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There are a number of changes for members to note, 
especially those regarding membership subscription 
due on 1 January 1983. Please also note that all 
financial correspondence should be addressed to the 
Hon. Treasurer, Dr Eric Fernie, at the University of 
East Anglia; and that all changes of members* 
addresses should be addressed to the Hon. Secretary 
Peter Fitzgerald at the University of Reading, and not 
to the Editor of the Bulletin. All other correspondence 
which members feel will be of interest to the 
Association will be welcomed by the Editor. 

This issue of the Bulletin should not pass without 
special notice of the retirement of Dr Francis Ames-
Lewis from the office of Hon. Treasurer of the 
Association. Over the past five and a half years he has 
put the Association's finances onto a firm and steady 
footing. Among many achievements the most 
significant has been the successful registering of the 
AAH as a Charitable Organisation. 

Everyone who has dealt with Francis will be aware 
of his special qualities of efficiency and friendliness. 
The job is an onerous one. On behalf of all members 
I wish to extend our warmest thanks to Francis 
Ames-Lewis. 

John Steer, Chairman 

Membership Subscriptions 1983 

Subscription rates have been held steady for the past 
two years, during which period Routledge & Kegan 
Paul have kept the price of Art History constant. In 
1983, however, both parts of the AAH subscription 
will have to rise to keep up with increasing costs and 
expenditure. 

Routledge & Kegan Paul have announced that the 
full rate cost of Art History vol. 6 (1983) will be 
£27.50. We have negotiated with them that the 
Association members' rate will be £12.00, a rise of £2 
(or 20%). The advantageous rates for members have 
thus been preserved: the ratios both of the members' 
concessionary rate, and of the full AAH subscription, 
to the standard rate for the Journal remain much as 
before. 

New costs to the Association have arisen as a result 
of the increase in our total annual income to a figure 
above £15,000, the level at which registration for 
VAT payment becomes a legal obligation. The 
Association was registered for the payment of VAT, 
starting in the financial year 1981-82, and our annual 
VAT bill is likely to be in the region of £600, a sum 
which has to be found out of income. The increased 
administrative burden of keeping VAT accounts and 
making returns to HM Customs and Excise will 

require the new Hon. Treasurer, Dr Eric Fernie 
(University of East Anglia) to employ some part-time 
assistance. The general rise in administrative costs and 
other demands on Association funds, offset only to 
some degree by profits from the annual Book Fair, 
advertising revenue and so on, further necessitates a 
rise in the subscription rates. The Ordinary 
Membership subscription for 1983 will therefore be 
£18.50 (made up of £12 for Art History and £6.50 to 
the Association's credit), and the other rates will 
follow thus: 
Ordinary membership £18.50 
Student membership £15.00 
Student memberhip 

without Art History £ 3.00 
Joint membership £22.50 
Overseas membership £20.50 (US $40) 
Life members' subscription 

to Art History £12.00 

Please bear these new rates in mind when making 
your 1983 subscription payments, whatever method 
you use for paying your subscription. 

Bankers Orders and Direct Debit 
Many members who pay their subscription by 
Bankers Order have asked me i f we cannot arrange 
payment by Direct Debit, in order to avoid the need 
periodically to amend payments by Order. I have 
consulted our Bank about this, and understand that 
it is uneconomic from the adminstrative point of view 
if the number of payments made by Direct Debit is 
less than about one thousand. When the day comes 
that we have 1,000 members paying their 
subscriptions by Bankers Order, we will I am sure 
reconsider it. In the meanwhile, I would be very 
grateful i f you would save my successor as much time 
and trouble as possible by completing the enclosed 
Bankers Order Amentment Form, and returning it to 
your Bank as soon as possible. 

Covenanted subscriptions 
Only about fifty members completed the Covenant 
form for the payment of the annual subscription 
which was circulated at this time last year. While the 
extra income to be gained from these Covenants is 
greatly appreciated, we would hope that more 
members would be happy to contribute to AAH 
funds in this way. The Covenanted Subscription form 
is again enclosed: please complete it and return it to 
the new Hon. Treasurer as soon as possible. 

The Hon. Treasurership 
As from 1 October 1982, after five and a half years as 
the Association's Hon. Treasurer, I shall have handed 
over the reins of financial management to Dr Eric 



Fernie. I am most grateful for the patience and 
tolerance shown by all members over the confusions 
and difficulties which have not infrequently cropped 
up during my term of office, especially with regard to 
subscription payments. I hope that the membership 
will continue to show the same tolerance at least 
while Eric Fernie is learning the ropes, and will 
support him, as I have been supported, throughout 
his term of office. 

Francis Ames-Lewis 

NINTH ANNUAL CONFERENCE, LONDON 
26-28 March 1983 

Next year's conference will by and large follow the 
usual pattern, but it will be compressed into three 
days instead of the usual four: from Saturday 26 to 
Monday 28 March 1983. It has been possible this 
time to arrange for use to be made of the Institute of 
Education accommodation on the Sunday, so there 
will be no out-of-town visits. This does not mean, I 
am afraid however to say, that the Conference fee can 
be reduced: costs next year will be no smaller simply 
because the Conference will run over only three days. 
We hope, however, that starting on Saturday morning 
will ease some difficulties for those whose teaching or 
'other work continues to the very end of March. 

The Plenary Session on the afternoon of Saturday 
26 March will be on the theme of 'Conservation and 
the History of Ar t ' : four speakers concerned with 
the restoration and conservation of works of art wil l 
consider the significance for their work of art history 
and vice versa. There will be a follow-up open 
discussion session on Sunday afternoon to consider 
problems and issues arising from these papers. Other 
discussion sessions will be devoted to the Methodology 
of Art History, to Art History and New Technologies, 
and to the Future Shape of A A H Conferences. 
Receptions will be held at Sotheby's, thanks to the 
generosity of Sotheby Parke-Bernet who are 
sponsoring this event, and at the Courtauld Institute 
Gallery. On the Sunday evening there wil l be a private 
view of the exhibition of Drawing in the Italian 
Renaissance Workshop at the Victoria and Albert 
Museum. 

Thus far, the programme is fairly well advanced. 
Ten Academic sessions have been launched, and there 
are still plenty of opportunities for prospective 
speakers in the fields covered. Details follow of those 
fields, of papers already promised, and of the names 
of the session organisers who should be approached 
with ideas for further contributions. 

Fuller details of the programme will be published 
in the next edition of the AAH Bulletin, in February 
1983. Meanwhile, any comments or questions should 
be addressed to Francis Ames-Lewis, Department of 
History of Art, Birkbeck College, Malet Street, 
London WC1E 7HX. 

The Conference fees (including V A T ) are as 
follows:— 
Ordinary member £20 
Speakers £15 
Non-members £30 
Student members £ 5 
Non-member students £10 

We would be grateful if anyone wishing to book 
accommodation over the Conference weekend would 
complete and return the enclosed postcard as soon as 
possible. 

The Academic Sessions 

1) Transitional 
The varying fortunes in recent years of the term 
Transitional make it an eminently suitable subject for 
further discussion. Does it have any coherence as a 
stylistic phase or does it simply denote the process of 
change from one style to another? The purpose of 
this session is to look at some aspects of the change 
from Romaneseque to Gothic in architecture, 
painting, stained glass, sculpture and metalwork, and 
to compare the progress and the chronology of the 
transition in each of these areas. 

Those who have so far agreed to speak are Anne 
Prache and Christopher Wilson on architecture, 
Willibald Sauerlander on sculpture and Neil Stratford 
on metalwork. As there are two or three other people 
who have provisionally agreed to contribute, 
prospective speakers are asked to get in touch with 
the organisers Kit Galbraith or Peter Draper, 
Department of History of Art, Birkbeck College, 
Malet St, London WC1E 7HX (01-387 3421), as soon 
as possible. 

2) Renaissance Drawing 
This session wil l provide opportunities for the 
discussion of papers concerned with the practice of 
drawing in the Renaissance, in connection with the 
exhibition of Drawing in the Italian Renaissance 
Workshop of which there wil l be an advance Private 
View for the Conference on the Sunday evening. 
Papers have been promised by Martin Kemp, on 
Tone and Colour in Italian Renaissance Drawings', 
Richard Cocke on nude-study and the Antique, and 
Paul Joannides on the use of red chalk in Raphael's 
workshop; further contributions, especially concerned 
with such general quesions as the technique and/or 
function of Renaissance drawings, are invited for 
consideration by Joanne Wright, Department of Fine 
Art, University of Nottingham, University Park, 
Nottingham NG7 2RD, or Francis Ames-Lewis, 
Department of History of Art, Birkbeck College, 
Malet Street, London WC1E 7HX. 

3) The Seventeenth Century Portrait 
A session devoted to the seventeenth century portrait 
on the basis of one or more works by one or more 
artists in painting, sculpture, drawing, engraving or 
miniature, which wil l concentrate on possible 
interpretations of the sitter's status, attributes and 
character through the reading of symbols and formal 
arrangement. Suggestions for contributions to this 
session should be addressed to Christopher White, 
Paul Mellon Centre for Studies in British Art, 20 
Bloomsbury Square, London WC1A 2NP. 

4) Patronage and Decorative Painting in Eighteenth-
Century France 
Papers have been promised from three research 
students, Colin Bailey on The presentation of 
Cabinet pictures', Andrew McClellan on The 
Restoration of paintings', and Rachael Scott on 
'Attitudes to Decorative painting in the first half of 
the century'. Another, on Prud'hon as a decorative 
painter, wil l be given by Helen Weston (University 
College, London). Further contributions on the 
patronage, execution or criticism of decorative 
painting in eighteenth-century France would be 
welcome; these may be research papers, or papers of a 
more general nature on the theme will be considered. 



Suggestions should be addressed to Dr Philip 
Conisbee, Department of the History of Art, 
University Road, Leicester LEI 7RH. 

5) Narrative Art in Georgian England 
A full line-up of papers has already been secured for 
this session. Contributors wil l be Brian Allen (on 
Hayman's theatre subjects), Julius Bryant (on M.C. 
Wyatt's portrait of Lord Dudley's dog Bashaw;), 
Robin Hamlyn (probably on Leslie), Dudley Johnson 
Princeton University; (on physiognomy and 
expression), Hamish Miles (on tableaux vivants), 
Marcia Pointon (on Bonington's Venetian figure 
subjects), and Francis Russell (on Walter Scott and 
William Allan). In case any of these speakers should 
drop out, other contributions may be proposed to 
Hamish Miles, The Barber Institute of Fine Arts, 
University of Birmingham, Birmingham B15 2TS. 

6) The Printed Image: the technology and distribution 
of prints in the 19th century 
Papers on any aspect of the production and marketing 
of prints would be welcomed. Contributions have 
already been enlisted from Roger Smith, on 'Ar t 
Unions and the issue of prints', Iain Bain on The 
printing of wood engravings, with particular reference 
to the work of Thomas Bewick', and Tony Dyson on 
'Victorian print-publishers and their transactions with 
artists and engravers'. Any further ideas should be 
communicated to Tony Dyson, Art Department, 
University of London Institute of Education, 20 
Bedford Way, London WCIH OAL. 

7) Russian Art and the West 1910-1925 
The aim of this session will be to examine the artistic 
links between Russia and the West over this period 
and to investigate the development of Russian art 
from its dependence on Western models to its own 
maturity. It wil l then perhaps begin to chart the 
feedback from Russia to the West which really begins 
in 1922 with the Erste russische Kunstaustellung in 
Berlin. 

We are hoping that Professor Dmitrii Sarab'yanov 
of the University of Moscow will be able to open the 
session and present a Russian's view of the relationship 
between Russian art and the West. It is also hoped 
that Jean Paul Marcade of Paris wil l also be able to 
take part. 

Anyone wishing to participate should write to Dr 
Christina Lodder, Department of Art History, 
University of St Andrews, KYI6 9AL. 

8) A Year in the Life of Artist X 
As is indicated by the provisional title of this session, 
a small section of the work of a twentieth-century 
artist will be examined in each paper primarily from 
a methodological and thematic point of view. I t is 
hoped that each speaker wil l also address the issue of 
what materials were included, or excluded, during 
that phase of the artist's career, and the grounds on 
which these decisions are made. The range of artists 
provisionally included is very broad, from Nolde, 
Picasso and Balthus to a contemporary artist speaking 
about her/his own experiences. Suggestions for papers 
on a year in the career of other 20th-century artists 
should be sent to Lynne Cooke, Department of 
History of Art, University College, Gower Street, 
London WC1. 

9) Post-war theory and art practice 
This session wil l cover theory and art practice since 
1945, and wil l explore the relations between recent 
approaches to the writing of history, developments in 
theory that have a direct bearing on art history, and 
current art practices that develop from specific 
theoretical and critical positions. Work at present in 
progress on visual signs in photographs and film, as 
well as some of the advances from abroad, and in 
particular from France (the influence of Structuralism, 
etc.), wil l be included. It is hoped that it may be 
possible to build open discussion into each paper as a 
more positive element than usual: prospective 
speakers may therefore be asked to address specific 
issues or questions that can form the basis for 
structured discussion. Contributions wil l be welcomed 
for consideration by Jon Bird, Department of Art 
History, Middlesex Polytechnic, Cat Hill, Cockfosters, 
East Barnet, Herts. EN4 8HU 

10) Image and Process: Design History as the History 
of Material Culture 
This session wil l take as its theme the methodological 
problems of research in relation to source material, 
content, typology, and social and economic 
background. While it is assumed that specific 
historical or theoretical subjects wil l form the basis of 
each paper, speakers wil l be expected to respond to 
the general theme of the session. We hope that this 
wil l allow a structured debate to develop during the 
session, without the need for papers treating only a 
narrow specialism or chronological period. In order to 
achieve these aims we propose to adopt the principles 
of the workshop method both in the preparation and 
running of the session. We want to encourage an 
exchange of ideas and information between 
contributors and hope to arrange some meetings 
before the conference. 

The following subject areas have already been 
proposed: 
1 Historiographical problems in design history 
2 German design between the wars (industrial and 
product design; typography and printing) 
3 Post-war Italian design theory in relation to the 
practice of furniture design 
4 Ideology and art/craft debate in Britain from 
1950 to the present day. 

Outline proposals (of between 250-500 words) for 
contributions should be sent to either/both of the 
session organisers at the addresses below. I t is 
expected that all speakers wil l provide outlines for 
publication in the pre-conference issue of the A A H 
Bulletin and that full papers wil l be available for 
circulation in advance of/by the opening of the 
conference; contributors should thus be able to 
speak to their papers, allowing as much time as 
possible for discussion. 

Any suggestions for topical issues for an open 
discussion on the principles and current practice of 
design history should be sent to either or both of the 
session organisers, Chris Bailey, Faculty of Art & 
Design, Wolverhampton Polytechnic, North Street, 
Wolverhampton WV1 IDT or Charlotte Benton, 
18 Larkhall Lane, London SW4 6SP. 

Art History and New Technologies 
It is hoped to organise a discussion session at the 
1983 London Conference on this subject. The 
organisers wil l be Professor Julian Gardner, History of 
Art, University of Warwick, Coventry CV4 7AL and 



Dr Trevor Fawcett, University Library, University of 
East Anglia, Norwich NR4 7TJ. The organisers would 
be pleased to hear from any members of the 
Association who have used computers or other new 
technologies in their research, or who are 
knowledgeable about developments in these areas. I f 
sufficient interest is shown, it may be possible to 
arrange a separate introductory session about 
computer usage during the period of the conference 
or subsequently. 

ART HISTORY BOOK FAIR, LONDON 1983 

Next year's Art History Book Fair will be held on 
Monday, 28th March from 11.30 to 5.00 p.m. at the 
Institute of Education, Bedford Way, WC1. 

The Fair is open to everyone free of charge, 
including catalogue. It is planned to have the same 
discount arrangements that were so well received at 
the Manchester Fair. 

If you are able to distribute any invitations or 
press releases or can arrange for posters to be 
displayed these will be available from: — 
Pamela Courtney 
Director of Publicity 
Association of Art Historians 
Lower Lodge 
Monnington-on-Wye 
Hereford HR4 7NL 
Tel: Moccas (09817)344 

Your help would be most appreciated. The 
London Fair has a lot to live up to after the success 
of Manchester. 

EDINBURGH CONFERENCE 1984 

The tenth annual conference of the Association of 
Art Historians will be held in Edinburgh from Friday 
30 March to Monday 2 April 1984. The organiser of 
the conference will be Dr Duncan Macmillan, 
Edinburgh University. 

SUB-COMMITTEES OF THE ASSOCIATION 

Sub-Committee for Art History Libraries and Visual 
Resources 
The establishment of this Sub-Committee was 
announced in Bulletin 12. Its brief is to help 
formulate the Association's policy with regard to 
libraries, archives, collections of visual records, and 
information sources generally. The study of art 
history depends heavily on adequate access to printed 
materials, documents and reproductions. I f the 
availability of this literature is effected adversely by 
organisational failings, by a lack of co-operation 
among institutions, or by severe financial cut-backs, 
there is every likelihood that art history teaching and 
research will suffer in consequence. 

Much of the Sub-Committee's time has therefore 
been spent in examining different aspects of the 
central question of national provision and of the ways 
in which it might be improved. The matter is 
complicated by the unusually wide scope of art 
literature and by the variety of institutions which 
attempt to provide it, ranging from national bodies 
like the British Library, the National Art Library 
(V & A Library), the Tate Gallery Liberary, or the 
British Architectural Library (RIBA), to the 

universities (including the Courtauld book and 
photographic libraries and the Warburg), the 
polytechnics and art colleges, and the major public 
and specialist libraries. There are also questions to 
resolve about the best balance between national 
reference and lending collections, and about the 
relative merits of concentrating resources in London 
or dispersing them at centres across the country. 
Following meetings with ARLIS (Art Libraries 
Society), representatives of the Sub-Committee and 
ARLIS have held informal discussions with the 
Reference and Lending divisions of the British 
Library. It is probable that a British Library working 
party, on which the Association would be 
represented, will be set up as a result. 

The Sub-Committee has been active in other ways 
and has corresponded with a number of individuals 
and institutions. One initiative that has already borne 
fruit has been the Photograph and Slide Exchange 
Scheme reported on in Bulletin 13 and devised to 
help institutions increase their holdings of useful 
visual material at little financial cost. Another topic 
of interest has been the possibility of re-establishing 
some regular national listing of documents relevant to 
art and design history deposited in archives and 
repositories throughout the country: this need has 
become more acute with the discontinuation of the 
series Architectural History and the Fine and 
Applied Arts formerly published by the Royal 
Commission on Historical Manuscripts. At the same 
time more recent developments are not being 
neglected and at the next AAH conference a session is 
envisaged on new technologies for the storage and 
exploitation of art historical data. 

Members wishing to contribute information or 
ideas to the Sub-Committee are welcome to contact 
its chairman, or myself, or any other committee 
member. A recent government paper (Cmnd. 8454) 
refers to fca dangerously low level of funds for 
acquisitions and running expenses . . . leading to the 
erosion of many well-established libraries . . . The 
process has now reached a stage where serious damage 
is being done to core collections and services in many 
libraries, and even when increased funds become 
available the recovery of these services will be 
slow and uncertain'. Anyone who would like to draw 
our attention to specific cases of such damage to art 
collections is invited to do so. 

Members of the Sub-Committee are as follows: 
Professor Julian Gardner, Chairman (University of 
Warwick); Trevor Fawcett (University of East 
Anglia); Constance Hill or John Sunderland 
(Courtauld Institute); Loveday Gee (University of 
Warwick); Jo Miller (Birmingham Polytechnic); 
Professor John Steer (Birkbeck College), and Michael 
Doran (Courtauld Institute). 

Trevor Fawcett 
Acting Chairman 

Photography and Slide Exchange Scheme. 
The Tate Gallery 
Colleen Duxbury, Education Dept. 
Phone: (01) 821 1313 ext. 203 
British Art from 16th century; Modern British and 
foreign painting and sculpture. Selected contemporary 
art exhibitions (suggestions welcomed). Slides only. 



Schools Sub-Committee 
It was reported at the Association's Manchester 
conference that the Sub-Committee has met on seven 
occasions during the first year of its existence and 
had pursued its various objectives energetically. There 
has been widespread contact with secondary school 
teachers in London, Newcastle, Cardiff, Birmingham 
and Coventry; accounts of the Sub-Committee's work 
had appeared in the Edition du Comite* pour 
l'Education Artistique, Paris, and in the form of a 
report* of the conference History of Art in Secondary 
Education (organised by the Association and held at 
the Institute of Education, London, in November 
1980); members had been (or were shortly to be) 
involved in the work of various national school 
examination boards; and planning for the production 
of an in-service course for teachers had begun. 

It was resolved at the Manchester meeting that, in 
view of the Association's keen interest in the 
propagation of the study of History of Art and 
Design in general education, wider representation on 
school examination boards should be sought and that 
a corollary to this should be a watch on current 
planning for the proposed new system of examination 
at 16+. It was also agreed that the Chairman of the 
Association make a direct approach to the DES to 
pursue the matter of proper representation for 
History of Art and Design in such important 
educational decision-making organisations as the 
Schools' Council (due, alas, to be dissolved but to be 
replaced by an equivalent body or bodies under the 
direct control of the DES). It was suggested that 
teacher members, especially, of the AAH be urged to 
consider carefully the matter of suitable books to 
assist the teaching of the subject in schools and that 
they be encouraged themselves to submit manuscripts 
for publication. Sustained pressure of this kind — 
from those engaged in teaching — is an important 
means of convincing publishers of the urgent need 
that exists. The time is now ripe, it was felt, for the 
Sub-Committee to plan further conferences, of which 
one, at least, could focus on the matter of in-service 
provision — existing and projected; and the Sub-
Committee's plans for the in-service course for 
teachers met with general approval. 

Since the Manchester conference, a special 
planning group has been set up to devise a pilot 
course to facilitate the development of teaching 
material for this in-service venture. This pilot course 
caters for 24 teachers in primary and secondary 
schools, and will be run on the basis of 16 weekly 
evening sessions at the University of London Institute 
of Education, beginning in October, 1982. Another 
such course is being run from October 1982 by the 
History of Art and Design Department, at North 
Staffordshire Polytechnic. This is a two year part-
time course leading to a Polytechnic Diploma in the 
teaching of History of Art and Design. 

The Sub-Committee proposes the following topics 
for conferences: a) school examinations in History of 
Art and Design; b) teaching the subject to students in 
schools of art and design; and, as already mentioned, 
c) in-service courses. It is likely that one of these 
topics will provide the focus for the Schools meeting 
at the forthcoming London conference and that 
another will be the subject of a special one-day 
conference to be arranged subsequently. Members' 

* Copies still available from the Secretary, Department of 
Art & Design, University of London Institute of 
Education, 20 Bedford Way, London WC1H OAL. 

observations and suggestions will be welcomed and 
should be addressed to the undersigned. 

Tony Dyson 
Chairman 

Schools Sub-Committee 

Student Sub-Committee 
The Student Group is planning a series of meetings 
on the theme of Approaches to the Discipline of 
Art History during the autumn and spring terms, to 
be held in London. Details of the dates of meetings 
and speakers will be circulated. All students are 
welcome to attend, although the Student Group 
committee is very much aware that it is difficult for 
students outside London to make the journey. 

I f student members in other parts of the country 
are interested in organising their own meetings, we 
should be happy to help with suggestions for possible 
speakers. We would also be pleased to receive 
suggestions for speakers or topics which students 
think should be discussed. 

A booklet on careers in Art History, based on the 
Art History in Action series held last spring, will soon 
be available. As well as a summary of the talks on 
careers in education, museums, publishing and 
librarianship, it contains information on other careers 
and a list of useful addresses and costs only £1. I f you 
would like a copy, please send a cheque/postal order 
to Hilary Morgan, c/o Birkbeck College, together with 
a stamped addressed envelope (22p or \6lAp postage). 
Your copy will be sent to you as soon as possible. 

Students who are doing research in art or design 
or have a particular field of interest and who would 
like to be put in touch with other students working in 
the same area are asked to write to the chairman, 
stating their speciality. 

I f any students visiting London would like 
information on exhibitions, lectures, etc., the Student 
Group committee would be pleased to help. Any 
enquiries may be sent to the chairman. 

Lynda Stephens 
History of Art Department 
Birkbeck College 
University of London 
43 Gordon Square 
London WC1E 7HX 

AAH CONFERENCE, MANCHESTER 1982 

The Manchester Conference, attended by some 265 
people was most successfully organised by Dr Andrew 
Causey with assistance from Dr David Jeremiah. 
Irrespective of the profit brought in by the Art 
History Book Fair, the Conference this year actually 
made a profit. This was not large, but helps to offset 
the considerably greater costs of the alternate 
London Conferences, which inevitably are subsidised 
by the Association. There follows below abstracts of 
most of the papers given at the various academic 
sessions. 

Session 1 
Medieval art history in relation to other branches of 
medieval studies. 
Organiser: Dr Jonathan Alexander 



i Anglo-Saxon Art: the necessity and dangers of the 
written evidence 
Professor C.R. Dodwell 
The Anglo-Saxon art chiefly studied by scholars 
today — such as sculpture, ivory carvings and 
manuscript paintings - was hardly ever mentioned in 
Anglo-Saxon times. This is because the primary focus 
of Anglo-Saxon writers was on art in gold, be it work 
of goldsmiths or embroideresses in gold. Because of 
their bullion value all the great examples of these 
have disappeared. One way of getting a more balanced 
picture of Anglo-Saxon art is to study what was said 
about it by the Anglo-Saxons themselves or by those 
with an intimate knowledge of it before so much of it 
disappeared. This has its own dangers, since the well 
known sources are of varying validity and each has to 
be weighed with a highly critical historic sense. 
ii The Equipment necessary for the study of medieval1 
dress 
Stella Newton 
The question at issue was, for the student of medieval 
dress, should history and ethnography take precedence 
over art history? Although it can now be seen that, in 
the middle ages, fashions in dress changed as regularly 
as they do today and, allowing for slower 
communication, as quickly, it is still extremely 
difficult to discover what pressures might have 
induced those changes and whence they came. The 
importance of understanding both weaving techniques 
and the structure of garments (tailoring) was 
discussed, with special attention to some dress 
painted by Giotto. 
iii The emergence of written descriptions of people 
and places in later medieval Italy 
Professor J. K. Hyde 
Before c.1340, visual descriptions were altogether 
exceptional in writings by Italians in chronicles and 
imaginative literature alike. Where they appear, they 
can generally be attributed to classical influences 
(pre-humanism) though precise models are difficult 
to trace. The emergence of vernacular writings in 
French, Tuscan and other Italian vernaculars did not 
of-itself do much to alter this state of affairs. The 
breakthrough comes c.1350 associated with the 
extensive prose writings of Boccaccio, but spreading 
very widely and rapidly to chroniclers and non
professional writers, representing a new aim to record 
the here-and-now in writing and stir the emotions as 
well as the minds of readers. By the early 15th 
century are found chronicles which are occupied with 
visual appearances, colour etc. almost exclusively, 
while humanists like Bruni turned away from visual 
descriptions as irrelevant to the serious themes of 
history. 
iv Anglo-Saxon stringed instruments: the evidence of 
pictorial sources 
Dr Christopher Page 
For our knowledge of Anglo-Saxon stringed 
instruments we are principally reliant on pictorial 
sources. This paper examined the ways in which these 
sources can be used, and in particular how they may 
be correlated with other areas of evidence, so that the 
potential hazards of non-realistic conventions may be 
lessened. 

v Archaeology and the history of art 
Professor Martin Biddle 
Art history and archaeology grew up together and 
drifted apart. Now they all too often seem to know 
little and understand even less of what each is trying 
to do. Medieval studies show not only the need to 
bring the two disciplines together, but also their 
greatly enhanced powers of investigation, analysis, 
and interpretation when working in harmony and 
mutual comprehension. Examples from the period 
between the sixth and the sixteenth centuries show 
the need in particular cases for, and some results of, 
interdisciplinary studies in the histories of architecture, 
sculpture, painting, metalwork, and the other arts. 
vi The Forest theory of Gothic 
Dr Paul Crossley 
The two essential characteristics of Late Gothic 
architecture in Germany C.1430-C.1530 are: 1) 
Imitation of plant-like forms. 2) Spatial experiments 
with the spiral. The historical and economic 
background and changing methods of communicating 
architectural ideas (the expertise, the drawing) were 
considered. Spatial developments in church 
architecture were discussed in detail, particularly 
developments in vaulting. A consideration of the 
aproximation of ornament to plant forms led on to 
theories of their 'meaning', for example relationships 
to the Danube school of painting, symbolism of 'wild 
people', the hortus conclusus. Each building must be 
examined in its specific historical context. General 
theories are inconclusive. 
viii Medieval Art and Drama in York The York 
Mercers' Play of 'Doomsday'. 
David O'Connor 
The extent to which medieval art was influenced by 
medieval drama is a thorny question, and few scholars 
today subscribe to the view that alabaster carvings 
and stained glass windows from the late Middle Ages 
are actual records of dramatic performances in 
England. The emphasis has now swung the other way 
with the view that it is much more likely that the 
drama was influenced by the art. 

York is an ideal starting point for an exploration 
of an interdisciplinary approach to medieval drama. It 
has the most complete cycle of Mystery Plays, a vast 
amount of documentation concerning the production 
of these plays, as well as possessing a large corpus of 
late medieval works of art, which can provide a third 
method of approaching the drama. 

An examination of the text of the Mercers' play of 
the Last Judgement, in the light of documentation on 
the props and costumes used in the 1433 production 
suggests a highly elaborate, rather stylised performance 
of considerable visual power. Contemporary art in 
York can be used to try and reconstruct something of 
the visual impact of the play. 

Session 2 
Venetian Renaissance art and architecture 
Organiser: Richard Cocke 

i Portraiture in the Scuole narrative cycles of the 
later fifteenth century 
John G. Bernasconi 
Both Vasari and Sansovino, in describing the late 
fifteenth-century cycle of canvases in the Great 
Council Chamber of the Doges's Palace (destroyed 
1577), singled out as an important feature the large 



number of portraits that it contained. The 
convention of including contemporary portraits in 
history paintings applied also in the surviving cycles 
of narrative paintings executed in the late 15th and 
early 16th centuries for the Venetian Scuole. 

This paper sought to examine the extent of such 
portraiture and the effects its inclusion had on the 
artists' treatment of their subjects. It examined in 
particular the Cycle executed for the Scuola Grande 
di San Giovanni Evangelista by Gentile Bellini, 
Carpaccio and others. This cycle, partly because of its 
subject matter, probably represents the high point of 
portraiture in Venetian scuole cycles. The problems 
of identifying individual portrait-figures in these type 
of paintings were discussed and, by way of example, 
portraiture in Gentile's 'Miracle at the Ponte San 
Lorenzo' was examined in some detail and a new 
identification proposed for the striking foreground 
group previously identified as the artist and his 
relatives (Felton Gibbons) and as members of the 
Cornaro family (Billanovich). 

ii The Young Titian, problems in chronology and 
attribution 
Professor Giles Robertson 
The earliest documented and dated works which we 
have by Titian are the frescoes in the Scuola del 
Santo at Padua for which he was paid between 
December 1510 and December 1511. The paper 
considered some works which may be earlier than 
these dates, especially those so indicated by Vasari, 
and proceeded on the assumption that Titian was 
born not later than 1485. The principal works 
considered are the painting in Antwerp of Jacopo 
Pesaro before St Peter, the Flight into Egypt in the 
Hermitage, the fresco decoration of the Fondaco dei 
Tedeschi and the woodcut of the Triumph of Faith. 
The relation of the woodcut to Michelangelo's 
Cascina cartoon and to some works of Marcantonio 
Raimondi is specially considered. Finally the question 
of the Tobias and the Angel in San Marziale was 
raised, and whether the picture of this subject from 
Santa Caterina, now deposited in the Accademia, can 
possibly be the work of Titian, and whether Vasari 
might not as Morelli thought, be right after all in 
dating the San Marziale picture to 1508. 
iii Tintoretto and the Scuole del Sacramento 
Dr Paul Hills 
In Venetian churches of the fifteenth century the 
focus of pictorial imagery was the altarpiece: by the 
end of the sixteenth century paintings on canvas, 
framed within cornices, dominated the lateral walls of 
chancels and chapels. Tintoretto was one of the most 
prolific painters of such pairs of laterali. In the 
majority of instances Tintoretto 's paintings for 
churches were commissioned by Scuole del Santissimo 
Sacramento. An examination of these confraternities 
illuminates the devotional and social context of 
Tintoretto 's paintings. 

Although one Scuole del Sacramento had existed 
in Venice since the late fourteenth century, it was not 
until after 1500 that these confraternities were 
founded in many different parishes of the city. Their 
statute books (mariegole) reveal that their prime 
concern was to ensure that the eucharist was treated 
with due reverence. To this end they provided 
tabernacles for the reservation of the eucharist. As 
these grew more splendid in material and size in the 
course of the sixteenth century, so they tended to 

oust the painted altarpiece from pride of place. Hence; 
laterali were often introduced flanking an altar with 
with a grand tabernacle, and their subject matter 
naturally reflected the eucharistic and charitable 
concerns of the Scuole del Sacramento. The 
association between physical and spiritual succour, 
repeatedly underlined by Catholic theologians, was 
realised in the powerful body-language of Tintoretto's 
figures. 

iv Sansovino's Venetian tombs 
Bruce Boucher 
Sepulchral monuments form a conspicuous part of 
Sansovino's Venetian sculpture. As with his 
architecture, Sansovino's Venetian tombs also reflects 
a distinctive synthesis of Central Italian and 
traditional Venetian elements. New and previously 
published documents throw some light on Sansovino's 
working procedure and on the division of labour 
within his shop and circle. These help to explain how 
he created the major monuments of his Venetian 
career. 
v Black and white in Tintoretto 
Douglas Smart 
Taking as its central point the Presentation of the 
Virgin painted by Jacopo Tintoretto for the inner 
organ doors of the Madonna dell'Orto in Venice, this 
paper demonstrated that in the 1550s the artist was 
capable of building upon the advances evident in his 
works of the previous decade in achieving great 
departures from the norm in his colour usage. This is 
to partly deny the influence of Veronese's palette, 
but principally to fly in the face of the generally held 
theory that his colore owes a major debt to Titian. In 
the recently cleaned and restored Presentation this 
is discernible in the new and exciting deployment of 
a whole new series of tones and shades ranging from 
black and white through various browns and greys 
coupled with an entire absence of blue as if to refute 
the central polarisation of reds and blues as seen in 
Titian. Tentative relationships with the theories of 
the day were made, but with an examination of 
the dark primings Tintoretto employs in this and 
various contemporary nocturnes and dark interior 
paintings (as revealed by recent technical 
examinations) the paper concluded that this colour 
usage, unique to the work of Tintoretto at this stage 
of the Cinquecento, is an important factor in, and 
indicative of, the artist's wider emerging ability to 
re-examine and remarshal visual vocabularies and 
modes of expression. 

Session 3 
The Artist and historic costume. Some aspects of the 
use made by artists of historic dress in art 
Organisers: Dr Aileen Ribeiro and Josephine Miller 
i Elizabethan Masque Costume 
Jane Ashelford 
A number of later Elizabethan and early Jacobean 
paintings have survived in which the sitters are 
depicted wearing dress which is markedly different 
from normal fashionable dress. Their 'strange 
fantastick habit ' would have been worn at a masque, 
an entertainment which had been introduced into the 
court of Henry the Eighth from Italy and had become 
a very popular feature of Elizabethan court life. 
Design of masque dress was governed by certain 



conventions, the most important was that it should 
not resemble 'examples of known attires' (Francis 
Bacon, Of masques and triumphs 1597). This search 
for exotic costume led the designer to consult 
illustrations of the national dress of faraway countries, 
a fairly easy task as many costume books were 
published in the latter half of the century; but by 
1600 it is apparent from visual and documentary 
evidence that the garments worn at the English 
masque were influenced by Renaissance theatre 
costume. The eclectic mixture of foreign dress worn 
all 'antica that can be seen in the paintings under 
discussion form a link with Inigo Jones's designs prior 
to his visit to Italy in 1613, and afford a fascinating 
glimpse of the last glittering years of Queen 
Elizabeth's reign. 

ii Dress in Baroque Painting 
Diana de Marly 
Baroque artists were so worried about their pictures 
looking out of date because of the costume becoming 
dated that they tried to find clothes that would not 
date. 

They tried the Arcadian vogue, as can be seen in 
the work of Van Dyck and Rembrandt, but this was a 
fashion too, so another form was sought. 

The middle of the 17th century promoted the 
Roman look, as it was an unchanged type of clothing, 
they thought it would be the same with them. Van 
Dyck, Lely and many others used i t , but were not 
aware that the style dated as much as the wigs and 
pearls the sitters wore. 

That brings us to status. No matter how dateless 
the picture was meant to be the sitters would not 
leave out those signals of their rank, like wigs, jewels 
or lace, which contemporaries understood. 

For men the Roman costume was mainly armour, 
but a way had to be found to paint non-military 
people, like writers and ladies. The answer was to use 
undress, either Indian gowns, or shifts with a fabric 
over them. This was shocking, to show people in 
undress in public, but it was another form of status, 
for those at the top of society can ignore the rules 
and get away with i t , while the lower orders cannot. 
Undress was allowed in court art, but was not 
approved by the Protestant middle classes. 

iii The depiction of official dress by the artist during 
the Revolutionary Period 
Alice Macrell 
The year 1792 with the fall of the monarchy and the 
establishment of a People's commune marked a 
decisive date in the evolution of an official costume, 
particularly for men. The revolutionary ideology was 
then expressed by the spread of a proletarian 
costume, that worn by the sans-culotte. Discussion of 
this dress with particular reference to Boilly's 
painting, 'The Actor Chenard dressed as a sans-culotte'. 

From late 1792 one becomes aware of a growing 
movement in favour of the institution by law of 
various types of official dress appropriate to the 
contemporary political and artistic climate. This 
movement culminated in a decree of the 14th of 
May 1794, inviting the artist Jacques-Louis David, the 
leading painter of the day, to present to the 
Committee of Public Safety, his ideas for official 
costumes not only for the legislature and military but 
also for the ordinary French civilian. These costumes 
and also the debates in the Commune des Arts, were 
discussed. 

On 27 July 1794 the Jacobean regime was 
overthrown and within days Robespierre had gone to 
the guillotine, and David, having only narrowly 
escaped the same fate, was in prison. Although the 
idea of an official civil costume was abandoned 
entirely after the fall of the Jacobins, the question 
of official uniforms to distinguish the people in 
authority was again raised by the government of the 
Directory shortly after the drawing up of the new 
constitution in August 1795. The official dress of the 
Directory, the designs of which were given by the 
Minister of the Interior to Grasset de Saint-Sauveur 
for publication in a volume of coloured engravings, 
and the artists who designed the costumes were 
discussed. 

The best proof that contemporaries themselves 
saw a connection between official dress and political 
outlook is furnished by a delightful little work 
entitled, Caricatures Politiques, by Beauvart, dated 
1798. Under the title republican, five types of men 
can be recognised. All are distinguished clearly by 
their differing dress. 

During the Empire, Napoleon was in charge of 
official dress. While he has been credited with many 
— perhaps too many achievements, he has received 
less than justice as Director of Dress. Napoleon 
possessed a real flair for the psychological import of 
dress and instructed artists on how he wanted 
himself and his court to be represented. For his 
coronation, he appointed Isabey to design the 
costumes. They were recorded by David in his 
painting the Sacre. 

iv 'Old English Dress': the artist's use of historic 
costume in 18th century English portraiture 
Dr A He en Ribeiro 
Certain types of historic costume, mainly 16th and 
17th century appear frequently in 18th century 
English portraiture. This reflects not only a nostalgia 
for the idealised past, but also the popularity of such 
costumes as worn at masquerades. There is also a link 
with a growing appreciation of the glories of English 
history during the Tudor and Stuart periods and the 
gradual development of accuracy in historic costume 
on the stage and as used by the history painter. The 
range of historic costume in portraiture was 
discussed, with some reference to the part played by 
the drapery painter in the dissemination of such 
styles. 

v A fashion for history 1820-1850 
Sarah Levitt 
The paper discussed the connection between historical 
motifs used in fashionable dress and historical styles 
as portrayed in contemporary painting. Attention was 
drawn to the great debt owed in both these areas to 
the work of such men as J.R. Planche and F.W. 
Fairholt, who, building on the foundations of 18th-
century research, were paving the way for modern 
scholarship in the field of costume history. 

At a time of great interest in history the public 
imagination was particularly captured by historical 
costume, through which the past could come alive in 
a unique way. Many articles on costume history 
appeared in popular women's magazines and even in 
Punch. 



Session 4 
The relationship of the Fine and Applied Arts in 
18th century England 
(No abstracts) 

Session 5 
Rural and Urban Themes in French Art, c.1830 to 
1900 
Organiser: Richard Thomson 
i Urbanism in Paris in the 1830s and 1840s in 
relation to 'naturalistic' landscape painting 
Nicholas Green 
The interdependence of rural imagery and urban life 
in the nineteenth century has become an increasingly 
live issue in recent art history. This paper aimed to 
contribute to that debate, specifically in relation to 
the so-called 'natural' landscape painting that 
emerged in the French Salon around 1830. The 
extent to which 19th century Paris changed in the 
pre-Haussman era is often overlooked: a sequence of 
economic booms and slumps, extensive building 
schemes which transformed certain quarters of the 
city and the introduction of a whole set of 
technological features such as gas lighting interlocked 
with popular journalism and official enquiries into 
housing conditions, health and prostitution to 
produce complex and contradictory sets of 
representations about the meaning or urban life. The 
vogue for the picturesque amongst the urban rich and 
the increased critical attention to and commercial 
viability of landscape imagery at this time would 
seem to stand in a significant relation to that web of 
meanings. 

The purpose of this paper was less to document 
specific shifts in the urban scene, or to pin down the 
relative involvement of artists with town and country, 
and it did not intend to read off meanings about 
urban life from the visual imagery. Rather it sought 
to address the terms in which the historical debate is 
conducted and to explore ways in which relations 
between rural imagery and urban change might be 
fruitfully constructed. It suggested that the structured 
relations informing modes of signification, whether 
textual or visual, cannot necessarily be reduced back 
to an external referent in the 'real' and it aimed to 
draw out the broader implications — both political 
and theoretical — of such an approach. 
ii Dejection's Portrait: The Woodcutter in 
Nineteenth Century French Art 
Kenneth McConkey 
Possessing neither livestock, land nor permanent 
habitation, woodspeople, 'gens du bois', formed the 
basis of the peasant hierarchy in nineteenth century 
France. When they first appeared in the paintings of 
artists like Corot and Jacque, woodcutters were 
merely a foil to the grandeur of the setting. However, 
as the new category of 'paysanneries' began to emerge 
in the 1840s, the woodcutter, like the sower and the 
gleaner, was enlarged in scale and imbued with the 
import of legend. Millet's exhausted peasant in La 
Mort et le Bucheron was not only a character from 
La Fontaine, he was also a member of a dangerous 
class. As the century progressed the overlapping of 
theme, subject and social motivation assumed 
unravellable complexity. Even in the more neutral 
essays of naturalist artists like Bastien-Lepage, the 
symbolism could not be erased. 

iii City Limits: The Batignolles School in French 
Painting in the 1860s 
David Alston 
The paper took as its starting point the puzzling, and, 
in the writer's researches, the earliest mention of a 
painter belonging to the 'Grand Ecole des Batignolles'. 
It occurs in the Goncourt's novel, Manette Salomon 
(1867). The Batignolles School crystallised as a name 
for a group of second generation realists based in 
Paris towards the end of the 1860s. In the early 
1870s it was fairly common critical usage to designate 
a loose grouping and adopted by partisan and 
detractor alike (e.g. Edouard Morias writing of 
Castagnary in L 'Artiste in 1873 sees him as 
'. . . l'ecrivain public-ne de toute l'ecole des realistes 
dite l'ecole des Batignolles et en general de tout le 
clan grouillant des incompris'.) 

The painter to whom the Goncourts make passing 
reference in their novel is seen at work in Barbizon 
. . . not unlike such counterparts in reality as Monet 
or Bazille in the second half of the 1860s. The 
situation of Barbizon at this time as a site, not so 
much for the painter to implant himself, but rather as 
one of easy access for the city dweller, be he artist or 
bank clerk, was briefly discussed as the context of 
some of Monet's large-scale projects of the middle of 
the decade. Writers such as Millet's friend Sensier 
argued passionately for the need for an almost 
organic bond between nature and the artist,the edge 
of the city of Paris however provided an environment 
of more transient tension between the urban and the 
rural. 

Central to impressing the identity of a group of 
painters on public consciousness was Fan tin La 
Tour's Un Atelier aux Batignolles, shown in the 1870 
Salon. His picture implies the base of the group to be 
a locale on the north-west fringe of the city, 
gravitating, in artistic terms, around the work of 
Manet. A piecemeal demographic sketch in map form 
was presented to show the concentration of artists in 
and around three parts of the city: focal points for 
studio life. Brief correlations were made with the 
development of the city as whole during the Second 
Empire. A short exegesis of Fantin's painting was 
proferred, suggestive of a reading of the picture as a 
reticent homage if not critique of M a n e t . . . a mood 
detectable (for admittedly a variety of reasons) in 
critics otherwise favourably disposed to Manet's art. 
Duranty wrote, undoubtedly with Fantin's picture in 
mind, 'Nous avons jadis compte sur lui (Manet) pour 
fonder le grand atelier moderne . . .' Manet's art 
seemed for the moment singularly circumspect in its 
ambitions. The challenge of new urban subject matter 
firmly motivated Manet's work in the early 1870s and 
Le Chemin de Fer (1873), one of several pictures 
springing from Manet's exploration of the urban 
milieu of the quartier he chose to live in, is indicative 
of the elements of resolution in his a r t . . . shallow 
pictorial space, already a hallmark of the concerns 
and perhaps difficulties of his pictures, is here 
appropriate to the presentation of the small urban 
garden between the railway cutting and the tall 
housing of the Rue de Rome. 

The railway itself in Manet's picture proclaims the 
same message as that set out by Victor Hugo in 
characterising the new Paris: 'Paris n'a plus les m€mes 
environs . . . ou il y avait le coucou, il y a le wagon; 
ou il ya avait la patache, il y a le bateau a vapeur; on 
dit aujourd'hui Fecamp comme on disait St Cloud. Le 
Paris de 1862 est une ville qui a la France pour 



banlieue'. In conclusion to the paper some of the 
implications of this were drawn from the 
contemporary analysis of an important commentator 
(not least so perhaps for a later group of artists) - the 
geographer Elisee Reclus. In an essay entitled kDu 
sentiment de la Nature dans les societes modernes' 
published in La Revue des Deux Mondes in 1866, 
Reclus provides us with an early and subtle analysis 
not only of the rural exodus, but more interestingly, 
from the point of view of the iconography of the 
nascent impressionists, of the perceptible phenomenon 
of what he calls 4ce reflux des villes vers l'exterieur'. 

iv Suburb into City: Whistler in Chelsea 
Robin Spencer 
Whistler and Chelsea are indivisible. He lived there for 
over forty years. Not only was most of Whistler's life 
work produced there, but his portraits of Chelsea -
particularly the nocturnal arrangements of the river 
and Battersea Bridge - are among the most 
compositionally advanced images in all nineteenth 
century painting. What was happening in Chelsea 
when Whistler painted there? Was it a suburb, or was it 
part of London? What was the effect of the extension 
of the Embankment? What did Whistler 'make o f this 
new environment? Was he interested exclusively in 
the formal arrangement of his subject, as his ceaseless 
polemic would have us believe? Or did he deliberately 
choose certain subjects for specific reasons? Were 
there external determining factors in Whistler's choice 
of Chelsea topgraphy? Did previous topographical 
artists play a part? Or was his choice of subject 
governed by social, urban and political factors over 
which he had little or no control? 

v Renoir's Treatment of Rural Types 
Katheen Adler 
Renoir's paintings of rural types in the 1880s relate 
both to the patrons he acquired after his portrait of 
Madame Charpentier and her children was successfully 
shown at the Salon of 1879, and to the so-called 
'crisis of impressionism' of the early 1880s. 

One of Renoir's new-found patrons was Paul 
Berard, and it was at the Berards country home, 
Wargemont, in Normandy, that Renoir first turned to 
rural subject matter. In the summer of 1879 he 
painted a large canvas intended for submission to the 
following year's Salon, Les Pecheuses de Moules a 
Berneval. Renoir had returned to showing at the 
Salon, and regarded it as a commercial necessity, and 
he must have calculated that subject matter of this 
type, incorporating both the popular theme of fisher-
folk, and that of urchin children, would have 
considerable appeal to Salon audiences. Durand-Ruel 
purchased the canvas, and although there is some 
doubt as to whether Renoir was paid 15,000 francs 
for it, as Francois Daulte suggests in his catalogue 
entry, or 3,400 francs as he states in the text of the 
catalogue (the latter figure being more credible), 
Renoir's improved financial position enabled him to 
travel. These travels, to Algiers, Italy, and again to 
Algiers, crystallised his doubts about the direction of 
his work and also suggested fresh avenues of 
exploration. 

From time to time during the 1880s, Renoir 
painted rural types, often at Essoyes in the Aube 
region where he accompanied Aline Charigot. These 
rural figures, as for example in La Femmeau fagot of 
1883, are generalised, often decorative either in dress 
(the figure wears a patterned shawl and striped skirt) 

or in pose or both, and they tend to be shown in 
repose rather than actively engaged in executing a 
task. They constitute one aspect of Renoir's quest for 
a new direction in his art, and frequently recall his 
admiration for the art of the eighteenth century in 
their idyllic calm. These paintings are part of 
Renoir's wish to reconcile classicism with the art of 
the present day, to combine a high art tradition with 
direct observation. 

With their stress on the idyllic and unchanging 
aspects of peasant life, these pictures found a ready 
market among Renoir's newly-acquired haut 
bourgeois patrons. Scenes of peasantry were 
numerous in French nineteenth century art, and 
popular both in France itself and in the opening 
market of the United States. Renoir's relaxed peasant 
figures represent a Golden Age, not the realities of 
changing conditions facing peasants in the 1880s, and 
they offered their financier and banker buyers a 
ready solace from urban pressures. 

Paintings such as the Grape Pickers at Lunch, in 
their careful compositional grouping and their 
idealisation of peasant figures, seem to relate to 
contemporary work by Leon Lhermitte, for example 
Lhermitte's Les Vendanges, much praised at the 1885 
Salon. 

In works like The Fish Seller and The Orange 
Seller, painted in 1889 for the doors of Paul Durand-
Ruel's Paris salon, Renoir's desire for acceptance is 
most clearly revealed. Rural types are here made 
palatable and acceptable for a fashionable Parisian 
world infinitely far removed from peasant life. 

vi Seurat and anarchism 
Sally Medlyn 
The starting point for this discussion of a relationship 
between Seurat and anarchist-communism was the 
assertions made by his closest collaborator, Paul 
Signac, of his involvement with the theories and 
doctrines espoused most notably by Kropotkin and 
Grave. The interest in, and often ambivalent 
relationship of many of the Neo-Impressionists and 
their contemporaries with this philosophy, has been 
well documented but its particular relevance for an 
understanding of Seurat's work has not been clearly 
established. 

The assessment of meaning in the paintings of 
urban entertainment — the Circus Parade and the 
Circus — was the core of the paper. Particular 
emphasis was given to the impact of Seurat's 
assumpton of quasi-scientific methods and 
techniques, with their concomitant effects of 
impersonality and objectivity, on the relation 
between the viewer and that represented. The 
rejection in Seurat's work of high art procedures and 
the derivation of practice from such sources as mass 
reproduction printing techniques, was seen to inflict 
the meaning of the paintings. A third strand was the 
place of the works in the then common theme of 
the analogy between the artist and the entertainer 
as in some way isolated from contemporary society. 
Finally the significance of Seurat's imitation of 
popular art forms and vocabulary was examined. The 
well known association of Seurat with the work of 
Jules Cheret. especially evident in the Circus, was 
re-examined in an at tempt to unravel the curious, 
multi-layered and ambiguous meanings of the 
pictures. 

The complexity of the images becomes both 
apparent and comprehensible against the background 



of theories, beliefs and shared assumptions then 
current and which are posited in Signac's article 
Impressionists and Revolutionaries in 1891. 
vii Symbolist Theory and Seurat's Treatment of Rural 
and Urban Themes (1885-1891) 
Paul Smith 
The aim of this paper was to examine how far 
Seurat's seascapes and figure paintings belonged to a 
unitary context, and to investigate whether this 
context had affinities with Symbolist theory. 

Seurat's contacts with Symbolist writers was 
outlined, showing that they were in his social and 
intellectual friends for the course of his mature 
production. There followed an analysis of how the 
Symbolists had been influenced by Schopenhaurean 
Idealism and its stress on how music (or the 
incorporation of musicalised devices in the other arts) 
could best express the ideal reality behind natural 
appearances. 

It was shown that the Symbolists, relying largely 
on Wagner's synaesthetic art, developed a musicalised 
verse structure which they believed and affinities with 
the overall colour harmonies and contrast effects of 
Seurat's paintings. Seurat's later paintings were given 
frames that imitated the effects of Wagnerian stage 
presentation, and it was suggested that this was 
evidence of Seurat taking a similar position to that of 
his friends. 

The figure paintings were described by the 
Symbolists as evidencing Idealism in their deliberate 
manifestation of the artist's control over nature. The 
discussion of the seascape's conception and technique 
argued that a similar attitude to the natural informed 
them also. The Cirque was shown to have affinities 
with Port-en-Bessin, le pont et les quais in that both 
paintings implied structurally, in a set of relationships 
between their figures and the environment, that the 
artist refines nature for the ordinary man, a theme 
central to Idealist theory. It was suggested that this 
notion extended to Seurat's view of his own role. 

As a conclusion the paper argued that both aspects 
of Seurat's work strongly evidenced Idealism, and 
that this theory could at least be seen plausibly to 
provide a unitary context for the painter's seemingly 
diverse production. 

Session 6 
Design and the fashion industry 
Organisers: Gillian Salway & Hilary Grainger 
i The Paris couture industry and the Nazi i 
occupation 1939-47 
Lou Taylor 
Madge Garland has stated that 'Fashion is a visual 
image of a social condition'. This paper explored the 
idea through a detailed study of the effect of the 
Paris haute couture industry of the Second World . 
War, following the unexpected defeat of France in 
May 1940 and the occupation of Paris by the Nazis. 

Following a brief account of life in occupied and 
Freed Zone France as imposed by the Nazi regime, an 
attempt was made to answer some of the following 
questions: How did the industry continue during the 
Occupation? How did the designers react? How did 
their clientele change? What function did the industry 
play in the Nazi plan for France? 

This paper examined in some detail both the 
designs produced in Paris from 1939-1947, and the 

post-War moral and political criticisms that were 
levelled at the designers after the War from British 
and American, as well as French, sources. Did the 
industry rightly struggle to keep itself and its staff 
alive in the face of Nazi hostility? Did designs act as a 
challenge to the Nazi regime? Did the fashions keep 
up the morale of the Parisians in the face of 
repression or were the post-Liberation justifications 
given by leading Paris couturiers and their supporters 
simply away of rationalising collaboration behaviour? 

Finally, a study was made of post-War efforts by 
the couturiers to re-establish Paris once again as the 
world leader of couture design, through the Theatre 
de la Mode and the New Look of 1947. 

ii The emergence of American fashion 1910-40 
Anne Gardiner, Susannah Handley, Deborah Barker 
and Amanda Lane 
The four areas of the paper were divided into a 
general introduction to the period 1910-40, the first 
of which deals with the dependence of the American 
elite on European culture. The life style of industrial 
magnates was contrasted with the plight of the 
immigrant population, the majority of whom were 
doomed to work in sweatshops. This was followed by 
a brief summary of the technical advancements in the 
clothing industry and the development of 7th Avenue 
as the centre for wholesale clothing. The second part 
of the paper dealt with the emergence of a fashionable 
style original to America. The first awareness of this 
came from publicity surrounding the Gibson Girl and 
her creator Charles Dana Gibson. This helped 
stimulate growing confidence in American desires for 
fashionable casual and sportswear. During the 
twenties and thirties even some Parisian couturiers 
incorporated these ideas in their exploitation of the 
American market. The third part of the paper 
showed the extent to which America was still suffering 
from a lack of confidence in her own design ability 
for high fashion. It was this that maintained their 
reliance on Parisian courture. There were however, 
those who advocated a break from French dominance 
and the development of American fashion design 
through the art schools such as Parsons in New York. 
The economic crash of 1929 effectively threw 
America back on her resources in this respect. The 
development of American couturiers, with particular 
reference to Mainbocher, the only designer to be fully 
accepted by the Paris couture industry was discussed. 
The final part of the paper examined the ways in 
which American couturiers were forced to establish 
their reputations by designing for Hollywood and the 
personal relationships that developed between 
couturiers and their clientele, eg. Adrian and Joan 
Crawford. The paper concluded with a consideration 
of the work of Claire McCardell a designer who 
trained in Paris, but whose style was firmly rooted in 
an American look. 

iii The luxury of woe . . . nineteenth century 
mourning dress 
Janice Hart 
Nineteenth century mourning dress is in part, a 
manifestation of the new standards of respectability 
and conspicuous consumption to which the middle 
classes laid claim. As many middle class values took 
a downward trend the working classes began to 
participate in the public display of grief. A number of 
options were open to the poor who wished t o mourn 
in the accepted manner, including the second hand 



clothes market, pawnbroker and dyehouses. These 
operated in dramatic contrast to the regular outlets 
where the more prosperous could be fitted out for 
mourning. The alternative for the poor was the 
paupers burial with all its lack of dignity and 
overtones of fear. 

Black clothing was not confined to mourning in 
the nineteenth-century, it was also tiie colour 
associated with the church, the business world of men 
and domestic service for women. It appealed to artists 
and poets of a romantic persuasion. It was flattering 
to a fair skin and gave the illusion of slimness and, 
not least, it was a practical choice for daily wear in 
polluted cities. All these uses of black can make 
distinguishing clothing meant specially for mourning, 
problematic. 

Many women's magazines took on the self-
appointed task of instructing their readers in the 
correct mode of mourning. Very rarely were they in 
agreement and this in itself led women to interpret 
the instructions within the broader confines of the 
prevailing fashion of the time. Relatives and friends 
were mourned in descending order and with a 
different shade and grade appropriate to each 
category. 

The public display of mourning on such a vast 
scale was only made possible by numerous mass 
production techniques, sophisticated means of 
retailing and an enterprising approach to new materials 
and aesthetic possibilities. 

As Henry Mayhew commented in 1865, 'our grief 
goes for nothing if not fashionable'. 

iv De StijI and fashion in the 1960s 
Gillian Salway 
In 1965 Yves St Laurent showed a collection which 
included garments inspired by Mondrian's paintings. 
In some ways these clothes encapsulated many of the 
trends in fashion design of the mid 1960s. Because 
the style was shortlived, but widely disseminated, it 
can be seen as a paradigm of the relationship of 'high' 
fashion to popular trends and the factors that operate 
in popularising a particular style. YSL's designs were 
widely copied which raised the inevitable question 
about the relationship of haute-couture to mass 
manufacture, but their influence went beyond simply 
copying, with the inevitable loss of the purity of the 
original designs. The variations on the theme are 
interesting and sometimes bizarre, and many of the 
adaptations for the popular market paid little homage 
to St Laurent and even less to Mondrian. The 
interests of the textile producers, the problems posed 
for the garment manufacturer and the economies of 
fashion marketing all played their part in the way 
that the style was evolved and adapted. With hindsight 
it is interesting, too, to speculate on the reasons why 
such a fashion quickly died, what replaced it and how 
far, i f at all, its direct influence lingered on. 

v Fifties revisited . . . after a fashion 
Toni del Renzio 
This paper was a review, after twenty-five years, of 
some observations which were made from within the 
practice of popular fashion journalism, on the role of 
fashion in society. The original paper was presented 
to the ICA's Independent Group, printed in The 
Ambassador and reprinted as an ICA pamphlet. It 
looked at fashion as both a wide-ranging conglomerate 
of industries and a partner in popular culture. Now, 
however, Paris has ceased to possess any pre-eminence 

while the structure of the industry has changed; i f 
British manufacturers have failed to exploit and 
consolidate the achievements of the sixties, young 
British designers are to be found in the several world 
fashion centres. As a popular art as well as a 
commercially viable industrial enterprise, fashion 
related in sometimes contradictory ways with other 
factors in popular culture, with the press and womens 
periodicals in particular, with the cinema, advertising, 
'pop' music, coffee bar, shoe shop and hairdresser 
vernacular and even with avant garde art. Its relations 
with overlapping commercial and industrial interests 
were no less ambivalent. Trends in textiles often 
proceeded appropriate fashion exploitation by years, 
chain stores and chain fashion store marketing in 
uneasy, not to say antagonistic, co-operation.The 
terminology of peer-group sociology lent itself readily 
to the sociology of fashion. 

vi Creating a fashion for textiles 
Hazel Clark 
It would be generally acknowledged that the 
introduction of the sewing machine in the second half 
of the nineteenth-century began a process by which 
mass produced, fashionable clothing became available 
to a wider range of consumers. Of equal significance 
was the escalation of output of cheap, mass produced 
printed textiles which occurred in the first half of 
the century. 

This paper examined the expansion of the 
Lancashire based calico printing industry during the 
first half of the nineteenth century. It accounted for 
the growth in production which led to printed calicoe 
being in great demand at the lower end of the home 
market and becoming a major export by the middle 
of the century. The importance of developments in 
printing techniques and chemistry was studied in 
terms of their effect on the extent of output and the 
popularity of particular patterns, and led to an 
examination of the types of patterns most suited to 
the tastes of consumers of cheap prints. The paper 
concluded by asking , how important was 'good 
design' in satisfying the tastes of the new markets at 
home and abroad? 

Session 7 
The History of Photography 
Organiser: Mark Haworth-Booth 

i On writing a concise history of photography 
Ian Jeffrey 
What kinds of art objects are there to be explained in 
photography history? Is it a matter of isolated, single 
pictures? Or is the picture-set a basic unit in 
photography? I f that is so, who then is the artist 
responsible? Most arrangements are the contrivances 
of editors. 

Is the biographical approach to photography 
history of any value? The paper showed that it is of 
little value, and that this judgement is to some extent 
supported by the evidence of existing monographs. 

What alternatives to biography are there? The 
paper argued for broad cultural determinants, for a 
determining ethos which has the photographer as 
little more than an agent, even though often a noisy 
one. What exactly does the notion of agenthood 
mean? 

Nonetheless, this history still relies on the concept 
of intention. Can that term be invoked with any 



confidence in photographic history? Meaning, too, is 
just such a troublesome term. Can one say with any 
confidence what a picture taken in 1931 might have 
meant in 1932, or might mean in 1982? 
ii The aesthetic significance of early photographic 
processes 
Valerie Lloyd 
Photography is a series of archaeological layers 
formed by the technical considerations which in turn 
govern style. The Daugerreotype and the Calotype 
were challenged by the waxed paper process around 
1850 and finally ousted by Scott Archer's collodion 
negative coupled with albumen print by 1860. The 
1850s in particular saw innovation, experiment and 
trial and error on a grand scale. This paper discussed 
specific examples of early processes, identified them 
and suggested how the photographer employs the 
process for aesthetic ends. 
iii Photography in caricature 1839-1909, a realist 
commentary on photographic 'realism' 
Ialeen Gibson Cowan 
It is a truism that the unimaginative preoccupation 
with appearances which dominated nineteenth 
century popular trends of thought was echoed by a 
popular regard for photography based upon the 
mechanical verisimilitude of the medium. Both 
attitudes were at odds with the satirist's passion for a 
level of reality that underlies appearances, and 
therefore it was not surprising to find the creative 
cartoonist using photography as a peculiarly apposite 
symbol through which to ridicule both the escapist's 
indifference to the distinction between dream and 
self-delusion and positivism's disinclination to 
distinguish between facticity and ' t ruth ' . What is 
remarkable is the assumption that such a strategy 
necessarily implies that there was a categorical 
rejection of photography on the part of the 
cartoonist. 

There were two lengthy periods, the first in mid-
century and the second commencing in the eighteen 
nineties, when an exceptionally large number of 
cartoons about photography appeared in popular 
periodicals. Most of this material was repetitious; 
topical variants upon old gags from which an original 
satiric impulse had all but fled. Yet, because of the 
unfailing popularity of cartoon humour — whether 
trivial or tendentious — and the sheer weight of 
irreverent comment embodied within it, it is legimate 
to inquire whether and, if so, to what extent, this 
barrage of 'photography in caricature' may have 
served to undermine more serious endeavours to 
establish the medium's status as art and as evidence. 

iv Surrealist theory and the uses of photography in 
the 1920s 
Dawn Ades 
Surrealism did not, at the time of its founding in 
1924, stress its possible relevance to the visual arts. It 
was initially left to artists themsleves to invent and 
explore equivalents to its primarily literary practices. 
Surrealism had, of course, inherited photomontage, 
and Man Ray, from Dada, but it was really only 
towards the end of the twenties that photography as 
a whole began to take a more prominent role in 
surrealist visual experiment. New recruits, like 
Bunuel and Dali, saw photography, and film, as 
potentially the best medium for Surrealism, and 
justified their belief in a number of texts. This paper 

examined the theory and practice of the Surrealists 
as regards photography during the period 1924-38, 
and the relationship of this interest to that of the 
avant-garde in general in photography during the 
twenties and early thirties with, for example, the 
series of great international photographic exhibitions, 
and the use of the photograph in such reviews as 
Varietes. 
v Bill Brandt: the published photographs, 
1934-1951 
David Mellor 
The paper attempted to extend the author's account 
of Bill Brandt's early career published in the 
catalogue of the Royal Photographic Society's 
Retrospective exhibition, 1981. 

It examined the status and development of 
Brandt's photography for newspapers, magazines and 
books between 1934 and 1951. The process of 
assembling a catalogue raisonnee of Brandt's 
published oeuvre has uncovered the original contexts 
of many of his photographs which have been too 
often appraised as autonomous artworks. In addition 
to work on his four books of this period - The 
English at Home (1936), A Night in London (1938), 
Camera in London (1948), and Literary Britain 
(1951) — Brandt was also engaged as a photographer 
by leading newspapers, weekly newsmagazines and 
fashion magazines, including the News Chronicle, 
the Weekly Illustrated, Lilliput, Picture Post and 
Harpers Bazaar. 

His first published photographs appeared in the 
Surrealist magazine Minotaure, and much of his out
put in the thirties and forties demonstrates the 
interactions between late Romantic and Surrealist 
theory and pictorial codes,and the demands of an 
expanding sector of the British mass media in the 
period: that of photo-journalism. 

The issue of mass-media forms and Brandt's use of 
modernist genres and motifs are also raised in his 
photographic books, especially The English at Home, 
in a particularly complex and provocative manner. 
Along with Brassai's Paris de Nuit and Walker Evans's 
American Photographs, Brandt's The English at Home 
emerges as one of the key photographic books 
generated by the heroic period of modernist 
documentary photography in the thirties, and also as 
one of the most significant bodies of work in the 
British visual imagination in the first half of the 
twentieth century. 

Session 8 
Nineteenth-century patronage, with special reference 
to collectors in the North-West 
Organiser: Dr David Jeremiah 
i William Holman Hunt and Sir Thomas Fairbairn 
Judith Bronkhurst 
Thomas Fairbairn first saw the paintings of William 
Holman Hunt at the Royal Academy Exhibition of 
1853, and a relationship grew up which was not 
simply that of patron and artists. If Fairbairn, as the 
possessor of The Awakening Conscience, was able to 
instruct the artist to repaint the head of the repentant 
woman, Hunt in his turn influenced Fairbairn's 
collecting, and was instrumental in securing 
commissions of Thomas Woolner aad Edward Lear. 
Moreover, Hunt respected Fairbairn's experience as 
an exhibition's organiser, and this led him to use 



Fairbairn as agent in the sale of The Shadow of Death 
in 1873 and as negotiator with the Fine Society of 
Art over the exhibition of The Triumph of the 
Innocents in 1885. 

Fairbairn owned paintings by Brett, Egg, Goodall, 
Uwins, James Archer and Robert Braithwaite 
Martineau, among others, and his taste led him to 
favour realistically-depicted contemporary and 
historical works.The portraits of his family and 
friends, which he commissioned from Hunt and 
Woolner, were, however, the most prized part of his 
collection. The former's The Children's Holidayy a 
group portrait of Mrs Fairbairn with five of her 
children, can be regarded as the apogee of Hunt's 
naturalism. 

ii John Everett Millais's Autumn Leaves and a 
Lancashire Collector 
Malcolm Warner 
Conceived as 4a picture full of beauty and without 
subject', Autumn Leaves was a new departure for 
Millais and arguably a key work in the development 
of the Aesthetic Movement. Millais may never have 
painted such an innovatory canvas had he not been 
able to count on being paid for it. His patron was 
James Eden of Lytham, the proprietor of a bleaching 
firm in Bolton. Eden commissioned Millais to 
produce a work that would fit in with the rest of his 
collection and, it seems, complement in particular a 
painting he owned by Thomas Webster. When he saw 
the finished Autumn Leaves he was deeply 
disappointed and tried to get out of buying i t , but 
Millais resolutely held him to his commitment. 

iii Two Manchester collectors: Sam Mendel and 
Henry McConnel 
Julian Treuherz 
The names of Henry McConnel (1801-71) and Sam 
Mendel (1814-84) occur in the provenances of a great 
many early and mid-Victorian pictures. Men of 
enormous wealth, founded on Manchester's prosperity 
as 'Cottonpolis', they are far more typical of 
Victorian industrialist collectors than men like 
Thomas Plint of Leeds or James Leathart of 
Newcastle, who were exceptional in their early 
support of the Pre-Raphaelites. McConnel and Mendel 
bought more conservatively, yet their collections 
contain many surprises and some masterpieces 
including modern French pictures as well as modern 
British. 

Both collections are known from auction sale 
catalogues, yet these do not give an adequate picture 
of their collections as in both cases key works were 
disposed of privately before the sales. The collections 
of the two men differed considerably in scale, 
Mendel's being exceptionally large and lavish, in 
mode of acquisition, in method of display and in 
consistency of quality; an attempt was made to relate 
the different attitudes behind their collecting to their 
respective roles in social and business life, and thus to 
shed further light on 19th-century patronage in 
Britain. 

iv The Artizans' furniture question 
Stuart Evans 
Concern that the homes of artizans and their families 
should be decorated and furnished in an appropriately 
economical yet uplifting manner was another facet of 
later nineteenth century do-goodery that included 
dress reform and art musuems. In Manchester, during 

the 1880s and later, a group centred on T.C. Horsfall 
and the Literary Club expressed this concern by 
commissioning and exhibiting examples of suitably 
furnished dwellings to persuade the artizan. Their 
efforts gained the practical support of artists such as 
William Morris and Ford Madox Brown. 

This movement can be seen as demonstrating the 
earnest desire of the middle classes to instruct and 
improve the taste of the lower orders, or alternatively, 
to impose upon them the canon of virtuous simplicity. 
The artizan in his cottage home should have been the 
perfect exponent of the brightly simple revived 
cottage style. The results, however, were not 
encouraging. Leaving aside any question of inverted 
snobbery of taste, the products offered were criticised 
for their expense and impracticality. The urbanised 
working man would seem to have preferred urban 
sophistication. 

This paper offered an outline of the movement in 
Manchester; attempts to link it to other urban centres 
have so far met with little success. 

v Irish exhibitions of art and industry in the 19th 
and early 20th centuries 
Dr John Turpin 
The triennial exhibitions of the Royal Dublin Society 
frqm 1834 were precursors of the exhibition 
movement in these islands. Following the Great 
Exhibition of 1851, a worldwide movement 
developed; an Irish National Exhibition of art and 
industry was held in Cork in 1852 and an inter
national one in Dublin in 1853. Contemporary Irish 
commentators stressed that Ireland's economic 
problems could be solved by more industry, while 
English theorists were more concerned about the 
educational and commercial value of better design. A 
second large international exhibition was held in 
1865 and the final such exibition was held in Dublin 
in 1907 in a spirit of optimism for Ireland's industrial 
growth. The earlier exhibitions had been held in large 
glass, wood and iron buildings, but by 1907, the 
fashion following Chicago, St Louis and Glasgow was 
for pavilions set in spacious grounds. All the Irish 
exhibitions introduced a range of foreign (mostly 
luxury) design to Ireland as well as being a showcase 
for the admittedly limited production of Irish 
industries (notably textiles). One of the positive 
results was the stimulus art loan collections gave 
towards the establishment of Irish museums and 
galleries. The Victorian exhibition movement related 
to the aims of the Science and Art Department, 
which were not altogether appropriate to the 
backward state of the Irish economy. 

Session 9 
Design and its markets: 19th and 20th centuries 
Organiser: Dr David Jeremiah 

i Retail outlets for progressive design on the 
Continent in the 1880s 
Janet Hunt 
In December 1895, S. Bing opened his Salon de I'Art 
Nouveau in Paris. A combination of art gallery, 
manufacturer's showroom and craft shop. Bing's 
Salon . . . was committed to providing a permanent 
and accessible retail outlet for high-quality modern 
design in furniture and the decorative arts. 

Contributions to the first exhibitions came from 
leading French designers, and included glass by Galle, 



jewellery by Lalique and furniture by Gaillard. Young 
foreign artists like Henry Van de Velde, Tiffany, and 
Frank Brangwyn first attracted international 
attention by their association with L'Art Nouveau. 
Bing's high-level connections were collectors and art 
critics, forged during his years as a connoisseur and 
dealer in Oriental art, guaranteed wide publicity for 
his enterprise and enabled L'Art Nouveau to become 
the first 'shop' to gain full acceptance into the arts 
Establishment. 

In the wake of Bing's success, the late 1890s 
witnessed a proliferation throughout Europe, from 
Amsterdam to St Petersburg, of specialist shops/ 
showrooms for modern design. Many of them sold 
articles designed by 'L 'Art Nouveau' exhibitors and 
in some cases Bing's designers were engaged to devise 
interior decorations and arrangements for the new 
shops. 

In addition to exhibiting the works of 
internationally-known artists, each of these shops 
promoted the most advanced of their native designers, 
and provided a focus for regional design activity. 

The initiative and finance for these ventures came 
from a variety of sources. Keller and Reiner in 
Berlin, were like Bing, originally involved in art 
dealing and the expansion of their interests into the 
applied arts field owed much to a study of his 
methods of marketing. Other shops, like 'Arts and 
Crafts' in the Hague were set up by manufacturers 
intent on taking their goods upmarket, and 
Amsterdam's Binnehuis (Interior) of 1900 was one of 
the many retail showrooms directly instigated by a 
group of artists/designers. 

Although Continental design in the 1890s has been 
the subject of much recent research and publications, 
little attention has so far been given to the routes by 
which high-quality design during this period was 
physically disseminated. By an exploration of the 
foregoing areas, this paper attempted to establish the 
role played by specialist retail outlets for progressive 
design in the Continental design 'revival' of the 
1890s. 

ii The Emperor's new porcelain 
Donald Hall 
This paper investigated briefly the development of 
the exclusive copper red glaze and it seeks to trace its 
emergence in various countries in Europe in the 
nineteenth and early twentieth centuries. During the 
Ming and Ch'ing Dynasties certain Chinese Emperors 
patronised the field of porcelain with a degree of 
excess which led to work of great refinement with 
considerable technical innovation. 

How did the spread of knowledge occur in this 
mystical arcane area, especially as the recipes and 
delicate methods of production were so closely 
guarded? Additionally, i f this range of red glazes was 
so shrouded, secretive and technically difficult to 
produce, how was it possible for a number of artists, 
potters and chemists in Europe to be working with 
these elitist red monochromes in the second half of 
the nineteenth century? These are the questions that 
need to be answered. 

In England, specific reference was made to the 
work of Bernard Moore, a master potter, who was 
renowned for the production of flambe, transmutation 
and specialised glazes, particularly those based on the 
copper reds. 

iii C.F.A. Voysey and Alexander Morton and 
Company 
Linda Coking 
This paper examined the relationship between 
Alexander Morton and Co. and C.F.A. Voysey who 
designed woven textiles for the firm at the turn o f the 
century. A special relationship developed, by 
correspondence, between Voysey and James Morton 
who drafted his patterns. Frequently the designs were 
recoloured by Morton who was also responsible for 
the inclusion of areas of texture. Voysey approved 
the finished cloth samples before they were allowed 
to go into production. The paper suggested that the 
success of the textiles must be regarded as a joint 
venture between Voysey and Morton, a combination 
of a sympathetic weaver and pattern designer. 

iv The 1925 Paris Exhibition — its influences and 
reportage in English popular magazines 
Mary A lex and er 
This paper examined the ways in which the 1925 
Paris exhibition was reported in contemporary 
popular magazines and journals in Britain. Illustrated 
commentaries from articles, special supplements and 
advertisements were used as source material in an 
attempt to evaluate how the exhibition would have 
been perceived by the majority of the British public 
as non-visitors. Attention was given to the questions 
being asked at the time, the language used, and 
observations and criticisms were compared with those 
contained in the official report by the Department of 
Overseas Trade. 

v Towards a new readership: the introduction of the 
pictorial cover at Penguin Books c. 1955-1965 
Evelyn Green 
The changes in design and marketing policies of 
Penguin Books Limited, in the late 1950s, largely 
reflected a new approach towards publishing and 
book selling on the part of the editorial staff at 
Penguin, and as such, were not simply a direct 
response to either. American influence in the field of 
paperback marketing or increasing competition from 
Penguin's British rivals, Pan Books and Corgi Books. 

At this time, Penguin Books still comfortably 
held the major share of the paperback market in this 
country (in spite of the fact that Penguin did not seek 
a mass market readership). Allen Lane strongly 
resisted the use of pictorial covers on the grounds 
that they would render Penguin books virtually 
indistinguishable from other paperback books and 
would therefore weaken the recognition factor or 
'brand identity' inherent in the purely typographic 
cover. 

It is therefore interesting to examine the 
background against which pictorial covers were first 
introduced at Penguin Books and the careful revision 
of the Penguin image under the direction of Tony 
Godwin (Fiction Editor) and Germano Facetti (Art 
Director) through which a broader (and more 
youthful) readership was secured. 

vi The Marketing of 'Contemporary Furniture' in the 
1950s 
Catherine McDermott 
In his review of the 1950 British Furniture 
Manufacturers' show the designer Robin Day was 
particularly gloomy: 'Bulbous turning, spray-gun 
mock antique shading, the soulless decoration of 
applied imitation carving were all there'. 



During the postwar period the business of 
marketing contemporary design was particularly 
difficult: 'Uncompromising modern design was 
generally regarded as eccentric and entirely un
commercial'. 

This paper dealt with the issue raised by early-
fifties design and examined the ways in which design 
was presented to the public through popular 
magazines, TV and radio. The paper also considered 
the active participation of the designers themselves 
and the support of the design establishment. 

Session 10 
British Art 1910-1940 
Organiser: Dr Dennis Fair 

i The use of contemporary source material 
Dr Dennis Fan 
In this paper an attempt was made to outline the 
problems peculiar to the study of contemporary or 
near-contemporary art in this country. The modern 
period has received increasing attention from 
historians in all fields, and so far as art history is 
concerned, is one of the most popular options for 
specialist study at first degree and postgraduate levels. 
The opportunities presented to the art-historian by a 
discussion with the artist of his work are unique, but 
they have inherent advantages and disadvantages. The 
relatives of recently-deceased artists may, or may not, 
be fully co-operative in allowing access to 
documentary material in their possession. To what 
extent is the dialogue between an artist and a 
historian, or critic, a valid testimony from which to 
begin to document and interpret his life and work? 
Does the artist begin to play too self-consciously a 
role when confronted by the art-historian's insatiable 
quest for information? To what extent are critics and 
museum officials reliable repositories of source 
material, to say nothing of their other role as 
'arbiters' of taste? 

Underlying all these questions is another, more 
fundamental one, do we have to adopt a different 
approach to our writing about the recent past from 
that of say, the medievalist or renaissance historian? 
It might also be said that at times we have too much 
detail to sift without being any the wiser about a 
fundamental historical problem. Where does good 
'objective' journalism end, and historical research 
begin? 

ii Impure form: Vanessa Bell's attitude to her subject 
matter 
Frances Spalding 
This paper was concerned with the disparity between 
Bloomsbury art and aesthetics as instanced in the 
work of Vanessa Bell. It considered the choice and 
treatment of certain subjects and, with the use of 
biographical information, relating these to the 
circumstances surrounding their creation. It 
established her own theoretical standpoint, with 
quotations from unpublished letters and memoirs, 
and then asked how such an anti-literary artist 
became a 'subject' painter. It also considered her 
attitude to illustration in relation to some of her 
designs for the Hogarth Press. 

iii The New Renaissance: consensus and reappraisal 
in British painting and art criticism following the 
Great War 
Dr Susan Malvern 
In May 1916, a Times editorial urged the employment 
of war artists in part to create favourable conditions 
for the active promotion of 'a true Renaissance of 
Art ' . Sir Claude Phillips similarly expressed the belief 
that the end of the war would surely bring about 'a 
great and joyous artistic upheaval'. Reviews of the 
official war art exhibition in Winter 1919 noted that 
a new spirit has emerged in British painting and that a 
shift had occurred in avant-garde practice away from 
formal extremism towards more revealing modes of 
representation in close accord with the nation's 
wartime experiences. Konody claimed that the 
exhibition marked the imminent creation of a middle 
ground in art from which painting might be expected 
to develop in a renewed and united direction. The 
1920s, however, have been characterised as a subdued 
and even disappointing decade for art and accounts of 
the period have detected no signs of renaissance. 

Focussing on critical responses to the 1919 
exhibition, this paper, explored changes in painting 
across the spectrum of British art in the early years of 
the peace and enquired whether such shifts in 
practices as may be detected derived from the impact 
of war or were predicated in attitudes to art before 
the war. Some account was given of issues in the 
'Khaki' election in 1918 and it will be suggested that 
responses to art in this period reflect a political 
impulse to make a war-time spirit of nationalism and 
co-operation last into the peace. 

iv Rim a revisited: Epstein and W.H. Hudson 
John Glaves-Smith 
On May 19, 1925, the Prime Minister, Stanley 
Baldwin, unveiled Epstein's panel Rima in Hyde Park, 
and, in the words of the artist's 'autobiography', 'a 
shiver ran down (his) spine'. For all of Epstein's 
protestations that 'this small and inoffensive panel 
produced a sensation wholly unexpected on my part', 
controversy over the sculpture had been anticipated 
while work was still in progress, and its acceptance 
by the Office of Works had not been unopposed. 

This paper looked at the subsequent furore over 
the Hudson memorial, and argued that it was not a 
purely artificial 'media' creation, but represented a 
reaction to the originality of Epstein's technique and 
invention. This was in turn a response both to an 
unusual commission and to the object of 
commemoration, the writer and naturalist, W.H. 
Hudson. 

The paper proposed that, as a working hypothesis, 
we should take seriously Epstein's claim that a 
knowledge of Green Mansions is necessary for a just 
appraisal of his achievement. When viewed in the light 
of its subject matter and its role within a bird 
sanctuary, Stanley Baldwin's shiver was a more 
pertinent response than the bland defences of 
Epstein's apologists. 

v Anti-Modernism between the Wars 
Dr Theo Cow dell 
Histories of 'Modern' art have often failed to give due 
consideration to the nature and characteristics of 
other co-existing forms of contemporary art. The 
value and nature of less radical work has become 
obscured by the polemics of pro-modernist critics and 
historians. British art between the wars, however, was 



keenly aware of a lively debate between modernists 
and anti modernists, both in art and art criticism. The 
arguments of the anti-modernist lobby were 
characterised, quite consistently, by three main 
objections to 'extreme' forms of modernism: 

1 That 'modern art' deliberately rejected tradition 
and was consequently 'Bolshevist' by nature. 
2 That 'modern art' was international in outlook and 
thereby failed to encourage an indigenous British 
artistic character. 
3 That 'modern art' was unintelligible to the 
interested 'man in the street' and was thus esoteric 
and unpopular. 

These objections were rooted in a tradition of anti-
modernist criticism. Between 1918 and 1939 
Ebenezer Cook, Reginald Grundy and Geoffrey 
Holmes contributed to a stance perhaps best illustrated 
by Reginald Blomfield's 1934 Modernismus. The 
author took issue with the authors of various apologia 
for 'modern art' including R.H. Wilenski and Herbert 
Read. Blomfield's subsequent BBC interview with 
Eric Newton in February 1935 highlighted the debate 
and served to emphasise the anti-modernists' 
perennial hope of a reaction against forms of art 
which 'people cannot understand'. 

vi English Romanticism and the role of nature in 
English surrealist art 
Anna Gruetzner 
The surrealists acknowledged the English Romantics 
as important precursors of surrealism. Herbert Read 
also stressed the special link between English 
surrealist art and this native tradition. Others 
frequently suggest that it is a source of weakness 
rather than strength. Can we identify the role that 
Nature played and assess its positive effect? 

vii Wyndhm Lewis Between the Wars: Heroes and 
Creation Myths 
Richard Humphries 
The related themes of the 'heroic figure' and the 
'creation myth' — stock themes of romanticism — 
recur in Lewis's art. In the oil painting of 1933 Inca 
and Birds we can see Lewis using a particular literary 
source — William Prescott's History of the Conquest 
of Peru — and ironically subverting the image of the 
Inca as culture-hero and creator. By examining 
Lewis's own writing we can read the painting as a 
satire both on the themes themselves and on the 
bringers of sham-culture and exploitation. Lewis 
rarely illustrates his written work but its themes are 
worked into independent visual imagery. The latter 
can cast considerable light upon some hidden aspects 
of Lewis's thought. 

ART HISTORY BOOK FAIR 1982 

The undoubted success of the Manchester ART 
HISTORY BOOK FAIR owes a great deal to the 
venue. Not only did the Banqueting Suite in the 
Refectory Building at Manchester University provide 
spacious, light and airy rooms, but Peter MacCarthy 
and his team gave us the most cheerful, co-operative 
and efficient service imaginable — even to the extent 
of helping one exhibitor assemble his stand at 
midnight on Friday! 

The majority of exhibitors came from some 
distance — one all the way from St Ives. They were 
therefore particularly pleased to be able to join in 

some of the social activities that are part of the 
conference. 

The 10% discount offered on all books purchased 
during the Fair ensured excellent sales. The Fair also 
provided a unique opportunity to meet not only our 
members but each other and many useful contacts 
were made. 

The Fair is now an established part of our annual 
conference and the revenue generated helps keep the 
conference fee to a minimum. A very special thank 
you must go to this year's advisory committee 
representing exhibitors, whose combined expertise 
solved a number of problems and an additional 
thank you to Desmond Zwemmer who generously 
provided his office for our meetings. 

The membership of the advisory committee for 
next year's Fair is: — 
Professor John Steer, Chairman 
Dr Francis Ames-Lewis, Conference Organiser 
Pamela Courtney, Director of Publicity and Book 
Fair Organiser, AAH 
John Browning, Academic & University Publishers 
Group 
Nicholas Esson, George Allen and Unwin 
Hugh Pilkington, The Art Book Company 
Kate Trevelyan, The Burlington Magazine 
Jane Jenkins, The Museums Association 
Geoff Cowan, Phaidon Press Ltd. 
Conway Lloyd Morgan, Trefoil Books Ltd 
Julia Brown, Weidenfeld and Nicolson 
Faith Hart, Yale University Press 

SPONSORSHIP 
Once again we are delighted to thank Phaidon Press 
Ltd for sponsoring our conference folder. 

Next year is their Diamond Jubilee which will be 
announced on the flap of the conference folder 
which, for the third year running they are sponsoring. 

ANNOUNCEMENTS 

County friends of the RA 
The Friends of the Royal Academy have launched a 
new opportunity for art lovers throughout the 
country to have a special association with the Royal 
Academy of Arts. A category of 'Country Friends' 
has been established and is open to anyone living 
more than 75 miles from London. 

For an annual subscription of £10.00 Country 
Friends will gain free and immediate admission to 
Royal Academy exhibitions with a guest on six 
occasions, obtain catalogues at a reduced price, be 
able to enjoy the Friends Room when they visit 
Burlington House, receive Private View invitations to 
important exhibitions including the popular Summer 
Exhibition, and have access to the Library and 
Archives. 

Local events for Country Friends including 
travelling exhibitions of work such as George Stubbs' 
drawings for 'The Anatomy of the Horse', and 18th 
century watercolours are being organised as well as 
lectures and concerts. 

Further information is available from the Desk and 
from the Friends Office of the Royal Academy 
Arts. 01-734 9052 



International Seminar on Information Problems in 
Art History, Oxford, March 1982 
This Seminar was organised by the Courtauld 
Institute of Art, a specialised institute within London 
University concered with the academic study of the 
history of the fine arts. The Seminar was made 
possible by a grant of £3000 from the British Library 
Research and Development Department, and was held 
at Keble College (Oxford University) from 20 to 
22 March, 1982. 

Fifty-three participants from nine countries 
attended the Seminar. 

Its purpose was to review developments in the 
field over the last decade, with some stress on 
technological innovations, in particular computer-
aided ones, and to attempt to identify areas in which 
future research and development might be pursued, 
either by the British Library Research and 
Development Department or by other bodies. 

In the first part of the Seminar, the following 
keynote papers were delivered: 
Control of text and image: tradition and 
innovation Trevor Fawcett 
Bibliographical databases in art history Michael 
Rinehart 
Computerised inventories, catalogues and indexes of 
museum collections Andrew Roberts 
Image collections: libraries, users, and their needs 
John Sunderland 
Image analysis and indexing in North America: 
a survey Thomas H. Ohlgren 
The state of the art in pattern recognition and 
possible application to the cataloguing of art 
Professor Igor Aleksander 
New technologies for data and image storage, and 
their application to the history of art Michael 
Greenhalgh 

Subsequently the participants divided into four 
groups, to discuss bibliographical databases, image 
collections, computerised inventories and catalogues, 
and new technology. 

At a final general session of the Seminar, the 
groups presented resolutions and recommendations in 
their individual fields. 

It is intended that the proceedings of the Seminar, 
with full keynote-paper texts, statements from 
specialist groups, and notes on the general discussions, 
will be published (probably by ARLIS, the Art 
Libraries Society) in autumn 1982. 

The Seminar was organised by Michael Doran 
(Project Head) and Jill Heberden (Seminar Organiser). 
Further information from: 
Jill Heberden 
Courtauld Institute of Art 
20 Portman Square 
London W1HOBE 

N.B. The British Library Research and Development 
Department stimulates and supports library and 
information research, and promotes the application 
of the results of this research to the benefit of library 
and information services as a whole. 

For these purposes it can award grants and 
contracts to institutions wishing to undertake 
projects of wide or general interest. 

The Women Artists Slide Library 
The Women Artists Slide Library originated in the 
early seventies from the Women Artists' Collective. 
Over the years it has developed its own constitution 

and has been consistently working towards the 
establishment of a slide library dedicated to the work 
of women artists. 

The library is divided into two main sections: an 
historical archive and a contemporary section, and 
eventually we hope to develop a section devoted to 
the work of women artists in other countries. 

The slide library is a 'membership' organisation 
and paid up members may submit and borrow slides 
for a limited period. Members must be practising 
women artists, historians, writers etc., and the annual 
fee is £6.00. Students are not eligible to become 
members but are welcome to use the library for 
reference work and to view the slides within the 
collection. The slide library will be open to the 
general public as a reference library. 

The Women Artists Slide Library has an office in 
the Battersea Arts Centre on Lavender Hill . For 
further information and application forms, please 
send s.a.e to: 
The Women Artists Slide Library 
Battersea Arts Centre 
Old Town Hall 
Lavender Hill 
London S.W.I 1 

Curriculum Centre for the History of Art and Design 
Two conferences have been held at the Curriculum 
Centre since the last issue of the Bulletin. 1 The New 
Art History? methods, theories and practices (12 
March 1982) concentrated on recent developments in 
art-historical methods and approaches, including 
theories of cultural production, theories of 
representation, historical discourse, psychoanalysis 
and feminist political and cultural practices. 2 Drawing 
its role in practice and education (14 May 1982) 
examined the central position of drawing in relation 
to the practice and transmission of art and design 
skills. 

The next conference of the Curriculum Centre, 
entitled Narrative and style in Hollywood cinema: 
historical analyses took place on 22 October 1982 
and was jointly sponsored by the BFI. 

The augmented proceedings of the conference The 
art and design historian as author: problems of 
research, writing and publication (4 December 1981) 
will be published shortly and will be available at £2, 
payable to Middlesex Polytechnic. Orders for the 
report and all other communications should be 
addressed to: Dr Clive Ash win, Middlesex Polytechnic, 
Cat Hil l , Barnet, Herts, EN4 8HU. 

FORTHCOMING EVENTS 

Association of Art Historians — South West 
We are hoping to form a regional section of the AAH 
for the South West, for all those engaged 
professionally in the study of the history of art. We 
intend to hold the first meeting, a one day conference 
with papers, discussion groups, and refreshments, in 
Bristol in the autumn of 1982. Would anyone in the 
region interested in joining, whom we have not 
already contacted please get in touch with Mary 
Rogers, Department of History of Art, Bristol 
University, 93 Woodland Road, Bristol BS8 1 US. 

A New Lecture Series at University College, London 
The Departments of History of Art at University 
College and Westfield College, London University, 



have set up a new lecture series. Entitled The 
Duming Lawrence lectures series (after the benefactor 
of the Professorship of Art History at University 
College) it will take place annually in the autumn 
term. The first lecturer will be Charles Harrison, who 
has chosen as his theme 'Art and its Languages: The 
Last Twenty Years'. In these lectures Harrison, who 
well known for his involvement with the Art and 
Language group and for his study of modernism and 
English art, will be exploring a dominant ideology in 
recent British art and the claims for meaning in art 
that have been advanced over the last two decades. 

The lectures, six in all, will be held at 5.30 on 
Wednesdays at the Darwin theatre, University College 
from 10 November to 15 December 1982. 

Next year the Durning Lawrence lecturer will be 
Eric Fernie of the University of East Anglia. 

For further information, please contact the 
Department of History of Art, University College 
London, Gower Street, London WC1. 

Fashion and Dress: New Directions in the Study and 
Teaching of their History and Theory? 
A one day conference on this exploratory theme is to 
be held on Friday 10 December 1982 at St Martin's 
School of Art, London, organised and hosted by the 
Department of Complementary Studies. It aims to 
explore current problems and new possibilities for 
those teaching fashion history and theory, primarily 
to design students, and to bring together colleagues 
in this field who are otherwise spread over a wide 
range of institutions and departments with no regular 
forum. Six short papers will include 'Fashion and 
Polities', 'Fashion within Contemporary Popular 
Culture' and 'Developments in Research Facilities'. 
Coffee, lunch and tea will be provided. A small fee 
will be charged. Limitations of space mean a 
maximum of about forty participants. Other papers 
welcomed. Further details and bookings from Barbara 
Burman, Department of Complementary Studies, St 
Martin's School of Art, 107 Charing Cross Road, 
London WC2H ODU. Tel: 01-437-0611 ext. 266. 

Artists, Craftsmen and Artistic Production during the 
Middle Ages. Rennes 2-5 May 1983 
Those interested in the above conference please 
contact; 
M.X. Barral i Altet 
Professeur d'archeologie et d'histoire de l'art du 
Moyen Age 
Universite de Haute Bretagne-Rennes I I 
6 Avenue Gaston Berger 
35043 Rennes-Cedex. 

CIHA. The XXV International Congress of History of 
Art 
This conference will be held in Vienna 4-10 
September 1983. Further details from: 
Professor Julian Gardner 
Department of History of Art 
University of Warwick 
Coventry CV4 7AL 

CORRESPONDENCE 

Dear Editor, 
The annual conference of the Association at 
Manchester was the eighth of its kind, following the 
inauguration of the Association at Birmingham in 

1974. The present pattern for our yearly gathering 
still bears a strong resemblance to the scheme 
adopted in Glasgow in 1976, particularly with respect 
to the period groups. As a co-organiser of the 
Glasgow conference. I obviously bear some 
responsibility for this, but we certainly did not 
envisage that we were establishing a more or less 
invariable pattern for years to come. I think there is a 
danger, as we approach a decade of existence, of our 
conference, fossilising into a set form — a danger that 
future hosts and organisers will feel constrained by 
the precedent of an 'approved' scheme, within which 
they can, at most, introduce a few local variations. 
We should remember that no one has laid down a set 
of rules, and I do not think anyone would wish to do 
so. Is it not time to be thinking about other possible 
schemes, not necessarily to replace totally the present 
type of conference, but to provide occasional or 
regular alternatives? 

To do this is not to attack previous or present 
organisers, who deserve our warmest thanks. Nor is it 
intended to deny that there has been a genuine 
improvement in standards, organisationally and 
intellectually. There are mercifully fewer of those 
papers which made one fear for the well-being of our 
students. But there are other ways of doing things, 
which may not be necessarily better but will satisfy 
different needs within our profession and present a 
new range of challenges. 

My chief reservation about the present pattern 
concerns the progressive fragmentation into discrete 
and narrow subject-areas, with all the dangers of 
introverted specialisation which these entail. 
Discussing research with one's peers in the same field 
is valuable, but my experience is that these terms of 
reference are becoming so narrow that the increasingly 
numerous subject-areas actually cover a smaller 
chronological and geographical acreage each year. 
This is true both between and within the separate 
areas. 

We have not proved in the past to be especially 
good at speaking to each other across period 
boundaries. Our past difficulties are, however, no 
reason to stop trying. One of the points of coming 
together at all is to see how the other side lives and 
thinks. What I would like to do, at least sometimes, is 
to have my experience of the possibilities opened by 
historians who have to deal with very different kinds 
of evidence, written and visual. I would, for instance, 
rather hear five major papers illuminating the relation 
of the visual image and the written word, rather than 
ten brief and tenuously related fragments of 
Renaissance research. We could design a central 
theme — such as theory and practice, art history and 
art appreciation, style analysis, subject-matter, ideas 
of progress and development, art history and 
psychology, or the aims, methods and achievements 
of research and teaching in art history — relating the 
plenary and 'specialist' sessions in a more sophisticated 
and integrated way. Papers for plenary sessions could 
be organised with a named respondent who would 
outline some of the questions for further discussion. 
We could endeavour to make the discussions more 
substantial and cumulative. We could expose 
ourselves to 'foreign' traditions by inviting groups of 
scholars from abroad (with possible funding from the 
foreign governments). The possibilities are endless. 
Such experiences, shared with the participants as a 
whole, would at least assure that informal discussions 
during coffee, tea, or whatever, could go rather 



further than asking one's colleagues which specialist 
sessions they attended. 

My intellectual concerns coincide with problems 
of a more practical nature. Our 4-day conferences 
have become increasingly ponderous and expensive, 
placing administrative and financial burdens upon 
participants and institutions. The individual cost of 
the 'out-of-town' conferences is likely to exceed £100 
for travel, bed and breakfast, visits and other 
conference events, on top of which comes the cost of 
other meals, refreshments etc. Universities, 
polytechnics and museums (in ascending order of 
reluctance?) are increasingly unwilling to meet all or 
part of this cost for their employees, and some of our 
members have no access to any financial support. 

We are also placing a huge burden upon potential 
hosts. The logistics of our roadshow are becoming 
increasingly alarming — a total of more than 70 
papers, 12 chairmen, up to 12 lecture and seminar 
rooms, 20 or more screens and as many projectors, to 
say nothing of accommodation, meals, entertainment, 
transport etc. Are we not in danger of making 
ourselves thoroughly unattractive to sane hosts? As 
we all come under increasing pressure to perform our 
professional duties with contracting resources, it will 
be more difficult for any teaching department to 
countenance the disruption caused by the conference. 

Perhaps the London meeting should follow the 
established pattern more or less closely — London is 
best equipped to do so — while each out-of-town host 
could determine its own individual solution to the 
problem of providing intellectual and social 
nourishment for a large body of art historians. 
Working on the basis that no one solution is perfect, 
we should aspire to a variety which ultimately 
embraces as many shades of perfection as possible. 

I would wish to stop short of laying down an 
alternative pattern. A fixed pattern is precisely what 
I am trying to avoid. There is much to be said for 
remaining flexible enough to take papers which do 
not fit into any overall scheme or do not fall within 
the scope of individual sections. Perhaps some or all 
conferences should make room for a miscellaneous 
'work in progress' section, in which young researchers 
(particularly) would have the opportunity of airing 
ideas at a crucial stage of their work. 

Whatever the pattern of future conferences, I am 
certain that we need to be more streamlined 
administratively — considering shorter conferences, 
perhaps supplemented by regional gatherings — and 
intellectually adventurous. Let us not become so set 
in our ways that our annual conference acquires an 
unwritten constitution which excludes radical 
experiment on the part of our future organisers and 
hosts. 
Professor Martin Kemp 
Department of Fine Arts 
University of St Andrews 
St Andrews 
Fife, Scotland KY16 9AL 

APPEALS 

Artists General Benevolent Institution 
Do you know of any artist or artist's family suffering 
acute distress due to bereavement, blindness, illness 
or injury and in great need of financial help? 

The Artists General Benevolent Institution 
(vigorously championed by Turner and Constable) is 

an organisation whose sole purpose is to help artists 
in misfortune. At the present time it is helping some 
200 artists or their dependents. 

The AGBI does however need all the support 
possible and as steward for the Royal Academy ti l l 
March '83.1 ask for any donation you can spare, 
however modest. 

Cheques should be made payable to AGBI and 
sent to me, Anthony Whishaw, at 7a Albert Place, 
Victoria Road, London W8. Any amount over £2 
may be donated by 4 year covenant which accrues 
more money for the fund. Details of the covenant 
and receipts will only be given on request to save time 
and postage. 
Anthony Whishaw 

Royal Academy Trust 
Since 1870 when the Academy first organised 'loan' 
exhibitions in addition to its annual 'Summer' 
Exhibition, art historians have served the Academy as 
academic advisors on countless exhibitions, bringing 
the art of different countries, epochs and cultures 
before a broad cross-section of the public. The 
catalogues written by them have provided these 
exhibitions with high standards of scholarship and 
design and have been priced to be within the reach of 
every visitor. The Academic advisors have helped the 
Academy to provide teachers' notes, gallery guides 
and other educational aides for the benefit of schools 
and adult education groups to encourage 
participation in art history at all age levels. 

Al l this will cease i f the Academy's appeal does 
not reach its £6 million target. The appeal, i f 
successful, will place the Academy on a sound 
financial basis for the future and enable it to continue 
and increase its service to the public, to artists, to 
students and to scholars. £2 million has so far been 
raised since the appeal was launched earlier this year 
and the Association of Art Historians are being asked 
whether they will respond by completing the 
enclosed leaflet. 

Further details and a fuller brochure about the 
appeal are available from the Trust Office. 
Secretary to the Trust 
Director of the Appeal 
Griselda Hamilton-Baillie 

RESEARCH REQUESTS 

Leicester College of Arts & Crafts, Established 1869 
Research Assistant would like to hear from anyone 
with information relating to Leicester College of Art. 

By 1900 the College comprised of three Schools: 
Fine Art; Architecture & Building; Industrial Design. 
The latter taught the Applied Arts, leatherwork, 
printing and book production and had a Department 
of Women's Crafts (fashion, textiles, hoisery & lace). 
From the beginning there was a committed policy of 
trained designers for industry. 

I wish to trace examples of work by former 
students and members of staff and details on the 
following: W.H. Donne, Wilmot Pilsbury, Augustus 
Spencer, George S. Ingles, J.F. Pettinger (painters). 
G. Haywood (anatomical drawing). J. Armitage 
(sculptor). G. Nott, John Fulleylove (architecture). 
Albert T. Roberts (printing c.1920). A.R. Fowkes 
(Eastbourne). G.H. Hodges (art collector). John Piatt 
(1920/30). Joseph Harrison (1880/90). Benjamin J. 
Fletcher (Birmingham c. 1920s). Any information, 



however peripheral, gratefully received. 
Lys de Beaumont, School of Art History 
Leicester Polytechnic, POB 143, Leicester. 

Whales Art 
I am compiling an anthology of whale and dolphin 
art, poetry, prose and music, with my complete 
Editor's royalty from the sale of the book being 
donated to The Greenpeace Foundation for it to use 
in its efforts to save whales. 

In addition to a wealth of contemporary material 
created especially for the book by over 300 masters 
in these various genres, I am striving to include in the 
volume 'Whales Art ' , the best collection of man's 
visual and literary depictions of whales, dolphins and 
porpoises from the paleothic to the present. 

To that end, I would greatly appreciate any 
references to images of these animals, from any place 
in the world, from any period of art history. The aim 
of the trade anthology is to present, as definitively as 
possible, a selection of cetacean images which will be 
interpreted with the contemporary material (eg, 
Ingres' painting of Venus with Dolphin will be 
counterpointed with Classical Greek and modern 
interpretations of this subject). 

Eventually, it is hoped that a catalogue of all 
cetacean images up to c.1800 can be compiled and 
published. No reference should be considered too 
small or trivial. Ideally, initial correspondence should 
include a photostat of the image, or a citation of a 
book in which the image appears. All contributions 
will be gratefully acknowledged by letter and in the 
book. 
Greg Gatenby 
c/o Harbourfront Reading Series 
417 Queen's Quay West 
Toronto, Ontario 
Canada M5V 1A2 



ADVERTISEMENTS COMMITTEE NOMINATIONS 

Richard Lyon 
Catalogues covering rare, elusive and in-print books 
on Oriental/Primitive/African art reference will be 
sent on request. (Our main interest is early Chinese 
art). 
Richard Lyon, P.O. Box 1 50, Kingston, Surrey 
KT2 5SH. 

History of Art for Young People 
H.W. Janson and Samuel Cauman 
Revised by Anthony F . Janson 
Now available in a new edition, this classic account of 
the history of art aims to provide the widest possible 
audience with a broad introduction to painting, 
sculpture and architecture, from cave art to today's 
masterpieces. Price £10.50 

What is Art History? 
Mark Roskill 
From being the dilettante's hobby, art history has 
become a highly skilled and professional discipline. 
Mark Roskill shows how it evolved, explaining the 
methods and techniques employed by art historians 
today, and using as examples some of the most 
intriguing 'case histories' of the last fifty years. 
Price £5 .95 , paperback £3.95. 
Available from good bookshops or from Thames and 
Hudson, 30 Bloomsbury Street, London WC1B 3QP. 

"Guide to Baroque Rome' 
by Anthony Blunt 
Anthony Blunt has collated his own wide experience 
and much previously scattered information to 
produce a detailed guide to all the churches of 
Baroque Rome and their paintings and sculpture, 
together with palaces and villas of importance. 
£15.00 Granada Illustrated with contemporary 
engravings. 

As from Bulletin No. 16 the cost of placing an 
advertisement wil l be 40p a word. The minimum 
charge wil l be £8. The charge is not subject to V A T . 

STOP PRESS 

The association wishes it to be known, that due to 
circumstances beyond its control, a leaflet on the 
Campaign for Press and Broadcasting Freedom was 
inadvertently inserted in the September issue of Art 
History. 

Nominations for election to 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 7 March 1983. Nominations should 
include the name and signatures of the proposer and 
seconder and the written consent of the nominee. 
There will be three places available on the Executive 
Committee. 

Executive Committee 

Officers 
Chairman Prof John Steer (until March 1983) 
(Birkbeck College, University of London, 43 Gordon 
Square, London WC1E 7HX) 
Chairman Dr Dennis Farr (from March 1983) 
(Courtauld Institute Galleries, Woburn Square, 
London WC1HOAA) 
Hon Secretary Peter Fitzgerald 
(Reading University, London Road, Reading RGl 
5AQ) 
Hon Treasurer Dr Eric Fernie 
(University of East Anglia, Norwich N44 7TJ 

Elected Members 
Mr Joe Darracott (Imperial War Museum) 
Dr David Jeremiah (Manchester Polytechnic) 
Prof Julian Gardner (Warwick University) 
Prof Martin Kemp (St Andrews University) 
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COVENANT FORM 
I, (full name in capitals) 
of 

hereby covenant with the ASSOCIATION OF ART 
HISTORIANS that for a period of four years from 1 January 
19 I will pay each year to the Association that sum 
which, after deducation of income tax at the standard rate 
for the time being in force, will leave a net amount equal to 
the membership subscription for that year. 

Signed and Sealed by me this day of 19 
Signature 
Signed in the presence of: 

(witness) 
(Address) 

Please return this document immediately to the Hon Treasurer, Dr Eric Fernie, School of Fine Arts & Music, University of East 
Anglia, NORWICH, NR4 7TJ 

Cut along this line 
BANKERS ORDER FORM for Covenants or for new Orders 
To the Manager 

Bank Ltd Signature Date 
Address. Full name 

Address. 

On receipt of this order, please pay to the account of the 
ASSOCIATION OF ART HISTORIANS (acc No. 51019783) 
Midland Bank, 1 Woburn Place, Russell Square, London 
W C l H O L Q t h e s u m o f £ (figures) 

(words) 
being the annual subscription for the year ending 31 
December 19 . . . . and on each successive 1st January, until 
further notice from me. 

Cut along this line 
BANKERS ORDER AMENDMENT FORM 
To the Manager 

Bank Ltd Signature 
Address Full Name 

Address 

On 1 January 1983, please amend my Order payable annually 
in favour of the Association of Art Historians (acc No. 
51019783), Midland Bank, Russell Square Branch, 1 Woburn 
Place, London WC1H OLQ to the sum of £ (figures) 
(figures) words), until 
further notice from me. 

Date 

PLEASE RETURN THIS FORM DIRECTLY TO YOUR 
BANK, and not to the Hon Treasurer. 

1983 Subscription Rates: Ordinary Membership £18.50 
Student Membership £15.00 (or £3.00) 
Joint Membership £22.50 
Overseas Membership £20.50 (US $40) 
Life Members' subscription 
to Art History £12.00 




