that Japanese
delegation was Prince Akitake Tokugawa (1853prints were known at the latest by 1861 among the
1910), younger brother of the fifteenth and last
shogun, Yoshinobu Tokugawa (1837-1913).
Parisian artistic circles to which Whistler belonged.
In 1867, Prince Akitake was fourteen years old
The paper also argued that the so-called discovery of
and could have been the sixteenth shogun, had it not Hokusai Manga by Bracquemond should be placed at
been for the Meiji Restoration at the end of the same around 1859 and not 1856. In London on the other
year. He had therefore many things to learn in Paris: hand colour reproductions of Japanese prints, in
fencing, gunnery, gymnastics, swimming, horseman- particular those of Hiroshige, were available in books,
ship, languages, drawing, etc.
again by 1861.
In the documents of the Japanese delegation,
Then the paper examined two of Whistler's early
especially the detailed diary of Eiichi Shibusawa
'Far Eastern' paintings, both probably begun in 1863,
(1840-1931) and the brief unpublished diary of the Purple and Rose: The Lange Leizen of the Six Marks
Prince himself, can be found the name of a French
and La Princesse du Pays de la Porcelaine. Doubt was
painter who gave drawing lessons to the Prince from then cast on the validity of seeing a simple progression
February to September 1868. The name is always
in stylistic assimilation of Japanese art from the
written in the Japanese alphabet and reads 'chi-so'.
former to the latter and showed that in both cases
Circumstantial evidence indicated that this referred to one can already find the stylistic use of Japanese
JJ Tissot (1836-1902), one of the earliest
pictorial devices.
'Japonisants'. The author of this paper was then
Finally a few etchings by Whistler dated 1861
fortunate to discover, in the archives of the Mitowere compared with Japanese prints, mostly by
Tokugawa family in the city of Mito, a watercolour Hiroshige, which showed that already by 1861
portrait of Prince Akitake by JJ Tissot, presented to Whistler was influenced stylistically by Japanese art.
the Prince as a souvenir before his return from Paris
in October 1868. The detailed and precise inscription vi) From Realism to Symbolism — European
on the portrait confirms the original hypothesis,
Influence on Japanese Western style painting of the
thus according Tissot a much greater importance than Meiji period: Professor Shuji Takashina
hitherto as one of the earliest 'Japonisants' in the
After more than two centuries of isolation Japan
1860s in France. The portrait is reproduced in colour opened its country to the West during the 1850s. This
in Japonisme in Art. An International Symposium,
also coincided with the demise of the feudal warrior
Committee for the year 2001, Tokyo 1980
class and the restoration of Emperor Meiji which took
(ISBN 0-87011-455-7).
place in 1868. A full-scale westernization of Japan
started during the Meiji period (1868-1912) affecting
iv) Japan and the North East of England: Late 19th Japanese painting strongly.
Just when Japanese prints were radically
century connections: Marie Conte-Helm
influencing the course of European paintings, in
The period covered by this paper encompassed the
renewal of commercial links with Japan, the growth Japan Western style paintings showed varied and
of a cultural relationship between the two countries original achievements, responding to both Japanese
and Western developments.
through trade and mutual travel, and the climax of
that relationship in the signing of the Anglo-Japanese
Alliance (1902).
The paper, however, concentrated on a regional
study of the North East of England in relation to

Session 8: Problems of Interpretation in later 19th
Century Art
Organiser: Dr John House
i) Lovis Corinth as Howling Bacchant: Irit Rogoft
Corinth's Self-Portrait as Howling Bacchant was
painted in 1905. It is related to a series of
mythological subject paintings Corinth was executing
in Munich between 1896 and 1898 and which he
revives in Berlin between 1905 and 1908. The work's
fascination lies in its ability to combine a reflection
of Corinth's own exuberantly intense and somewhat
manic personality with an entire range of
contemporary preoccupations into one succinct and
striking image.
Corinth's concern with presenting the sensual and
brutal aspects of mythological themes represents a
facet of his struggle towards naturalism in face of the
extreme idealism which dominated much of
contemporary painting in Munich. In reflecting a
frank and revealing statement about himself as man
and artist in this mythological image, Corinth echoes
many of the artistic concerns rife in Germany at the
turn of the century. Predominant among these were
the legacy of Bocklin's art with its attempts to
convey the mystical and elemental in man's cultural
heritage, the renewed interest in Nietzsche's writing
and the concern with the cultural role played by the
artist in society as discussed by the various Volish
ideologists and artists.
ii) Camille Pissarro's Hillside at L'Hermitage,
Pontoise: DrAnthea Callen
This paper, taking as its theme the artist's technique
in the 1870s, examined Camille Pissarro's Coteau de
VHermitage a Pontoise, d.1873 (PV 209, Coll.
Durand-Ruel, Paris). Internal problems such as format,
canvas weave and ground, paint quality and handling,
were related to external questions of motif, viewpoint
and lighting, and were considered as a means to
understanding Pissarro's artistic preoccupations in the
present picture and, more generally, his development
during the 1870s as a whole.

'oriental genre' to a more dramatic, sensual and
violent approach towards the orient (of the sort best
exemplified in the work of Delacroix, one of
Fromentin's heroes) that comes closer to history
painting. Fromentin's failure to achieve a finished
version of this painting, indeed his failure to find any
viable way to move out of the successful Second
Empire Salon rut of his own making, tells us a lot
about the limitations — and the strengths — of his
skills. With this almost unique individual, who
embodies the closeness of French nineteenth art and
literature (Fromentin was an able performer in both
fields) it is hardly surprising to find that not only in
'L'Icendie' but also in several other attempt to break
away from his typical productions, Fromentin has
taken subjects and themes first expressed over a
decade earlier in his own writings on the Orient.

v) Alfred Elmore's On the Brink: Lynda Nead
'Destitute girls, without religious principle, will perish
by hundreds, so long as thousands of profligate men,
with plenty of money, and no conscience or
compassion, are bent on their ruin . . . These serpentlike men are creeping everywhere, in bagnois and
casinos, theatres and clubs, in ball-rooms and
drawing-rooms . .. poisoning all who come within
their reach' (Baptist Noel, The Fallen and their
Associates, London, 1860, pp.iii-iv).
'She missed the money, evidently, and her want
wasmj> opportunity ('Walter', My Secret Life,
Amsterdam, c.1880, p.310).
'In London there are now hundreds of women in
every phase of degredation whose history is
comprised in these words: seduction-desertionprostitution' (Prostitution: the means for its reform',
The Lancet, ii, 14 November 1857, p504).
The paper was an examination of Alfred Elmore's
On the Brink (exhibited at the Royal Academy
1865), to discover how meaning is produced in this
image. In My thologies (first published Paris, 1957),
Roland Barthes discusses the problem of meaning and
the science of semiology: '(It is) not content with
meeting the facts: (it) defines and explores them as
tokens for something else'. It is within the light of
iii) From Blind Man's Buff to Le Colin-Maillard:
this statement that Elmore's image was reviewed, in
Dr Marcia Pointon
order to recognise how Victorian attitudes to
This paper deals with the dissemination of an image
seduction, female sexuality, and the mythology of
through popular print media in France during the
the seduction — prostitution — suicide cycle are
nineteenth century and the consequent modifications reproduced.
to that image in style and in meaning. This is not a
study of the genesis and development of Wilkie's
celebrated scene; it is an examination of the
Session
9:
Art
in
the
20th
century:
History
/Criticism/
subsequent reinterpretation of the painting in a
Theory
different but neighbouring culture. This inquiry is
Organiser: Dr Stephan Bonn
something in the nature of a case study and it
necessitates consideration of Wilkie's influence in
i) Cubism, Law & Order: the Criticism of Jacques
France and of the way in which the diluted and
Riviere: David Cottington
disseminated image contributed to the artist's
The paper argued that the central issue in the
changing reputation.
relationship between art history and criticism was
iv) Eugene Fromentin's L'lncendie'./ames Thompson that of the historical specificity of both partners to it;
the recognition that the meaning of a critical text, as
'L'Incendie' or 'Oriental Battle Incident', to give a
more Prosaic and accurate English title to the picture of a work of art, is produced within a discourse which
in the National Gallery of Ireland, is an enigmatic late is part of a specific historical moment, and is
work of Eugene Fromentin, of a sketchiness that only reproduced by the historian within another such. To
separate the text from its context and consider it as
suggests the grander conception it might have
become. For with his and a few other works painted autonomous is to rob it of its historical meaning, to
mystify it.
at almost the same time (c.1867), Fromentin was
The failure on the part of historians of Cubism to
attempting to alter the nature of his art, to move up a
recognize this has resulted in what remains an
notch in the time-honoured French hierarchy of
imperfect understanding of the critical response to
subject matter, from his typical placid sort of

that movement by its contemporaries, and thus
ultimately of the movement itself; a fact which can
be illustrated by the analysis of one particular critical
response regarded as exemplary by one of the leading
historians of Cubism.
Thus Edward Fry, in his widely used and
influential edition of articles on Cubism by its
contemporaries, acclaims Jacques Riviere as 'one of
the very few men of his time who looked at Cubism
and really understood it', and describes his 1912
article Sur les tendances actuelles de la peinture as
'one of the most intelligent and profound of all the
contemporary criticisms of Cubism'.
Yet a reading of Riviere's test in the context of his
writings on Cubist and other art in 1911-1912, and of
these in relation to the dominant ideological attitudes
of the time, reveals that his assessment of Cubism was
made from a particular aesthetic standpoint, that of
the 'classicisme moderne' of the Nouvelle Revue
Frangaise, and that this classicism was part of a rightwing nationalistic response to the diplomatic and
social tensions of pre-First World War France. This is
the fundamental of Riviere's criticism of Cubism; in
what sense can it be said to be 'one of the most
profound'?
Other critical responses to Cubism constructed
other meanings for it, which were related to
alternative ideological positions. The history of
Cubist criticism in this period is that of the process of
contention and negotiation between these
constructions, and our understanding of the
movement and the styles it produced, this paper
argued, has been crucially determined by its outcome.

completely to neither. I contend that only when this
paradox is boldly confronted and grasped can the
language of art become correspondingly rich and
complex. I conclude that Stokes' 'a-historical,
psychological approach is uniquely capable of making
this confrontation today, and that in his writings lies
the potentially fertile ground for deepening and
enriching the visual language of contemporary English
art.
iii) Photography inheriting painting:
Mark Haworth-Booth
The theme of the talk was the relationship of certain
photographs to certain paintings and the intention
was to sharpen critical awareness of aesthetic qualities
found in photographs chosen mainly from the 1850s
and the 1920s. The level of discourse concerning
photographic art is low apart from such nodal points
of higher discussion as Art and Photography by Aaron
Scharf. I shall, therefore, discuss relatively few
photographs but hope to give the examples an
acuteness of attention not usually devoted to
photographs, even celebrated ones. The title of the
paper was intended to indicate a theme with which I
shall close my remarks: that the medium of
photography has, indeed, inherited some major roles
from painting. While a truism, it is also significant in
relation to contemporary art and art writing.
iv) The Correspondence between Charles Biederman
and the English Constructionists in the 1950s:
Dr A lastair Grieve
During the decade of the 1950s an extensive
correspondence was conducted between Charles
Biederman in America and Victor Pasmore, Anthony
Hill, Kenneth and Mary Martin and other abstract
artists in this country. Biederman, in his book Art as
the Evolution of Visual Knowledge published in
1948, had traced the history of art from its
beginnings to the point in the 20th century where, he
believed, representational painting and sculpture had
given way to abstract, constructed reliefs. By 1951,
when they read Biederman's book, the group of
English artists were producing abstract, constructed
paintings, reliefs and mobiles. Biederman's ideas were
important for them but their correspondence with
him reveals that they disagreed strongly over several
points. They differed over the question of the
relationship of the contemporary artist to the art of
the distant past and to that of the foundation
movements of abstract art in this century. They also
differed over the questions of approach to nature and
to the methods and materials to be used in making
abstract art. Biederman made no converts among the
English artists but the exchange of letters was fruitful
as it clarified their ideas about constructed abstract
art.

ii) Adrian Stokes and his Importance for English Art:
Marianne Sachs
The paper was presented in two distinct sections. The
first half aimed to identify the problems of most
concern to artists working in England today. I traced
briefly: 1) the trends and main developments in
painting and sculpture in this country throughout the
60s and 70s and 2) analysed the deteriorating
relationship that has occurred here between artist and
critic.
It was argued that over the last decade at least,
two types of art criticism have prevailed, the one
rooted in Greenbergian formalist theories, the other
in social theories of art and represented largely by
Richard Cork and his circle. It was suggested that
a substantial and growing number of artists is
becoming painfully aware of the impoverishment of
their visual language and of the need for a theory of
art which is both more relevant and coherent than the
two currently espoused.
The second section of this paper argued that
Stokes's conception of art as psychological symbol
a) exposes the narrow base of the 'formalist' and
v) Reading Munch's self-portraits in the light oi
'social theory' schools of criticism, and reveals as
psycho-analysis.
spurious the separation between abstraction and
representation on which they both ultimately depend 'Par peur justifiee des grandes systematisations
confuses, l'approche analytique examine des oeuvres
and b) assures the value of the artist as creative
subject without threatening the distinction between precises et utilise a leur propos une ou deux notions;
nous sommes aux antipodes d'une saisie totalitaire de
subject and art object. The 'carving/modelling'
antithesis with which Stokes characterizes the-artist's la creativity en general: Freud, ce "maitre de l'ecole
du soup9on' enseigne la prudence'.
relation to his medium was especially considered
Gilbert Lascault, Pour une Psychanalyse du Visible
in this context.
(in: Les Sciences Humaines et VOeuvre d'Art, Brussels,
Finally, the paper emphasized the paradoxical
1969, p99).
status of art, which partakes simultaneously of the
objective and subjective worlds yet belongs

The need for appropriate publications for school
use; the necessity for proper syllabuses at lower levels
of schooling; the opportunities for fresh thinking
offered by the forthcoming 16+ examination; the
matter of giving due attention to History of Art in
post-graduate courses of teacher-training; the
respective merits of various kinds of subject alliances,
the advantages of collaboration between different
levels of education; the desirability of a formal
response by the Association to the Government
proposals for a Core Curriculum, in which Art has
been given such short shrift; and the connection
between a subject's status and examinations in that
subject — these and many other points were
considered.
It was generally felt that the adoption of
constructive strategies was a matter of urgency; and,
accordingly, the formation of a Schools SubCommittee was proposed. It was agreed that the
proposal be transmitted to the Association's Executive
and that the proposed sub-committee be given the
tasks of extending debate on the propagation of
History of Art in general education; of formulating
specific proposals concerning the clarification of
pedagogical principles and the in-service training of
teachers; of producing progress reports for widest
possible circulation; of the launching of pilot projects
in the teaching of the subject; and, finally, of
compiling and publishing precise and cogent policy
statements on behalf of the Association.
A Schools Sub-Committee was subsequently
established, and will report its activities in the
Art History and Schools
Bulletin in due course. Members interested in its work
One of the discussion groups at the Conference was are invited to contact:
devoted to a newer area of concern, namely the role Dr Tony Dyson, Chairman, Schools Sub-Committee,
of Art History in Schools and the problems of
Department of Art & Design
teaching it successfully. Discussion lead to the
University of London Institute of Education
establishment of a new subcommittee of the
20 Bedford Way, London WC1 OAL
Association; and accordingly the main issues under
debate are reports as follows:
THE ART HISTORY BOOK FAIR 1981
There were almost sixty participants in the discussion,
which took place in the Clark Hall at the Institute of April 4th 1981 saw the Bloomsbury Centre's London
Education on Saturday 4th April. The session was
Suite providing the setting for the only book fair of
envisaged as building upon the Conference History of its kind in the World. 100 stands representing some
Art in Secondary Education, organised jointly by the 200 publishers from all over the World established the
Association and the Art Department of the Institute Art History Book Fair as an annual event — a must in
of Education in November 1980.
the calendar of all publishers of art history titles and
The aim was to involve as many delegates as
art periodicals.
possible in the discussion, for which the following
In addition to members attending the conference
topics provided a framework: the status of History of who spent Saturday afternoon at the Fair, some 500
Art in schools; access for pupils to original works of others came along and, for the first time, a catalogue
art and to books, reproductions and other learning
was available. The size and importance of the Fair
aids; the provision of in-service courses for teachers; has grown so dramatically that an advisory committee
the content of courses at different levels of schooling; of representatives of exhibitors has been formed. The
and broad possibilities for the future. Debate was
committee, under the Chairmanship of John Steer,
initiated by a panel consisting of Norman Binch, Staff has already met and was able to suggest a discount
Inspector of Art, ILEA; Dr Peter Cunningham of
and retailing scheme for the Manchester Fair that will
Westminster College, Oxford; Berenice Goodwin of
be of great benefit to all of us. Details will be
Godolphin and Latymer School, London; Roy
published in the February Bulletin.
Prentice, County Art Adviser, East Sussex; and Dr
Members of the committee are:
Richard Tyler of Leeds Polytechnic.
Professor John Steer, Chairman
As at the November Conference, secondary,
Pamela Courtney, AAH Director of Publicity
further and higher education, the inspectorate, the
Angela Freid, Apollo Magazine
publishing trade, and such bodies as the Arts Council Sarah Watkins, British Museum Publications Ltd
and museum and gallery education departments were Simon Huntley, Thames and Hudson Ltd
represented. This wide representation provided a rare Pam Solomon, Transatlantic Book Services
opportunity for direct communication between
Peter Turner, Travelling Light Photography Ltd
interested groups, and discussion was lively and
Faith Hart, Yale University Press Ltd
positive.
Desmond Zwemmer, A Zwemmer Ltd.

Instead of discussing Munch's self-portaits at the level
of their 'external forms' (following the principles of
formalist analysis), I looked for a 'structure
profonde', ie for the 'constituent order of the
picture. This order I located at the level of the
'chain of signifiers' (Lacan) through which the
'subject' constitutes him/her self by means of and
through 'object-relations' (Milner, Winnicott). This
methodological choice led me to compare the
results achieved in the same area by current art
historical approaches (Hodin, Eggum) with those
potentially offered by the application of psychoanalysis. While presenting an alternative to current art
historical approaches, I made no claim to cover the
entire field of experience.
The limitations of current analyses of Munch's
self-portraits spring from the ironical fact that in
them the notion of 'self is never dealt with in any
scientific way (it is, indeed, invariably taken for
granted). Hence, the need to start with the seemingly
simple question: 'What does a self-portrait represent?
and follow by examining what 'to represent' means in
this context (What are the aims (conscious &
unconscious) of representation? What are its effects:
a) upon the 'subject' him/her self, b) upon others. By
adopting this perspective we will stand in a better
position to bridge the gap between 'circumstantial
evidence' (art historical data) and 'internal processes'
(as revealed by psycho-analysis).

Sponsorship & Acknowledgements
No small measure of the success of the 1981
conference may be attributed to the fact that, for the
first time, two generous sponsors provided funds for
(1) the reception at the Courtauld Institute —
SOTHEBY'S and (2) the conference folders PHAIDON PRESS LTD.
Furthermore posters to encourage student
membership of the Association are to be funded by
THAMES & HUDSON LTD.
This help is most appreciated by all of us.
ANNOUNCEMENTS
Completion of the Hunterian Art Gallery and
Opening of the Mackintosh Wing
On Thursday 17th September 1981 the Hunterian
Art Gallery's Mackintosh Wing, Print Gallery and
Sculpture Courtyard was formally opened by Philip
Shelbourne, Chairman and Chief Executive of the
British National Oil Corporation. It was BNOC's
generous donation of £30,000 last year which was a
major factor in the success of the University's appeal
to prevent the sale of 11 paintings by Whistler which
was needed to complete payment for the building.
The outstanding feature of the Mackintosh Wing is
the reconstructed interior of 78 Southpark Avenue,
Mackintosh's Glasgow home, which has been
carefully recreated using the fitments removed from
the house prior to its demolition in 1963. The house
is furnished with Mackintosh's personal collection of
furniture. The split-level exhibition gallery at the top
of the wing displays posters, stained glass and the
guest bedroom suite from 78 Derngate, Northampton
— Mackintosh's last major interior commission.
The Hunterian Art Gallery was recently awarded
first prize in the National Heritage's Scottish Museum
of the Year Awards 1981, in respect of the part open
to the public, prior to September.
Visiting Scholar Scheme: University of Queensland
The department of Fine Art at the University of
Queensland have for a few years run a visiting scholar
scheme. The intention of this scheme is to invite
distinguished art historians to spend some teaching
time in the department.
The scholar is required to teach 3 hours a week for
13 weeks or the equivalent in 9 weeks. The teaching
level is advanced undergraduate but it is assumed the
scholar will use his/her time largely for personal
research. The salary scale at present is A$ 13,000.00
excluding airfare. It is assumed that the scholar will
travel to other centres like Melbourne and Sydney to
give additional lectures for which extra lecture fees
will be paid. It is quite possible to fit the teaching
period into the European long summer vacation
period and hopefully this will continue to attract art
historians to consider the scheme. Those interested
please contact:
Margaret Maynard, Head of Fine Arts Department,
University of Queensland, Forgan Smith Tower,
St Lucia, Brisbane, Australia 4067

since acquired an international reputation. A modern
extension, designed by Leslie Martin and David
Owers, was opened by HRH The Prince of Wales in
1970. This provided additional space for the
permanent collection and a setting for the concerts of
chamber music which have become a feature of
Cambridge cultural life. Amongst the eminent
musicians who have performed here have been Daniel
Barenboim, Jacqueline du Pre and Alfred Brendel.
Adjacent to the modern extension, a small gallery
was built for temporary exhibitions of twentieth
century art. This has established itself as the leading
public gallery in East Anglia for such exhibitions.
Kettle's Yard has mounted ten exhibitions a year.
Their size and nature have been restricted by lack of
space.
The new extension will alter this. In October there
will be held the first exhibition in this country since
1967 to be devoted to the German artist Kdthe
Kollmtz. In 1982 Kettle's Yard will mount an
exhibition of contemporary Spanish art. The new
extension permits more ambitious planning than was
previously possible.
The extension of the exhibition gallery, including
all demolition and construction work, furniture,
fittings, and professional fees, will cost £80,000. The
Arts Council has granted £20,000. £8,000 had been
raised so far by an appeal to the Colleges.
£52,000 remains to be found
Any further information required can be obtained
from the Secretary of the Kettle's Yard Appeal, c/o
The University Registry, The Old Schools, Cambridge
Arts Council of Great Britain: Critical Studies in Art
Education
The Arts Council and Schools Council have initiated a
major joint project to explore ways in which visual
arts teaching within the 11-16 curriculum may be
strengthened by developing 'critical approach'
methods to complement existing practices. Rod
Taylor, Art Advisor for Wigan Education Authority,
will take up the post of project director in September
and will be wanting to make contact with interested
teachers, artists, gallery and museum staff. Further
details are available from Irene Macdonald, Senior
Education Officer at the Arts Council.
CORRESPONDENCE

Dear Editor,
In the courseof our work we have from time to time
the problem of authors seeking illustrations for their
forthcoming books who have signed contracts with
their Publishers which make them responsible for the
pictures as well as the text. There are a number of
possible pitfalls in this procedure into which the
unwary author can easily fall — in some cases with
dire consequences. Your readers might be interested
to have some information which could save them
from the worst of the problems which can arise.
1. 'Author to supply all the pictures' — is there a
budget for this and if so how much? Authors who
have in mind to take their own pictures should make
Kettle's Yard Appeal: University of Cambridge
sure their material is of a technical standard approved
Kettle's Yard was the home of Jim and Helen Ede.
by the Publisher beforehand. Authors intending to
They gave it to the University of Cambridge in 1966. obtain pictures from other sources should first
The gift comprised their highly personal collection of ascertain what those sources will charge before
twentieth-century art together with the four converted signing any contract. It is sometimes possible to
cottages in which it was placed. The collection has
obtain pictures very cheaply from museums and other

institutions (though this is changing) but bear in mind Centenary of G.E. Street
that such sources have been gone over so thoroughly Exhibition: Hull University: 2-27 November 1981
The History of Art Department will be marking
in the past that the same pictures have been
reproduced time after time, sometimes to the point Street's centenary with an exhibition in the University
where Publishers (the readership too) get fed up with Art Gallery, featuring an outstanding group of
churches produced for Sir Tatton Sykes in East
seeing the same old stuff trotted out again.
The best quality picture material is not normally Yorkshire. On display will be many surviving
found in the files of the institutions simply because drawings, relevant sketchbooks and correspondence,
together with a selection of fittings from the
the best photographers don't work for the
buildings concerned. The catalogue will be available
institutions. To get the benefit of the kind of
from the departmental secretary.
photography that will be a positive asset to a book
requires that the photographer be properly paid and
many authors unfortunately do not realise this. The 'William Morris and Kelmscott'
In connection with the Exhibition 'William Morris
Publishers know it well enough, which is why they
often try to pass the buck to the unsuspecting author. and Kelmscott' to be held at the West Surrey College
It has been said that British publishing lives forever of Art and Design from 4 November to 4 December
1981, there will be a Symposium held over the
in the shadow of Shakespeare, whilst Italian
publishing lives forever in the shadow of Michaelangelo. weeekend Friday, 20 November, to Sunday, 22
Certainly it is true that our books often look far less November. It will include lectures and seminar papers
attractive, whatever the merits of the text the general reflecting current Morris scholarship.
Anyone wishing to attend should contact the
public are first attracted to a book by its pictures and
Secretary, Department of History of Art and
it has been demonstrated often enough that a
redesigned and attractive second edition can be made Complementary Studies, West Surrey College of Art
and Design, Falkner Road, The Hart, Farnham,
to sell far better than its dull-looking predecessor.
2. 'Publisher will not be responsible for pictures in Surrey GU9 7DS.
his possession' — if they aren't your pictures, beware!
However nicely dressed up the above exclusion may A Proposed Society for Textile Design History
be with weasel words and phrases, you could be in
Although
some
aspects
of
textile
history
fall
serious trouble if the printer should lose or damage
within
the
scope
of
other
groups
there
is
no
single
any. The minimum recommended BAPLA (British
solely devoted to it. Moreover, it is felt that as
Association of Picture Libraries & Agencies) loss fee body
a
result
of
the
growth
of
design
history
courses
in
art
for a colour transparency is £250. Loss of and
schools
and
polytechnics
there
is
a
need
for
increased
damage to transparencies is happening all the time in contact between those teaching and researching in
even the best regulated Publishers and Printers
different areas of textile history, between teaching
Houses. To protect himself the author must insist
intitutions
and
museums
and
between
established
that Publishers accept full responsibility for all
scholars
and
graduate
students.
materials and provide him with letters confirming this
The
first
meeting
for
all
interested
persons
will
be
which can be given to suppliers of pictures.
held at Middlesex Polytechnic on Friday November
Although there is much more to be said on the
6th at 1.30 pm.
subject of authors getting involved with book
illustration work, perhaps the above points will serve Those interested please contact:
to caution those authors unfamiliar with the
David
Grey
smith,
Middlesex
Polytechnic,
problems not to conclude any contract before he is
thoroughly satisfied that he can cope with all the
Cat Hill, Barnet, Herts EN4 3HU.
consequences.
The Curriculum Centre for the History of Art and
Yours faithfully
Design
Ronald Sheridan, Principal
The provisional programme of events for the coming
The Ancient Art & Architecture Collection
academic year is as follows:
6 November 1981 Foundation meeting for the
proposed Society for the History of Textile Design.
FORTHCOMING EVENTS
4 December 1981 The Art and Design Historian as
Author: problems of research, writing and
Poussin: Sacraments and Bacchanals. An Exhibition publishing.
at the National Gallery of Scotland from 16th
12 March 1982 The New Art History? Methods,
October to 13th December 1981
theories and practices.
This is the first major exhibition of the work of
14 May 1982 Drawing: its role in practice and
Nicholas Poussin to be held in Great Britain. The
education.
exhibition centres around the Bacchanals painted for
Participants at previous conferences will receive
Cardinal Richelieu, the first series of Sacraments from full details when they are available. Further enquiries
Belvoir Castle lent by the Duke of Rutland, as well as should be addressed to Dr Clive Ashwin, Assistant
the Baptism from the National Gallery of Art,
Dean, Middlesex Polytechnic, Cat Hill, Barnet, Herts,
Washington, and the second series owned by the
EN4 8HT.
Duke of Sutherland, on loan to the National Gallery
of Scotland. Related drawings and some earlier works Hornsey College of Art Centenary
are also included in the exhibition.
The Faculty of Art and Design, Middlesex Polytechic,
Generous sponsorship for the catalogue (price
is preparing an exhibition to mark the centenary of
£4.95) has been received from:
its predecessor, Hornsey College of Art, in 1982.
Oxidential Oil Internation Inc.
Peter Green, Dean of Art and Design, Middlesex
The Carnegie Trust
Polytechnic, Cat Hill, Barnet, Herts. EN4 8HT would
The Scottish International Educational Trust.
welcome memorabilia, information and contacts
related to this theme.

CLASSIFIED ADVERTISEMENTS
'George Mackley — Wood Engraver'.
Foreword by Sur Hugh Casson.
A new book to be published on 14th November,
1981. Price £17.50.
An exhibition at the Ashmolean Museum of the
wood engravings of George Mackley RE: 14th
November to 3rd January.
Further information from:
Gresham Books
G re sham Press
Old Woking
Surrey
The Ancient Art & Architecture Collection
is a photo-library specialising in photographs in
colour and b/w from the countries of the
Mediterranean, Middle East and Europe with material
from pre-history to medieval times. Special emphasis
is given to the Classical world, Mesopotamia, Egypt
and the Holy Land.
6 Kenton Rd, Harrow-on-the-Hill, Middsx HA1 2BL.
Tel: 01-422 1214
Art Monthly
an independent magazine covering British and
international subjects. Ten issues per year.
Subscription rates £6 pa in UK, £7.50 pa for Europe
outside UK, 25 US dollars or equivalent pa outside
Europe, (Airmail, p&p included). Back issues
available. Apply to Art Monthly, 37 Museum Street,
London WC1A 1LP. Phone: 01405 7577.
Vivian Wright
issues regular lists of out-of-print and secondhand
books, of interest to art historians and others, and
aims to provide an efficient personal service.
Fennelsyke, Raughton Head, Carlisle, Cumbria
Phone: 069-96-431
F Lewis Publishers
'Following the retirement of Mr F Lewis and the
acquisition of F Lewis Publishers by A & C Black; we
have been asked to look after all the UK and Overseas
private customers, (Collectors, Galleries, Museums,
Libraries and Educational Institutions).
In order to ensure prompt service, Hilmarton
Manor Press will keep in stock ALL the titles in print.
Catalogues of F Lewis's books are available on
request from Hilmarton Manor Press, Calne,
Wiltshire SN11 8SB. Phone: Hilmarton (024 76) 208.
Senior Lecturer in the History of Art & Design and
Related Studies
City of London Polytechnic
This vacancy exists in the Department of Silversmithing, Jewellery and Allied Crafts at the Sir John
Cass School of Art, Whitechapel.
The department is seeking to appoint a Subject
Leader in History of Art & Design and Related
Studies with special responsibility for the recently
validated BA (Hons) Sandwich Degree Course in
Silversmithing, Jewellery and Allied Crafts. This
senior post requires an Art/Design Historian with
relevant teaching and research experience. The
successful candidate should be able to make the
study of the history of the crafts and industries
related to the course, rewarding to the students. He

or she must also have a wide knowledge of the
disciplines of the practising artist and designer.
Salary scale: £10,383-£12,087 (Bar - £12,900)
including London Allowance of £759 per annum).
For further particulars and an application form
please write (quoting reference 81/63) to the Staff
Records Officer, City of London Polytechnic, 117
Houndsditch, London EC3A 7BU.
The Sale of Lot 236
The first novel by Michael Delahaye set in the world
of Fine Art auctionering in England and of fresco
restoring in Florence which tells of how an ingenious coup by a gang of Italian art dealers is
dramatically foiled.
£6.95. Constable, 10 Orange Street, London
WC2H 7EG.
Bibliography of Arts Council Exhibition Catalogues
1942-1980
To be published December. The bibliography details
every catalogue published by the Arts Council of
Great Britain to December 1980, and will be an
invaluable record and research document for Art
Historians, Librarians, students.
ISBN 0 7287 0291 6
Price R2 (includes postage). Orders to:
Arts Council Publications, 105 Piccadilly, London
W1V OAU
National Conference Art & Design Through
Education
Imperial College, London 7 and 8 November 1981
This public debate will defend the part-time system
against the cuts. The links that part-timers provide are
severed at the peril of education which cannot afford
to be cut off from the needs of industry and society
as a whole.
Contact Neil Bally. Phone: 01-729 1861.
Committee Nominations
Nominations for election to both the Executive
Committee and its Sub-Committees should be sent in
writing to the Hon. Secretary, Peter Fitzgerald no
later than three weeks before the Annual General
Meeting, ie by Monday 8 March 1982. Nominations
should include the name and signatures of the
proposer and seconder and the written consent of the
nominee.
Executive Committee
Officers
Chairman Prof John Steer
(Birkbeck College, University of London, Malet Street,
London WC1E7HX).
Hon Secretary Peter Fitzgerald
(Reading University, London Road, Reading RG1
Hon Treasurer Dr Francis Ames-Lewis
(Birkbeck College, University of London, Malet
Street, London WC1E 7HX)
Director of Publicity; Pamela Courtney
42 Lancaster Park, Richmond TW10 6 AD.
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