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The Executive Committee of the Association have 
decided that as from 1984 there will be three issues 
a year of the Bulletin. Hitherto the abstracts of the 
Annual Spring Conference have been reported in the 
November issue, after many months have elapsed. 
In future these reports will be in the July edition. 
The timetable for the 1984 Bulletins is as follows: 
Bulletin 18 Publication mid February. 
Deadline for copy to the editor 
6 January 1984. 
Bulletin 19 Publication mid July. 
Deadline for copy to the editor 
1 June 1984. 
Bulletin 20 Publication mid November. 
Deadline for copy to the editor 
1 October 1984. 
The cost of the Bulletin to non-members, as from 
1984 will be £7.50. Copies available from the Hon 
Secretary, Peter Fitzgerald, Reading University. 

Professor John Steer 
It is now customary for the incoming Chairman of 
the A A H to record, on behalf of the Association, our 
warmest gratitude to the retiring Chairman. Professor 
John Steer took over the Chairmanship from 
Professor John White at the Norwich Conference 
in 1980, at a time when the dark clouds of 
government financial cutbacks were beginning to cast 
their shadow over all branches of higher education. 
The teaching of art history, which in common with 
other disciplines, had enjoyed an expansion in the 
1960s and early 1970s, was under threat, and the 
dangers have not receded. As spokesman for the 
Association, John Steer intervened with the Chairman 
of the UGC to seek assurances that not only was 
there general support for our subject in that quarter, 
but that those smaller art history departments in 
our universities would not be destroyed. 

He has also been very active in the affairs of 
CNAA, where organisational changes affecting the 
oversight of art and design history teaching in 
polytechnics and schools of art have caused us 
anxiety. But John has not always had to be at the 
barricades, although there must have been times 
when he felt as i f it were a perpetual battle against 
the hordes of organised Philistia. We have enjoyed 
his genial, but firm, conduct of our Annual General 
Meetings and of our committees, and have welcomed 
his encouragement of the work of the Schools 
Sub-Committee. I am sure that he would be the first 
to acknowledge all the help and support he has 
received from officers and members of the 
Association, help which every Chairman relies upon 
during his term of office. Fortunately for me, John 
continues for another year on the Executive 
Committee, but meanwhile, we thank him for his 

distinguished work as Chairman over a period of 
consolidation and achievement in the affairs of the 
Association. 

Dennis Farr Chairman 

The Association seeks a willing member to take over 
the post of Covenants Officer. The onerous task o f 
setting up the system for the association had been 
done by Ivor Courtney, for which we are all 
extremely grateful. The financial benefits to the 
association are considerable, and although as yet 
only 50 individuals have taken out covenants, it is 
hoped that more will cLose to pay their subscriptions 
in this way, thereby allowing the association to 
recover tax paid on the amount. Anyone who is 
willing to help in this way is invited to contact the 
Hon Treasurer, Dr Eric Fernie, School of Fine Arts 
and Music, University of East Anglia, Norwich 
NR4 7TJ. Tel (0603)56161. 

Membership Subscriptions 1983 and 1984 

The Association is pleased to announce that the rates 
for membership will remain for 1984 at the present 
level. Subscriptions are due on 1 January 1984. 
The Subscriptions rates are: 
Ordinary membership £18.50 
Student membership £15.00 
Student membership 

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

to Art History £12.00 
However, there are still considerable numbers o f 

members who have not sent in the difference between 
what they paid by Banker's Order or cheque and this 
year's level of subscription. The treasurer urges 
anyone in this position to send a cheque for the 
remaining amount (as given in a letter to each 
relevant member) to Eric Fernie, School of Fine Arts 
and Music, University of East Anglia, Norwich 
NR4 7TJ. 

TENTH ANNUAL CONFERENCE 
EDINBURGH CONFERENCE: 30 March-2 April 1984 

The programme for the Edinburgh Conference has 
been revised slightly from that published in the 
Bulletin in February 1983. The general arrangements 
remain the same, but in order to allow more time for 
research papers, the Conference wil l now open at 
3 pm on Friday 30 March with an opening lecture. 
The five papers in the three main topics wil l be 
presented on Friday from 4.15 to 7.15 and on 



Saturday from 9.15 to 12.30. Following the Book 
Fair, to be held in Upper Library Hall, Old College, 
and the Book Fair Lunch on Saturday afternoon, 
the Conference will reconvene for the research 
paper session at 4.15 on Saturday. There will be 
three papers on Saturday and the session will close 
at 6.30. There will be a further three papers on 
Monday morning from 9 to 12.15. The arrangements 
for Sunday will remain unchanged, with the morning 
devoted to group sessions and topical discussions, 
and the AGM at 5 on Sunday afternoon. Trips will 
be arranged for the afternoon of Monday 2 April , 
and accommodation will be available i f it is required 
until Tuesday morning. 

Subjects in the academic part of the conference 
are as follows: 

Main topics: Themes and Principles 
There will be five papers in each of the Main Topics. 
1 The fate of the classical heritage in western art. 
Organiser: Robert Hillenbrand, Department of Fine 
Art, Edinburgh University. 

2 The tradition of Primitivism in Europe and 
America during the 18th to 20th centuries. 
Organiser: Elizabeth Cowling, Department of Fine 
Art, Edinburgh University. 

3 Writing about Sculpture: artists, critics and 
historians who have written about sculpture from 
antiquity to the present. 
Organiser: Michael Bury, Department of Fine Art, 
Edinburgh University. 

Research papers 
There will be six forty-minute papers in each session. 
1 Early medieval sculpture in North Britain and 
Ireland. 
Organiser: John Higgitt, Department of Fine Art, 
Ed in bu rgh Un iversity. 

2 Northern Italy in the 14th century; its relationship 
to Central Europe. 
Organisers: Robert Gibbs and Robin Simon. 
Correspondence to Robert Gibbs at Department of 
Fine Art, University of Glasgow. 

3 The Portrait in the Age of Reason. 
Organiser: David Mannings, Department of History 
of Art, University of Aberdeen. 

4 Britain and Spain in the 19th century. 
Organiser: Hugh Brigstocke, National Gallery of 
Scotland, The Mound, Edinburgh. 

5 Architects as theorists. 
Organiser: Alan Tait, Department of Fine Art, 
University of Glasgow. 

6 Arts and Crafts in the Austro-Hungarian Empire. 
Organiser: George Noszlopy, School of History of Art 
and Complementary Studies, City of Birmingham 
Polytechnic. 

1 British Art and Modernism. 
Organiser: Martin Hammer, Department of Fine Art, 
Edinburgh University. 

8 Art and Politics in German Modernism. 
Organiser: Irit Rogoff 7 Logan Place, London W8. 

9 Style and Imagery in English Sculpture 
C.1250-C.1350. 
Organiser: George Henderson, Department of History 
of Art, University of Cambridge, 1 Scroope Terrace, 
Cambridge CB2 IPX. 

10 The Arts and Crafts in Edinburgh 1880-1940. 
Organiser: Elizabeth Cumming, City Art Centre, 
Market Street, Edinburgh. 

Papers are invited for the research paper session, 
although as the organisation of some of these is fairly 
well advanced, it cannot be guaranteed that they will 
be accepted. 
Conference fees: 
Ordinary member £22 
Ordinary member (Speaker) £16.50 
Student member £ 7 
Non-member £33 
Non-member (student) £11 
Accommodation costs at the Pollock Halls of 
Residence: 
Bed and Breakfast £9.40 per night 

Sunday lunch £2 
3 nights plus Sunday lunch £30 
4 nights plus Sunday lunch £40 
Conference Organiser: Duncan Macmillan, 
Department of Fine Art, University of Edinburgh 
19 George Square, Edinburgh EH8 9LD. 
031 667 1011 ex.2442. 

ART HISTORY BOOK FAIR, 
EDINBURGH 1984 

Next year's Art History Book Fair will be held on 
Saturday, 31st March from 11.30 to 5.00 pm in the 
magnificent Upper Library Hall of Old College, 
University of Edinburgh. 

The Fair is open to everyone free of charge and 
the extremely useful catalogue of exhibitors is also 
free to all visitors. 

The Book Fair Advisory Committee 
The membership of the Advisory Committee for the 
Edinburgh Book Fair 1984 is as follows: — 

Dr Dennis Farr, Chairman 
Dr Duncan Macmillan, Conference Organiser 
Pamela Courtney, Book Fair Organiser and Director 

of Publicity, AAH 
Tania Butler, Arts Council of Great Britain 
R.I.H. Charlton, Ashmolean Museum 
Faith Hart, Yale University Press 
Christopher Lome, Times Literary Supplement 
S.R.F. Lytton, Collet's Holdings Ltd 
Elly Miller, Harvey Miller Publishers 
Sybil Richardson, University Presses of Chicago, 

Harvard and MIT 
Brian Tomes, Ormonde Publishing 

Sponsorship 
The Association is greatly indebted to Phaidon 
Press Ltd for their generous sponsorship of the 
conference folders for the third consecutive year. 
Warm thanks from all of us and special 
congratulations on their Diamond Jubilee. 

The Association thanks those members who have 
helped make this event such a success by distributing 
invitations, arranging for posters to be displayed and 



informing potential exhibitors of the opportunity to 
promote their art titles. Please continue the good 
work and apply for invitation cards, posters and press 
releases to: 

Pamela Courtney 
Director of Publicity 
Association of Art Historians 
Lower Lodge 
Monnington-on-Wye 
Hereford HR4 7NL 
Tel: Moccas (09817V344. 

LONDON CONFERENCE 1985 

The eleventh Annual Conference of the Association 
will be held at the City University, Northampton 
Square, London from 30 March to 1 April 1985. 

Conference Organiser: Joe Darracott, 18 Fitzwarren 
Gardens, London N19 3TP. 

AAH CONFERENCE, LONDON 1983 

Session 1 
Transitional 
Organisers: Peter Draper and Kit Galbraith 

i Parisian and 'Capetian' architecture in the 1130s 
Anne Prache 
At the end of the 19th century E. Lefevre-Pontalis 
considered the area around Senlis, the Oise and Aisne 
districts, to have played a major part in the early 
development of Gothic architecture. It seems that it 
was also in monuments further south, centered 
around Paris and the Capetian environment, that 
important experiments were made, not only in 
vaulting, but also in ground plans, in elevations and 
in the organisation of space. St Martin-des-Champs 
and St Pierre-de-Montmartre in Paris, Notre-Dame 
at Poissy and Notre-Dame at Etampes have several 
features in common and are characteristic of these 
innovations in the 1130s. They are contemporary 
with the west facade of St Denis and antedate the 
revolutionary chevet of that abbey church. They 
can be dated in connection with the early campaign 
of St Pierre-de-Montmartre, well documented 
between 1133 and 1147. 

A comparison with St Etienne at Beauvais or with 
the porch of St Leu D'Esserent demonstrated that 
the Oise monuments were not as creative at that 
crucial moment. The great master of the chevet of 
St Denis had certainly been trained around Paris. 

i i A group of English enamels 
European currents and workshop tradition 
Neil Stratford 
Three ciboria (the so-called 'Malmesbury' (New 
York, Pierpont Morgan Library), 'Balfour' and 
'Warwick' (both V & A ciboria), two croziers 
(Edinburgh & Florence), and five boxes (Boston, 
Cambridge (Fitzwilliam), Florence, V & A, & Troyes 
(Cathedral Treasury) present enough features in 
common to be considered the products of a single 
workshop. After consideration of the particular 
problems raised by some of these objects it was 
argued on the basis of the figure-style, the 
iconography, the foliage ornament, and the sources 
of the inscriptions that these works were produced 
in England between c.l 160 and c.1200 in a workshop 
which was constantly receptive to new trends from 

across the Channel. 
Despite the enormous variety of styles and 

subject-matter within its oeuvre, the technical 
approach is consistent with the productions of a 
single enamelling tradition (or 'workshop' to use 
a convenient expression), over a period of 30-40 
years which thus provides a revealing 'case study' 
spanning a most significant period in the history of 
European art. 

iii From Romanesque to Early English in Kentish 
sculpture 
Deborah Kahn 
Between the apogee of the romanesque style in 
sculpture and the establishment of the Early English, 
two independent artistic trends may be distinguished 
in Kent, the proto-Gothic and the Transitional styles. 
The former originated in the Ile-de-France during the 
second quarter of the twelfth century but was 
transmitted to Kent only in the 1160s. Thereafter, 
familiarity with artistic developments in France 
prepared the ground for the rebuilding of the choir 
of Canterbury Cathedral in an up-to-date Gothic 
style. 

The Transitional style was generated in part by 
local interest in the Roman past, fostered by the 
intellectual environment at Christ Church during 
Theobald's archiepiscopate. Another factor, which 
stimulated a more naturalistic approach to the 
human body in Kentish Transitional sculpture, was 
the influence of Mosan and Rhenish metalwork. 
Canterbury was one of the chief centres for the 
development of the Transitional style in England. 
While much of the sculpture produced there was 
similar to Continental work, it nevertheless retained 
a certain independence, perhaps in part the result of 
strong Romanesque tradition. 

iv Style or Transition? The fallacies of classification 
discussed in the light of German art 1190-1260 
Willibald Sauerlander 
The paper started with a general discussion of the 
concept of transition. Until the eighteenth century 
transition 'transitio' seems to be a terminus technicus 
used for grammatical or musical composition. The 
modern understanding of transition is the result of 
the conflict between classification and the idea of 
evolution. Telling examples can be found in natural 
history. For the classification of medieval 
architecture 'transition' was probably first used in 
England, taken up in France during the twenties of 
the 19th century by Arcisse de Caumont and became 
current in the 19th century. Transitional buildings 
had a special aesthetic appeal to 19th century taste 
because it showed architectural history in the making. 
Transitional buildings were looked at as panoramas of 
the evolution of style. 

Then followed a discussion of Rhenish 
architecture from Gross St Martin at Cologne to 
Miinstermaifeld showing that these buildings present 
a bewildering blend of different forms — local, 
byzantine, early gothic etc. It makes little sense to 
call them transitional once one has accepted that 
purity of style is a modern, but not a medieval 
postulate. Another explanation often repeated since 
Carl Schnaase sees in the buildings the expression of 
the local genius. It is hard to argue against such an 
interpretation which changes with irrational 
shrewdness the picturesque effect into the emotional 
cause. It was the proposal of this talk to think of 



another explanation. The numberless medieval 
descriptions of churches, which use terms such as 
'niteus', 'splendens', 'artificiose constr. ctum', 'varius' 
seem to praise a kind of artificial exuberance, which 
might well be what we find in these Rhenish 
churches. To stress this point somewhat more, some 
examples of Rhenish architecture with their original 
paintings were presented at the end of the lecture. 

i 

v English architecture of the decade 1155-1165 
Christopher Wilson 
Discussion of the first reception of Gothic forms into 
England is hampered in a specially acute way by the 
two main enemies of the medieval architectural 
historian: destruction of major datable monuments 
and paucity of dating evidence for surviving buildings. 
This paper provided a conspectus of the available 
documentary and structural evidence for major 
church building in England during the decade 
following Henry IFs accession, a period favourable 
perhaps to fresh starts rather than gradual stylistic 
transitions. It is in fact clear that the years after 1154 
witnessed an increasing volume of building and a 
general receptiveness to the innovations of recent 
French architecture. The nature and extent of the 
debt varied greatly from one region to another and 
even within regions, but at least in North-East 
England and the eastern Scottish lowlands the decade 
1155-1 165 saw the emergence and very rapid 
dissemination of a style quite distinct from 
Anglo-Norman Romanesque and definitely of French 
Gothic inspiration. 'Early Gothic' would be a better 
name than 'Transitional' for this long-lived and 
relatively unchanging style. The South-East was 
exposed during the late 1150's to influences from the 
western Ile-de-France and Picardy, but there is no 
evidence for the early formation of a regional style 
comparable to that of the North-East. The most 
conservative region was the South-West, where a 
florid and eclectic Romanesque remained 
unchallenged until the late 1160's. 

vi Les syles de la figuration dans le vitrail du 
Nord-Est de la France autour de 1200 
Catherine Brisac 
Depuis L'etude magistrale de Louis Grodecki sur les 
panneaux de la cathedrale de Soissonns disperses 
en France et aux Etats-Unis ('Les vitraux sois-sonnais 
du Louvre, de Musee Marmottan et des collections 
americaines', La Revue des Arts, 10, 1960, 163-178), 
on s'est parc,u que ce courant stylistique, 
correspondant a un moment de mutation formelle, 
ni proprement roman, ni proprement gothique, 
avait ete dynamique non seulement dans cette region, 
mais dans tout le Nord-Est de la France. Cet 
intermede stylistique a permis des aspects differents 
suivant les ateliers et les centres. Un recensement 
permet, en effet, d'affirmer son importance, mais 
beaucoup d'el&ments doivent etre etudies non in situ, 
mais dans les musees et collections, ou ils sont 
aujourd'hui conserves. Ainsi les figures du 
haut-choeur de Saint-Remi de Reims constituent 
probablement les modeles, plus tardifs de plus de 
vingt ans, des verrieres de L'ancienne cathedrale de 
Laon (rose du bras nord du transept (1190-1195); 
ensemble du chevet plat (1205-1210). Outre Soissons 
dont les plus beaux fragments sont conserves aux 
Etats-Unis (cf. n° 51-52, cat. de l'exposition 
'Radiance and Refection', New York, The 
The Metropolitan Museum, 1982), ce courant 

s'etendit a Troyes (verdures de l'Arbre de Jesse et 
de l'Enfance du Christ), a Paris (rose ouest de 
Notre-Dame), a Rouen, avec, des le debut du siecle, 
les oeuvres du Maitre de saint Jean Baptiste et des 
sept Dormants d'Ephese, a Bourges, avec le Maitre 
de la Nouvelle Alliance, etc . . . Mais on doit 
remarquer que ce nouveau mode de figuration a pris 
et a developpe des modalites de traitement et de 
factures differentes, qui mettent en evidence 
l'originalite de chacun de ces ateliers et de ces 
peintres. Apres avoir constate les ressemblances, nous 
devons aujourd'hui nous attacher a montrer leurs 
diversites afin de donner a ce courant toute l'ampleur 
qu'il me rite. 

vii Some geometrical implications of the 
transition to High Gothic architecture 
Peter Kidson 
The first part of this paper was devoted to the 
consideration of ambiguities in the notion of 
transitions and transitional styles. The main part of 
it was devoted to two comparisons. The first was 
between the space frames of the cathedrals of 
Durham and Laon, and the second between Laon 
and Chartres. From these comparisons attention was 
drawn to the piecemeal nature of the changes: 
a) in pier design and structural systems 
b) in vault patterns and by shapes 
c) in spatial configurations 

To amplify the conclusions, reference was made to 
equivalent affinities and differences between 
Notre-Dame, Paris and Bourges, and to further 
features which connect Beauvais to Chartres and 
Laon. Some general inferences were drawn, together 
with qualifications and reservations. 
Session 2 
Renaissance Drawing 
Organisers: Francis Armes-Lewis and Joanne Wright 
i The life-study of al'antica 
Richard Cocke 
The paper explored the practice of studying a model 
in a pose inspired by a classical statue. It is implicit 
in figures in the Arezzo fescoes which are based on 
the Pothos statue and a Hercules. It is explicit in a 
drawing in Jacopo Bellini's Louvre sketch-book and 
another in the Rotterdam sketchbook by a follower 
of Benozzo Gozzoli, both based on a Hercules similar 
to that in the Capitoline Gallery. In another of the 
Rotterdam drawings the model varies the pose of 
the Spinario. 

Other drawings in the same series have nothing to 
do with the antique and this continues with 
Pollaiuolo's nude-studies. Pollaiuolo initiated the 
approach used by younger artists including Perugino, 
Filippino Lippi and Leonardo. A large group of 
studies from the model can be attributed to the 
workshop of Filippino Lippi. In the majority of 
cases the poses do not relate to the antique: where 
they do they derive from the Pothos, the Quirinal 
Horse-tamers, the Spinario, a prisoner and a dying 
gaul. 

The Cinquecento is marked by the rediscovery of 
Roman statues but the crucial influence, the Torso 
Belvedere, had long been available but was first 
exploited by Michaelangelo in his drawings for the 
Bathers, he continued to explore classical poses in 
his life-drawings and this was taken up by Raphael 
in his later Roman commissions. The practice 



outlined in the paper does not reflect the critical 
views of Alberti, Leonardo, and Vasari. The Carraccis' 
inclusion of life-drawing in their 'academy' marked 
the crucial break with this older tradition. 
Life-drawing continued as a central activity in 
artistic practice and academic theory, but, with a 
few exceptions, was now separated from the study 
of the antique. 
ii Modelbooks in quattrocento Florence 
Francis Ames-Lewis 
Historians of Renaissance Art tend to believe that, 
with one or two retardataire exceptions, Florentine 
quattrocento painters followed Alberti's advice that 
'all the steps of learning should be sought from 
Nature' and thus drew from the life. The role played 
in early Renaissance Florentine art by the essentially 
North Italian form of the modelbook tends, 
therefore, to be underestimated. This paper sought to 
demonstrate this usage of modelbooks by tracing 
a number of themes through Florentine artists' 
drawings into their paintings; and by pointing up the 
crucial place occupied in this development by the 
modelbook in the Rothschild Collection in the 
Louvre, which is itself derived from earlier Lombard 
prototypes. 

The usage of such model books of animal studies 
reached a peak in Florence around 1460, and from 
that time these studies were a dominating force in 
small-scale decorative work on cassoni for instance, 
and in manuscript decoration. Many of the 
large-scale works which include the same range of 
model-book motifs can be associated with Medicean 
patronage, and in particular with the decoration of 
the new Palazzo Medici. It was suggested that the 
artistic inclinations of the Medici, and especially of 
Piero di Cosimo 'the Gouty', may have promoted 
the use of modelbooks, and may have re-established 
the principle of the use of patterns for the 
interpolation of specific forms into paintings. From 
this principle derive, later in the quattrocento, both 
the portfolios of pattern-drawings such as drapery 
studies held in many late quattrocento workshops, 
and the pattern-engravings which served, like 
modelbooks, as compendiums of motifs available for 
later reuse. 

iii The nude figure in the Pollaiuolo workshop: 
teaching and learning 
Elizabeth Qegg 
Common to a wide range of views on the significance 
of Antonio Pollaiuolo is the assumption that he 
played a deliberately didactic role with regard to the 
use of the figure. Accordingly, art historians have 
thought to see evidence of his influence far and wide. 
But the most immediate testing ground for his 
supposed role as a teacher — his own workshop — 
has been largely ignored. 

In order to assess what Antonio's instructions to 
his apprentices might have been, it is not enough 
simply to look at the figure drawings of master and 
garzoni. We first need to establish what idea of the 
figure was predominant in the workshop. This can 
be best judged by looking at the figures that appear 
in work for the commissions the bottega received. 
Extracting from these a few 'constants' which can 
then be traced in the drawings themselves, we may 
access how far various aspects of figure drawing 
were suitable for teaching and learning in the 
workshop. 

When Pollaiuolo's workshop exemplars are 
compared with the types of 'pattern' figures designed 
for distribution outside the workshop, Jhe latter are 
seen to have a rather different didactic scope. Their 
nature as 'patterns' may be seen to be conditioned 
largely by the need to compensate - with systematic 
and detailed visual explication — for the lost element 
of workshop instruction. 
iv Time and Motion in Leonardo's drawings 
Martin Kemp 
Leonardo's 'brainstorm' drawing style, in which 
multiple alternatives are overlaid in suggestive 
confusion, has rightly been hailed a vital factor in 
the development of the High Renaissance. However, 
the incredibly various ways in which he used the 
flexibility and fluidity of his drawings to evoke 
transformations in time and space have never been 
fully analysed. A systematic study of drawings made 
both in preparation for works of art and in the course 
of scientific demonstration will be necessary for such 
an analysis. At least six different kinds of temporal 
and spatial transformations can be discerned in either 
separate or overlaid drawings: (i) alternative solutions 
in the sequence of Leonardo's thought; (ii) the 
sequence of successive actions or motions of an 
observed object; (iii) the sequence of spatial 
transformations arising from the relative motion of 
the viewpoint; (iv) the sequence of shapes arising 
from transformations of form in one object; (v) the 
depiction of continuous motion in terms of the 
persistence of the image within the eye; (vi) the 
transitions in graphic and diagramatic convention 
used in demonstrating different characteristics of 
the same object, to direct the viewer's attention 
towards specific aspects of form and function (often 
by analogy with other features in the natural or 
mechanical worlds). These varieties of spatial and 
formal transformation are present if different 
combinations in many areas of his activity, including 
anatomy, geometry, dynamics and engineering, and 
may be seen in a highly developed manner in the 
Codex Huygens (which is taken as reflecting 
Leonardo's lost book on human motion). 
v Drawings round Giorgione 
Giles Robertson 
Starting from Vasari's account, in his Description of 
the Works of Titian, of Giorgione's method of 
executing his paintings directly on the support, 
without the use of preliminary drawings, which has 
been wrongly dismissed as an invention to serve as 
pretext to a sermon on Florentine Disegno but which 
is amply confirmed by X-rays of paintings of 
Giorgione and his circle as an exact account of the 
method actually employed, the place of drawing in 
Venice in the first decade and a half of the sixteenth 
century was considered and the transitional character 
of the period was defined. Possible attributions to 
Giorgione himself, based on tradition, topography 
or relationship to more or less plausibly attributed 
paintings are considered with largely negative results. 
The relationship of Giorgione's work to that of 
Giulio Campagnola is discussed. The problem of 
Titan's early pen-and-ink style was discussed 
particularly in relation to the modello drawing for the 
fresco of the Miracle of the Speaking Babe at 
Padua, in the Fondation Custodia in Paris. The 
question of possible drawings by Sebastiano del 
Piombo in his Venetian period was discussed in 



relation to the engraving by Giulio Campagnola of 
Christ and the Woman of Samaria. 
vi German prints and the formation of Raphael's 
graphic style 
Pat Rubin 
This paper investigated the influence of German 
prints on late fifteenth century Umbrian drawing 
practice in general and on Raphael's work in 
particular. Its object was to suggest the importance of 
German engravings (above all those by Martin 
Schongauer) in providing a varied yet methodical 
system of crosshatching, and to show how much 
German linear systems allowed for greater precision 
and clarity in balancing background (landscape) 
recession against foreground definition. The use of 
prints as a source of compositional ideas and motifs, 
as part of the workshop equipment of modelbooks 
and copy drawings was also considered. 

vii Giulio Romano as a chalk draughtsman in 
Raphael's studio 
Paul Joannides 
Raphael's final period was one of enormous 
production — of easel paintings, frescoes, tapestry 
cartoons, architectural designs and archaeological 
investigations. Pressure of work compelled Raphael 
to delegate much of the execution of his painting 
projects to his assistants and parts also of the design 
phase were entrusted to them. To avoid the sterility 
of hack execution it was necessary for Raphael to 
find assistants of real individual talent, and to ensure 
their commitment to their work, and also to benefit 
from their ideas, it was essential to allow them 
creative involvement. At the same time Raphael 
was experimenting with a wide range of figure styles 
and surface qualities. He gave more prominence to 
the nude than before and attempted also to combine 
painterly effects of chiaroscuro and atmosphere with 
the density and rotundity of free-standing antique 
sculpture. For these developments red, and to a lesser 
extent, black chalk, both of which are very versatile, 
were the most economical and efficient graphic 
preparations. Red chalk was particularly suited for 
nude studies and Raphael developed its potential 
to the full. From these years more red chalk drawings 
survive than those in any other medium, and there 
was a consequent emphasis on individual figures at 
the expense of group organisation. 

Despite the freedoms they seem to have been 
allowed, and what seem to have been the relatively 
free and easy relations of master and assistants, the 
latter were broadly constrained to comply with the 
master's stylistic choices, and the emphases of their 
creative drawings naturally come very close to his. 
Some progress has been made in recent years towards 
the distinction of hands in drawings produced in 
Raphael's workshop, but in chalk drawings large 
areas have remained highly controversial. An attempt 
was made to delimit more closely, and with the aid 
of a hitherto unpublished black chalk drawing, the 
activity of Giuli Romano as a chalk draughtsman, and 
thus to locate more precisely his role, and his possible 
influence, within Raphael's organisation. 

Session 3 
The Seventeenth-century Portrait 
Organiser: Christopher White 
i Vanity, Deception and the Dutch self-portrait 
Ivan Gaskell 
Self-portraiture is often seen as essentially an art of. 
intimate psychological insight, but its other aspects 
should be examined, especially in the case of the 
seventeenth-century Netherlands. These include 
attempts by artists to procure social self-advancement 
and the inclusion of visual statements concerning the 
nature of the painter's art. The latter is of particular 
importance in the case of the late sixteenth and 
seventeenth-century Netherlands where literary art 
theory and actual practice were often at variance. 

The increasing interest of seventeenth-century 
patrons in the artists themselves had the effect of 
supporting the genre of self-portraiture and visual 
statements concerning the nature of the art of 
painting may be found in works in, for instance, the 
Medici self-portrait collection. The Netherlander 
depicted himself at the beginning of the period and 
beyond as a craftsman with his tools, allowing claims 
for the superiority of his craft to rest on the 
precedents of Christian tradition (St Luke painting 
the Virgin) and classical antiquity (stories concerning 
Apelles and other artists of antiquity). 

As a result of both craft tradition and classical 
precedent reported by Pliny and others, deception 
was held to be an inescapable quality of the painted 
image. Painters connected this concern with anxieties 
regarding vanity. The painter had to arm himself 
against accusations of pandering to the vanity of 
portrait sitters and of reproducing the world's vanities 
attractively, especially in the first third of the 
century. Artists such as Adriaen van de Venne and 
Cornells Saftleven asserted the morally responsible 
nature of their art by using animal allegory and 
proverbial satire, to which the latter alluded in his 
early self-portrait (Lugt Collection, Fondation 
Custodia, Institut Neerlandais, Paris). Against the 
vanity of transcience artists such as Herman van 
Vollenhoven and David Bailly alluded to the notion 
of ars longa, vita brevis in elaborate self-portrait 
compositions (Rijksmuseum, Amsterdam and De 
Lakenhal, Leiden respectively), though this might 
involve pictorial deception of a 'poetic' as well as of 
a purely painterly kind. The latter was sanctioned by 
the well-known story of Parrhasios and Zeuxis, 
often alluded to by painters and writers; the former 
by employing painted fictive curtains such as are to 
be seen in self-portraits by Cornells Bisschop and 
Gerrit Dou (both Rijksmuseum, Amsterdam). 

Dou's preoccupation with pictorial deception 
found monumental expression in his Quack Doctor 
of 1652 (Museum Boymans-van Beuningen, 
Rotterdam) in which he compares the deception 
practised by the painter (represented by a self-portrait) 
with that of the mountebank. Festive licence, evoked 
by the context of a fair, sanctions both; but 
emblematic allusions in the work suggest that 
deception practised by the painter is morally 
profitable for his customer, whilst that of the quack 
leads to loss. This is largely because the 'genre' 
painter saw himself (amongst other things) as the 
guardian and expounder of proverbial wisdom: a role 
proclaimed by Frans van Mieris's self-portrait painted 
for the Medici collection (Uffizi, Florence) in which 
he holds a panel depicting the proverbial scene of 



an old man in love with a young woman. The same 
role was played by Jan Steen who repeatedly 
incorporated his self-portrait into 'genre' and 'history' 
scenes. In the Twelfth Night Feast in the British royal 
collection Steen unites in his own image by means 
of emblematic allusion the two functions of the 
painter as moral commentator and purveyor of 
illusions. 

Steen, Dou and their fellows may have admitted 
that they were deceivers; but the products of their 
painterly deceptions were such that gave pleasure, 
moral edification and (in the case of self-portraits) 
ensured their triumph and the triumph of their art 
over death. 
ii Van Dyck's use of symbols in his portraiture 
Christopher Brown 
This paper, which was suggested by recent attempts 
to establish the originality of Van Dyck as an 
iconographer, discussed his use of symbols and 
allegory in his portraits. It attempted to establish 
the extent to which particular programmes were 
devised by the artist or by the sitter, and examined 
Bellori's account of portraits painted by Van Dyck 
for Sir Kenelm Digby in some detail. 
iii Characters in Rembrandt's portraits 
Michael Kitson 
It is sometimes said that Rembrandt's representation 
of individual character in his portraits is so vivid that 
we can read his sitters' personalities like an open 
book, and much is made even in quite sophisticated 
literature of his psychological insight. The 
relationship between what the painter does and what 
the spectator receives is, however, not straightforward, 
and the response of modern spectators will differ 
from that of the sitter's own contemporaries. The 
paper explored these topics and examined the ways 
in which Rembrandt employed emblematic and 
stylistic devices to convey character in terms which 
the spectator can understand. 
iv Bernini: the origin of the Baroque bust 
Desmond Shawe-Taylor 
Bernini's early portrait busts can best be understood 
in the context of the innumerable, anonymous, but 
often high quality, busts which surmount 
contemporary Roman tombs. These possess an 
intricate naturalism which is often treated as Bernini's 
invention, yet in other ways Bernini's originality can 
be defined by the contrast. 

Bernini's claim to have the 'courage to render 
stone as obedient to the hand as if they were dough 
or wax is just one of many fragmentary observations 
from which one can assemble a loose but coherent 
aesthetic theory, more individual and subversive than 
the system ascribed to him on the basis of his address 
to the French Academy in 1665. This sketchy theory 
can particularly be applied to portraiture as it favours 
the claims of the particular and individual as opposed 
to the general and ideal. 

Bernini's activities as a painter and as a caricaturist 
need also to be considered in order to highlight the 
caricature and 'concealed caricature' in Bernini's 
busts. 

v The painted self-portrait 
Christopher White 
This paper discussed the proliferation of the 
self-portrait in the seventeenth century, and 
attempted to establish the different types of 
presentation used by artists throughout Europe. 
Session 4 
Patronage and decorative painting and sculpture 
in eighteenth-century France 
Organiser: Philip Conisbee 
i Carved and painted decoration in the works of the 
Premier Architect du Roi in the 18th century 
Christopher Tadgell 
This introductory lecture traced the course of 
developments in decoration promoted in the office 
of the Premier Architect du Roi from the later career 
of Jules-Hardouin Mansart in the last decades of 
Louis XIV, through the period of de Cotte and 
Jacques V Gabriel during the minority and early 
maturity of Louis XV, when crown patronage was at 
a low ebb, to the last three decades of the reign in 
which Ange-Jacques Gabriel's responses to the 
sophisticated demands of his patron fostered crucial 
change. Tracing the course involved defining Rococo, 
analysing 'Reform', questioning the idea of 
Revolution. Reviewing the works chosen to illustrate 
the developments — covering sculpture and painting 
and ranging from ones in which genre subjects and 
low relief stylized floral motifs are predominant, to 
the essentially architectonic and classical allegory — 
an attempt was made to gauge the degree of freedom 
allowed to the artists by the architect. 

ii Mme de Pompadour as a patron of decorative art 
Katie Scott 
Had she not been Louis XVs 'maitresse en titre', 
it is unlikely that Pompadour's patronage of the 
arts would have excited the degree of critical interest 
shown by her contemporaries and art historians ever 
since. She stands aside from the celebrated 
'connoisseurs' of the period, admired for their taste 
and knowledge, for she was no 'collector'. She was 
an 'amateur', and what makes her of particular 
interest to this session is that the works she 
commissioned were, almost without exception, 
conceived with particular settings in mind. In the 
broad sense of the term, all the works she 
commissioned were decorative works. The decorative 
arrangements she planned and commissioned for 
some of her residences formed the basis of this paper. 
However, also of great interest is the role that 
Pompadour herself wished to be seen to play in the 
field of the arts. Her involvement in the 'Manufacture 
Royale de la Porcelaine de France' and her 
commitment to the 'Ecole Militaire' programme 
were discussed in the light of this. Finally, an attempt 
was made to analyse contemporary reaction to her 
patronage. 
iii 'Magots' or mythology? the conflict between 
ornamental painting and plasterwork and 
history-painting in Rococo France 
A last air Laing 
To the regret of the theorists, painted ceilings of any 
consequence were virtually abandoned in French 
secular buildings after the first decade of the 18th 
century. Painted grotesques, and subsequently 
white-and-gold plasterwork, had usurped their place; 



only in staircases did illusionistic murals by the 
Brunetti continue to find favour. At tho same time, 
mirrors, carved lambris, and costly hangings had 
banished all pictures but portraits from the walls to 
ignominious and awkwardly-framed locations over 
doors and mirrors. Paradoxically however, it was 
this reputed debasement of painting by decoration 
that fuelled new claims for its seriousness and 
autonomy as an art, which were given expression 
in the encouragement of elevated history-painting 
by the Salons, critics and royal commissions, and in 
the demand for pictures to be seen in a public 
museum. The success of these claims, coupled with 
the absence of any reasoned contemporary defence 
of ornament, have made it appear that its inferiority 
was accepted even by its practitioners. This is not so. 
Whilst there does not appear to be any 18th century 
French equivalent of the claims made for fantastic 
ornament by Italian Mannerist theorists, the 
vocabulary used by both advocates and critics of the 
Rococo — centring on such words as caprice, bizarre, 
pittoresque, and fantastique — suggests a persistence 
of the claims of imagination over against reason 
below the threshold of articulated argument. 

iv Conventions of the 18th century cabinet de 
tableaux: Blondel d'Azincourt's Premiere idee de 
la Curiosite 
Colin Bailey 
This paper considered the different functions of 
paintings as decoration and collectors' items in the 
interiors of prominent Parisian collectors at the end 
of the Ancien Regime. Dual location could act as 
the promoter of alternative painting styles and Salon 
artists responded to both. The influence of cabinet 
arrangement on pictures destined to constitute part 
of a more or less defined whole was discussed in an 
analysis of an MS which considers the conventions 
and requirements of the cabinet de tableaux. 
Evidence of picture arrangement in two of the 
foremost Parisian collections of the 1760s stresses 
the private display over the interests of school, 
chronology of the 'aesthetic content' of individual 
works. How demands of the cabinet should act as an 
influence on paintings produced by living artists was 
suggested in examples taken from collections formed 
in the last two decades of the Ancien Regime. It 
was finally argued that the influence of critical 
writing on the arts, the example of Batiments 
patronage and the growth of interest in the French 
school may have dissolved or attenuated the 'non 
art-historical' models that prevailed, and examples 
were cited of a more intellectual disposition in private 
collections on the eve of the Revolution. 

v The View from the Salon 
Richard Wrigley 
The critical preoccupation with the essentially public 
genre of history painting in the arena of the Salon 
conditioned an antagonistic attitude towards 
decorative art. Patronage of such art displaced 
artists' energies from the worthier goal of sublime 
history painting. Women, ensconced in their 
boudoirs, the rich, and picture dealers are the most 
frequently cited culprits in this monopolising of 
artistic production. Opulence is synonymous with 
bad taste, and the resultant art is correspondingly 
frivolous and showy. Private collections were 
considered exclusive and as exercising a tyrannical 
hold over artistic production, encouraging the small 

scale, the precieux and, commonly, the immoral. 
Artists were seen as the passive victims of the 
dictates of misguided taste. Hopes of regeneration 
crystallize the notion of artistic independence and the 
eschewal of venal ambitions in the cause of individual 
and national glory. Criticism of the conditions of 
production and the substance of the art market 
reflect the fact that even at a time of vigorous 
state patronage, the private sector was crucially 
important in shaping artists' repertoire. Further, the 
consistently antagonistic tone of criticism towards 
decorative art and its patrons vividly demonstrates 
that criticism of the Salon articulates opinion from 
outside the milieu of salons and hotels, the locales 
where decorative art was cultivated. 

Session 5 
Narrative Art in Georgian England 
Organiser: Hamish Miles 
i Francis Hay man and the Popular History piece 
Brian Allen 
A great deal has been written about the importance 
of West's Death of Wolfe in the development of the 
painting of scenes from contemporary or near 
contemporary history in mid-eighteenth century Britain. 
This paper set out to demonstrate that the genre has its 
origins a good deal earlier than might be expected. 
Francis Hayman (1708-1776), considered by many 
contemporary commentators to be the foremost history 
painter of his geneiation, played a major role from the 
1740s until the arrival of a generation of young history 
painters who benefitted from a Roman education in 
the 1760s. As early as the 1750s Hayman was 
experimenting with scenes from British history and 
perhaps the climax of his career was the production of 
four enormous canvases depicting Rotunda of Jonathan 
Tyers' Vauxhall Gardens in the early 1760s. These works 
preceded West's efforts of a similar type by almost a 
decade. Although the huge originals are now lost we 
can gain a clear impression of the appearance of three 
of them from an engraving and two small modellos 
which have recently been identified. An examination of 
this scheme was the focal point of this paper. 
ii Bonington's Subject Paintings 
Marcia Point on 
The view that the artist's subject paintings are vacuous 
or merely an excuse for the exercise of 'pure painting' 
is challenged. Bonington's borrowing of motifs is 
demonstrated to be not merely an act of eclectic 
copying but a measure of the artist's sensitivity to 
parody and irony. Bonington endorses the pacific and 
intimate view of history popular in Restoration France 
but also subverts it by his presentation of royalty in 
scenes which rely upon but also undermine well-known 
pictorial conventions. 
iii Go East to West, Young Man: 
a History painter in London 
Robin Hamlyn 
In 1811 Charles Robert Leslie (1794-1859) left 
Philadelphia for London. This paper looked at the 
formative influences on a young artist who was viewed 
by many as the successor to Benjamin West, and whose 
early career was followed with keen interest on both 
sides of the Atlantic. 



iv Psysiognomy and expression 
Dudley Johnson 
A dominant characteristic of Georgian narrative painting 
is the attention which artists devoted to the expressive 
aspects of their subject-matter, especially in the 
animation of figural compositions. Drawing on Charles 
Le Brim's Traite des passions, with engravings by Picart 
(translated into English in 1701 and again in 1734), 
Hogarth greatly extended the prescriptions of this classic 
treatise on physiognomy to accommodate the gallery 
of characters in his comic histories Hogarth's practice 
received new impetus two generations later in Essays 
on the Anatomy of Expression in Painting (1806) by 
the Scottish anatomist, Sir Charles Bell, which 
undertook to establish a physiological basis for the 
pseudo-science of physiognomy. Bell's findings were 
concurrent with an increasing emphasis on psychological 
realism in subject-painting, manifest in the work of 
Wilkie, Mulready, and their followers, who perfected a 
unique repertory of expressive modes for their narrative 
depictions of scenes from contemporary life. 

v M.C. Wyatt's Bashaw — Landseer in Marble? 
Julius Bryant 
M.C. Wyatt's Bashaw (1831-4, Victoria and Albert 
Museum) is the best known English sculpture of a dog 
by the most controversial English sculptor of the first 
half of the 19th century. Commonly equated with 
Landseer's animal portraits as a narrative subject, the 
work in fact derives from a different artistic tradition 
of decorative painting and public memorials in which 
allegory survived into the 19th century. Examination of 
the immediate creative context of the sculpture raises 
possibilities for an alternative understanding of the 
marble dog in the light of contemporary memorials to 
animals, attitudes to immortality and the eccentric 
patron's misanthropic and sarcastic sense of humour. 
In this way Bashaw provides a vivid example of the 
dangers of interpreting sculpture through the more 
familiar language of contemporary easel painting. 

vi Sir Walter Scott and the Historical Composition 
Francis Russell 
Scott's attitude to painting, and in particular to 
historical painting, reflected the strongly descriptive 
flavour of his own writing. The first instance in which 
he was consulted about a history picture was in 1811 
when he was approached on behalf of Edward Bird 
about his projected Battle of Chevy Chase. Scott 
supplied detailed suggestions and suggested a subject 
for a pendant. Haydon asked Scott to suggest a subject 
and Leslie was given ideas for his May Day Revels in 
the Time of Queen Elizabeth. Other artists whose work 
Scott studied were Martin and Bruiloff. The historical 
painter he most admired was Wilkie, a number of whose 
compositions reflect his influence, but William Allan 
was the painter in whom he interested himself most 
closely, suggesting subjects, commissioning works 
himself and securing the patronage of his acquaintances 
The artist's special connection with Scott led to his 
developing a kind of retrospective literary portrait that 
was a direct offshoot of the tradition of historical 
painting. 

vii Tableaux vivants 
Hamish Miles 
An account, firstly, of tableaux-vivants as invented 
(apparently) in 18th-century France, and then as 
practised in Germany and in English circles in Rome; 
secondly, of the arrival of tableaux in England, both 

in the theatre and as private amusements — especially 
in the 1820s and 30s. The part played in these 
performances by painters — David, Schinkel, Severn an< 
Wilkie amongst others — was noted, and the question 
raised of whether tableaux had a reciprocal effect on 
painting. 

Session 6 
The Printed Image: the technology and 
distribution of prints in the nineteenth century 
Organiser: Anthony Dyson 

i Landseer and the Engraving trade 
Tony Dyson 
Where the dissemination and popularisation of his work 
through the medium of engraving was concerned, 
Edwin Landseer could hardly have lived through more 
opportune years or have been born into more 
providential family circumstances. The artist's 
reputation rose on a wave of unprecedented 
print-publishing activity in London; he found in his 
father, John Landseer the engraver, exactly the right 
person to initiate him into the craft of reproductive 
engraving; and he benefitted throughout his life from 
the close co-operation of his brother Thomas, whose 
'splendid talent of rendering (his) great brother's works' 
was widely acknowledged. So fortunate was the painter 
in these and other collaborators, commercial as well as 
artistic, that it could be claimed by 1890 that 'hardly 
a house hold (exists) in which engravings are to be founi 
but what owns one from a picture by Landseer'. The 
paper examined Landseer's relationship with his 
principal engravers and publishers. The artist maintainec 
that he could never see the faults in his pictures until 
they were translated into black and white, and his 
tendency to extend the evolution of his pictorial ideas 
into the engraving process provided the focus for the 
study. 

ii The Rise and Fall of the Art Union Print 
Roger Smith 
The paper outlined a history of the art union movement 
which, in its heyday during the 1850s and 1860s, found 
considerable favour with large sections of society. The 
result was that literally scores of art unions sprang up al 
over England, Scotland and Ireland. Briefly put an art 
union was a simple lottery, but instead of hampers of 
food, prizes were contemporary works of art. An annua 
ballot was held when subscribers' tickets (costing one 
guinea each) were placed in a drum and winning tickets 
drawn from it . 
The first art unions in Britain were founded during 
the mid 1830s with the largest and most influential, 
the Art Union of London, being established in 1837. 
The Art Union enjoyed an early success with the 
result that a decision was made in 1838 to issue 
annual presentation engravings to all its subscribers. 

. During its entire history the Art Union of London 
was to issue works after paintings by contemporary 
British artists, almost invariably in the form of steel 
plate line engravings. Initially works to be engraved 
were selected from amongst the annual prize 
paintings, but this practice was soon abandoned as 
impracticable and examples were selected by a 
committee of the Art Union independantly of the 
annual prizes. 

The guinea subscribed seemingly represented good 
value when it brought not only a chance in the 
lottery but also a free engraving. The idea proved an 



immediate success with the public and greatly 
increased the number of subscriptions received. Yet 
by 1843 the issue of engravings had br »ught the Art 
Union into direct conflict with the vast majority 
of printsellers and publishers whose livelihood, they 
considered, was threatened by the widespread 
distribution of cheap Art Union prints. Though 
ultimately to prove a 'storm in a tea cup', such 
criticism spawned other criticism which focused upon 
the Art Union's prizes and engravings being of 
mediocre quality. This apparent lack of quality, 
coupled with repetitious subject-matter and format 
(line engraving), caused the Art Union of London 
gradually to slip from public favour. Although the 
Art Union struggled on until virtually the Great War 
it was with ever diminishing funds. In the over all 
scheme of things the Art Union and its engravings 
played an important (though often curious) part in a 
wider 19th century movement toward the 
democratisation of art. 

iii Rudolf Ackermann: Anatomy of a Business 
John Ford 
The paper examined the volume of print publications 
published by Rudolph Ackermann in the period 
1798-1830. The staffing, organisation, and expenses 
of the business were described with particular 
reference to the bank accounts. The principal part 
of the paper took the form of a workshop examining 
letters to and from artists, engravers, selling agents 
and customers. Advertisements, posters, prospectuses 
and catalogues were discussed in relation to the sale 
and marketing of prints. 

iv The printing of wood engravings on the hand 
press, 1780-1825 
Iain Bain 
The paper was based for the most part on evidence 
drawn from the records of Thomas Bewick, but 
also drew on those of Whittington of the Chiswick 
Press and on the printers' manuals of the period. 
Among the topics discussed were: pressure 
differentials and block surface lowering; press 
blankets; make-ready; inks; paper conditioning; 
and the change from wooden to iron press 
construction. 

v The impact of photography on printmaking in 
the 19th century 
Janice Hart 
There were many points of contact between 
photography and printmaking amounting, by the late 
nineteenth century, to a complex compounding of 
influences. This paper offered a brief analysis of three 
of the most significant aspects of the impact of 
photography on printmaking. 

Firstly, as fine quality photographic prints became 
technically viable in the 1850s they were marketed in 
direct competition with engraved, lithographed and 
other 'printed' prints. How did the printsellers and 
publishers respond to this development and what was 
the public's reaction? 

Secondly, as photography came to be seen as a 
rival to the traditional forms of picture making, many 
artists began to strive for new levels of realism and 
objectivity. To what extent did this bring a fresh 
challenge to those involved in printmaking? Why did 
a counter movement take place in which 
photographers, such as Robert Demachy and those 
associated with the Linked Ring, emulated the effects 

normally associated with engraving? 
Finally, the rapid progress of photography and 

photo-mechanical processes brought the eventual 
demise of many craft-based printmaking techniques. 
How did printmakers and the printing industry as 
a whole come to terms with this? 

vi J.M.W. Turner's Liber Studiorum: 
Aspects of purpose and publication 
Luke Herrmann 
This paper discussed the initiation of the series and 
the reasons for Turner's choice of mezzotint rather 
than aquatint. It examined Turner's role as publisher 
and his objects in launching this venture. The didactic 
purposes of each Tart' and of the individual plates 
were touched on. 

Session 7 
Russian Art and the West 
Organiser: Christina Lodder 

i Mikhail Larionov and the Italian Futurists 
Anthony Par ton 
The first part of this paper examined the importance 
of Italian Futurist theory and painting in the 
development of Mikhail Larionov's rayist and 
cubo-futurist works. The ideas discussed in the 
Russian translations of two Italian Futurist 
manifestos, published in June 1912, were related and 
compared to those found in rayist theory. The use of 
various pictorial devices in futurist and rayist 
paintings were also compared, as well as certain 
sources such as photography and 'X'-rays. Larionov's 
work was shown to be indebted to futurism, yet 
retained an independent stance. His ambiguous 
attitude towards Italian futurism was also discussed 
with reference to his relationship with Marinetti, 
during the latter's visit to Moscow in 1914. 

The second part of the paper discussed the period 
1916-1917, during which Larionov visited Rome with 
Diaghilev's 'Ballet Russe'. Larionov's reputation 
which was now established in Europe, was outlined 
and his earlier designs for a mechanical theatre 
production 'Histoires Naturelles' were shown to be 
a source for Depero who was starting to design for 
his own mechanical theatre. Depero also borrowed 
some of his pictorial imagery from Larionov's work. 

As a brief postcript Larionov's role in 
disseminating Russian culture in the West during the 
1920's in the form of ballet design, book illustration, 
and 'chastushki' evenings, so also noted. 

Larionov was seen to play a crucial role in the 
dialogue between Russia and the West during the 
period 1910-1925. 

ii Russian Cubofuturism and its debt to the West 
Susan Compton 
When Marinetti visited Russia in 1914 he found an 
indigenous avant-garde art movement. The influence 
of Italian Futurist manifestos had been tempered by 
first hand experience of modern French masterpieces 
in Moscow private collections. Indeed Malevich 
described 'Samovar' which he sent to the Salon des 
Independents that spring as Cubofuturist. It is based 
on Picasso's 'Portrait of Vollard'. 

The Burliuk brothers had begun 'Picassoing' their 
pictures already in December 1911, and invented a 
novel interpretation of Cubist multiple viewpoints. 
A print by David Burliuk became an emblem of 
Russian Futurist books and posters. It shows a 



'Horse and Man' composition to be looked at from 
all four points of the compass. It illustrates the 
famous sentence from the Italian manifesto: 'Thus 
a running horse has not four legs but twenty . . 
But it is also based on ancient Egyptian art, 
interpreted by the theorist Charles Blanc, a surprising 
source suggested by an article written by Arkhipenko. 

So it is transformations and deformations which 
make Russian Cubofuturism an original approach. 
Artists' inventions often followed those of poet 
friends, a visual rearrangement of the usual 
relationship of word and illustration, sound and 
image. Marinetti did not understand this Russian 
attempt to change the structure of language and go 
'beyond sense'. 

Malevich called the second picture he sent to Paris 
in spring 1914, 'beyond-sense realism' (zaumny 
realizm'). A sequence of his pictures beginning in 
January 1911 reveal the western influences which 
lead to this 'Completed Portrait of Ivan Klivn'. 

iii A Change of Context: Tatlin's work 
misinterpreted 
John Milner 
Vladimir Tatlin was little known in Western Europe 
until after the First World War when he acquired 
considerable reputation in response to the publication 
of a few images by groups in Germany, Hungary, 
Holland and elsewhere. As Tatlin's work was not 
known in the original in the West, no necessity arose 
for a comparison between the claims of this 
reputation and the achievements of the objects 
themselves. Indeed the characterisation of Tatlin's 
work as 'machine art' was inappropriate and ill-formed 
although certain Russians supported this view; it 
reflected the cultural context of those Western groups 
more than it described Tatlin's work. Until recent 
years the history of Russian constructivism remained 
coloured by these assumptions. 

Tatlin's work was closely associated with its own 
context, the Russian and Soviet aspects of which 
could scarcely be exported through small avant-garde 
magazines. Only through a study of Tatlin's context 
in time and place can an insight into his achievement 
be attempted; this involves a critical platform 
inappropriate to the study of Western European art 
and intimately specific in its relation to the study of 
materials and literature. 

iv Gabo in Munich 1910-1914 
Colin C Sanderson 
This paperexamined well-known statements about 
Gabo's experiences in Munich in the light of new 
evidence: particularly an interview with the late 
Alexei Pevsner, and information from the Munich 
University Archive. Gabo was enrolled in the medical 
faculty 1910-12, and in the philosophy faculty 
1912-14. Courses for which he subscribed were listed, 
and they indicate more clearly what Gabo did and did 
not study. 

Apart from these courses, his acquaintance with 
Wolfflin and with the writings of Bergson was 
discussed. It was also argued that he may have been 
directly influenced by the psychology-cum-philosophy 
of Theodor Lipps. 

Regarding the Technische Hochschule, it was 
suggested that Gabo may only have audited lectures 
there, and that the single most important experience 
he had there was perhaps the school's large collection 
of mathematical models. A striking similarity was 
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noted between Gabo's so-called 'stereometric system' 
of construction and particular mathematical models 
constructed from intersecting planes of card. 

As a counterbalance to the discussion it was 
stressed that Gabo was first and foremost a poetic 
artist. 

v L E F - Left Front of the Arts - 1923-25; 
problems in practice and method 
Briony Fer 
This paper examined LEF as a journal and forum 
for Futurist, Constructivist and Formalist debate; 
and considered its participation as a group of artists, 
poets and theorists engaged in developing a method 
and practice that should be aligned with 
contemporary demands and circumstances. The main 
concern was with the problems raised by their 
position(s) and with the relationship between 
'avant-gardism', 'leftism' and 'Leninism'. The Leftist 
position was reconstructed in terms of the dominant 
debates of the 1920s, both those that deal with 
culture generally and those specific to the visual 
arts. In this context, both Trotsky's analysis of LEF 
and the rival strategies of artistic groups like 
AKhRR — The Association of Artists of 
Revolutionary Russia — were discussed. The key 
question addressed was how pre- and 
post-revolutionary ideas about 'language' were central 
to LEF: this question was related to the theoretical 
work of Brik and Arvatov as well as Rodchenko's 
Constructivist practice. 

vi OST: The Society of Easel Painters 
Alan Bird 
The intense interest shown outside the USSR, 
especially in the USA, in the Malevich-Tatlin axis and 
in a number of artists who have been described 
exclusively as 'The Avant-Garde in Russia' has 
diverted attention from the interesting and significant 
groups such as The Four Arts, The Makovets, and 
The Society of Easel Artists (OST) which came into 
being during the 1920s. Under the leadership of 
Shterenberg the painters belonging to OST turned 
their attention to movements outside the country 
as well as to social and artistic changes within Russia 
itself. It is possible to see elements of expressionism, 
cubism, and even surrealism in the works of the 
OST painters. In all, between 1925 and 1928 there 
were four major exhibitions, the last two of which 
included drawings and sculptures. The Soviet art 
historian Dmitrii Sarabyanov has stated accurately 
and perceptively that the OST artists 'wished to 
resolve contemporary themes by a contemporary 
form of easel painting'; but this statement does not 
take sufficient account of the fact that OST was 
aware of artistic developments in Europe in the 
second half of the twenties and also of political 
attitudes there and endeavoured to find a pictorial 
means of expressing that awareness. The artists tried 
too, to present the new conditions of life and labour 
in Soviet Russia in positive terms; and might be said 
to have created lasting images of a new proletarian 
society at work and play. 



Session 8 
One year in the life of Artist X 
Organiser: Lynne Cooke 

i Picasso and the Turn of the Century 
Marilyn McCully 
The evidence drawn upon for an evaluation of 
Picasso's activities in Barcelona and Paris from late 
1899 through 1900 includes letters, criticism, 
contemporary journals and evidence concerning his 
relationships with various friends, as well as the 
work the artist himself produced that year. An 
analysis of these reveals, for example, that Picasso's 
exhibition activities in 1900 included two (not one, 
as has been previously assumed) shows at the 
Barcelona cafe Els Quatre Gats, while several recently 
discovered reviews of these exhibitions assist in 
determining which pictures were shown and also 
suggest how they were critically received. 

The methodological question of the use of 
autobiography in the interpretation of works of art 
has been recently argued with regard to Picasso 
(notably in Richarson, New York Review of Books, 
1980, Thaw, New York Review of Books, 1980, and 
Krauss, October, 1981 — while it is reduced to 
absurdity in Gedo, Art as Autobiography, 1980). 
Picasso's personal life, and especially his response to 
the people around him, including Carles Casagemas 
and Picasso's first girlfriend in Paris, Odette (who 
was identified as Louise Lenoire), was considered 
in relation to the work he produced: and the value 
of the autobiographical method was in this instance 
examined. 

Finally, the specific events of the year under 
consideration, the work produced and the personal 
significance of various experiences was discussed 
briefly in relation to Picasso's subsequent painting 
La Vie, a work in many ways a personal tribute 
to the year 1900. 

ii Emil Nolde in the South Seas, 1913-1914 
Jill Lloyd 
Emil Nolde's journey to the South Seas lasted one 
year, from October 1913 to October 1914. 
Geographically it spanned the space between Berlin 
and German New Guinea — across Russia, Korea, 
Japan and China. In 1936 Nolde began to write his 
memories of the journey which were published 
finally as the third volume of his autobiography, 
entitled Welt und Heimat. 

The paper concentrated on two areas of enquiry. 
First, Nolde's account of the journey raises a series 
of questions about artists' autobiographies. How 
useful is an account written twenty years after the 
event? In a wider sense, how can we use 
autobiography? Nolde's writings have dominated 
all subsequent interpretations of his work. The paper 
aimed to question the autocracy of the artist's point 
of view and to propose instead a relative value for 
autobriography, whose contents we can use only 
when we have analysed the ideological framework 
within which it operates. 

A second account of the south seas journey 
exists in the official report of the expedition Nolde 
accompanied to New Guinea, published in the 
Deutsches Kolonialblatt in September 1914. The 
second aim of the paper was to explore where and 
how this second discourse about the journey 
intersects with the autobiographical account. Nolde's 
journey was largely an attempt to 'escape' history and 

rediscover a mythic past. A comparison with the 
official report served to clarify the historical 
contradictions of Nolde's position and explore the 
extent to which this coincides with contradictions 
inherent in European colonial policies before 1914. 

iii Georges Braque in 1949 
Paul Greenhalgh 
In 1949 Georges Braque began a series of paintings 
depicting his own studio. During the course of the 
year he completed five of them, exhibiting them as 
a body in Maeght's Gallery in 1950. By 1956 there 
would be 8 paintings in the completed series, which 
would quite quickly be acclaimed as one of the 
artist's greatest achievements. A central aim of the 
paper was to analyse the technique and working 
method Braque brought to bear on the paintings. 

The paintings are generally thought of for the 
emergence of a large bird flying through the interior 
space, but many features of the 'studio' series feed 
back into the artist's production over the preceding 
two decades, and can be seen to contain a whole 
string of notions which the artist both consciously 
and unconsciously leaned on in order to locate 
himself in this society and culture. The professional 
artist looking at his work and world. 

The day to day problems facing an established 
artist at the height of his profession are both 
materially and mentally different from those of a 
younger artist. In 1949, Braque recognised the 
struggle against 'habit' as being one of his major 
poetic and formal concerns, whilst his lifestyle 
resembled that of a not untypical affluent French 
celebrity. His working day is then of interest as one 
which could hardly be more alien to the romantic 
idea of what twentieth century art practice 
constitutes. 

iv Meret Oppenheim in 1936: Surrealism, 
femininity and the avant-garde 
Fionna Barber 
In 1936 Meret Oppenheim produced one of the most 
well-known Surrealist objects, Le Dejeuner en 
Fourrure, a coffee cup and saucer covered in fur. 
Large numbers of such 'Surrealist objects' were 
produced during the 1930s, yet Oppenheim's piece 
had a further, crucial, role to play in the instatement 
of the Surrealist movement within the international 
avant-garde. Initially this was due to the object's 
inclusion within the 1936-7 exhibition at the New 
York Museum of Modern Art, Fantastic Art, Dada 
and Surrealism. Le Dejeuner en Fourrure has since 
become identified with ideas of Great Modern Art, 
which, it was argued precludes its recognition as the 
work of a female artist. Not only are women placed 
in a problematic relation to the institutions and 
practices of the avant-garde, but the difficulties are 
further compounded by the specific position 
occupied by notions of femininity within Surrealism 
itself. This paper examined the circumstances of the 
production of the work in 1936 and its critical 
reception both at the time and subsequently, and in 
addition assessed the consequences for a reading of 
the work of Meret Oppenheim as a woman artist. 

v A year in the life of Bill Woodrow's Sculpture 
Lewis Biggs 
'But artists lead such boring lives' said the painter, 
'and you must have got your own ideas about my 
work'. Salutary words to the hopeful interviewer. 



The approach here did not entirely avoid the 
delights of biographical detail, but concentrated 
nevertheless primarily on Bill Woodrow's sculpture 
rather than his person. 

After a promising start as a student in the early 
1970s (an individual show at the Whitechapel Gallery 
and important group exhibitions at the Museum of 
Modern Art, Oxford) Woodrow exhibited nothing 
for six years. During 1982 he made seven individual 
exhibitions in six countries and nine group 
exhibitions in eight countries, which must have made 
him one of the most widely exhibited of British 
sculptors. 

In looking for a logic in this change of 
circumstances, an examination was made of the 
interrelation of studio production (development and 
volume) with the gallery support system. Three 
perspectives of the work during the eighteen months 
under discussion were evoked: that of the artist, of 
the dealer and of a third party (public? published 
criticism was insignificant). Al l three perspectives 
contributed to the attempt to estimate the 
'significance' of the works at the time they were 
made. 

vi Shirazeh Houshiary 
Richard Francis 
Shirazeh Houshiary, a young Iranian artist working in 
London, left Chelsea School of Art two and a half 
years ago. Since then she has shown at the Venice 
Biennale, the Serpentine Gallery, Riverside Studios 
and in touring exhibitions in Edinburgh and 
Southampton. She will be an artist in residence in 
Vienna later this year. 

Her success is seen however as part of the general 
revival of new British sculpture; all the exhibitions 
have been group shows, she is still waiting to be 
taken on by a London commercial gallery. 

This talk presented her view of her current work 
and position in the context of the view of her work 
created by media coverage. 

Session 9 
Post-war Theory and Art Practice 
Organiser: Jon Bird 

This section was deliberately structured to allow 
debate on the issues raised to be a central aspect of 
each of the papers. Consequently, the number of 
speakers was limited, with Nicos Hadjinicoloau 
taking a double-session and the final session being 
given over entirely to the five speakers in open 
discussion. Despite the range of historical references, 
all the speakers shared not only the explicit 
recognition of theory as central to argument, but 
specifically theories of the historical subject in 
language, gender and class relations. 

i. Studies in the status of the artist in France 
during the first half of the Nineteenth Century. 
The debate at the Salon of 1832 
Nicos Hadinicoloau 
Art criticism in the 18th and 19th century France 
functions like a seismograph. Even the slightest 
changes in the social atmosphere are registered. 
The discussion examined how the critics writing 
for the Salon of 1832 debated on the question of the 
status of the artist, a question which has been 
preoccupying critics long before, (and which is, 

clearly, still of major concern). Is the work of art a 
merchandise? Ought society, through the 
intermediary of the State, support artists financially, 
or should they be abandoned to the fate of free 
enterprise? These are crucial questions for the critics 
at that moment. 

ii Suffrage iconography (1907-14) 
Lisa Tickner 
This paper was based on work in progress into the 
propaganda imagery of the women's suffrage 
movement. It attempted to do two things: 
1. To sketch in the infrastructure - in so far as it 
can now be ascertained — of such groups as the 
Artist's Suffrage League (1.1907) and the Suffrage 
Atelier (f. 1909); and 
2. to consider some of the issues raised in the field 
of representation by recurring themes and types in 
pro and anti suffrage imagery. 

iii This is where we came in? 
Adrian Rifkin 
Between a sociology of artists on one side, and a 
theorisation of cultural meanings on the other, how 
has a new/progressive art history continued to 
replicate itself as such? And how is this replication 
implicated in actual forms of cultural production? 
This paper addressed itself to these questions — the 
contradictory effect of a highly eclectic set of 
transformations of the discipline in shoring it up. 

iv An Iatroduction to semiotic theories of art 
Claire Pajaczowska 
As structural thought spread across analytic 
disciplines there has been a proliferation of semiotic 
approaches to art history, particularly in the past 
decade. Many of these are not translated or remain 
unread for other reasons. The analytic methods of 
a representative selection of these texts was 
summarised. Each method, whether it be implicit or 
explicit, was subjected to three questions: 
1. What is its theory of the signifier? 
2. What is the place given to history? 
3. What is the place of the unconscious for this 

theory? 
In this way the similarities and differences 

between methods were made more visible, and this 
may clarify those elemental concepts which are 
fundamental to an understanding of the structures 
underlying the signifying practice designated as art. 
Some of the texts under discussion were: Jean Louis 
Schefer 'Scenographic d'un Tableau' (1969); Guy 
Rosolato 'Essais sur le Symbolique' (1969); Louis 
Marin 'The Frame of the Painting' (1979); Marcelin 
Pleynet 'Peinture et Structuralisme' (1971); Julia 
Kriesteva 'Motherhood according to Bellini' (1975); 
Roland Barthes 'Rhetoric of the Image' (1969). 

v 'New York subway graffiti' 
Peter Wollen 
Three topics of interest were: 
1. The crossover between 'subculture' and 'fine art'. 
2. The semiotics of the signature ('tag'). 
3. The aesthetics of vandalism. 



Session 10 
Image and Progress: Design History as the 
History of Material Culture 
Organisers: Chris Bailey and Charlotte ben ton 

i Harry H. Peach, Dryad and the early DIA 
(c. 1907-30) 
Pat Kirk ham 
This paper examined British emulation of two 
Continental design experiments of the early twentieth 
century. The first to be examined was DRYAD, of 
Leicester, which was modelled particularly on 
German and Austrian initiatives to use leading artists 
and designers in local crafts or industries. Dryad's 
proprietor, Harry H. Peach, was greatly influenced 
by Benjamin Fletcher, Head of Leicester School of 
Art; both were founder members of the Design and 
Industries Association (DIA), established 1915, 
which was modelled on the Deutsche Werkbund. 
Peach's role in the DIA was one of advocating the 
recruitment of manufacturers, arguing for the 
benefits of industrial production, emphasising the 
German ideal and ceaselessly propagandising on 
behalf of 'good' design (using the technique of 
contrasting 'good' and 'bad' so that people could 
judge for themselves the sanity of DIA ideas) and 
a countryside free from the horrors of unsightly 
advertising and buildings. 

The paper also examined the historiography of 
the DIA and challenged prevailing orthodoxies. It 
raised questions as to why the DIA is viewed in terms 
of the Bauhaus in the years up to 1933, rather than, 
say, the Deutsche Werkbund (on which it was initially 
modelled) or other European organisations, or even 
on its own terms against the economic, social and 
political climate prevailing in Britain. The paper 
suggested that the simplistic dichotomy Britain 
= insular backwardness and Germany = 'Modern 
Movement' does not hold good. 

The question of 'national' attitudes to design 
was raised. In the 1920s it was argued that the 
Bauhaus was too logical and 'German' for Britain, 
while in the 1930s in Germany it was argued that 
the Bauhaus did not represent essential 'German' 
qualities in design. Together with other contributions 
in this session, the paper argued for a more complex 
picture of design in the inter-war period than that 
which has, at least until recently prevailed. 

ii Design Policy under the London Passenger 
Transport Board 
Chris Bailey 
The London Passenger Transport Board (LPTB) 
was brought into being by Act of Parliament on 
1 July 1933 as a 'semi-Independent Public 
Corporation'. It has been described as a kind of 
organisation typical of the period, like the BBC 
and the CEGB. 

Frank Pick, who went to work for the London 
Underground in 1906 and was vice-chairman of the 
LPTB for seven years, died in 1941. In his 1942 
assessment of Pick, Nikolaus Pevsner concurred with 
Christian Barman and The Times. Pick was a 
bureaucrat 'centralised and dictatorial' but had 
been responsible for the creation of LT as a 
'civilising agency' and as 'the most efficacious centre 
of visual education in England'. The years of the 
LPTB, described as a period of 'consolidation and 
extension' (Heskett), include the 'classic period for 
station design' (Pevsner 1942) but also a period of 

'the levelling up of transport amenities' (Barman 
1949), a characteristically English form of 
revolution. In 1942, looking back on the first years 
of the LPTB, The Architects* Journal stressed how 
it had set a new standard for business in general and 
how Pick's methods might be copied by Lord Portal, 
the Minister for Reconstruction. 

The purpose of this paper was to outline the 
character of the LPTB's use of design and to provide 
a criticism of some accepted view. The paper 
considered the following areas and issues: 
1. Material documenting Pick's attitude to the visual 
quality of the urban environment (eg. an early 
pamphlet for the DIA, Design for Cities; the 
photo-essays in London Transport's Appointment 
Diaries 1929-38; Pick's late planning pamphlets 
Britain must Rebuild and Paths to Peace). 
2. The question of a 'unified aesthetic' 

(a) In relation to DIA aims 
(b) In relation to an attempt to assess the relative 

roles of (mostly DIA) designers commissioned by the 
Board and of engineers such as W.S. Graff-Baker, who 
was responsible for the chief design innovation under 
the LPTB, the 1938 Tube stock. 
3. Did the creation of the Board in 1933 materially 
affect design policy? 
4. How far did the concept of 'design' extend within 
the material functioning of the LPTB? 

• 

Hi Why is design a socially significant activity and 
why should we study it? Some clues from the 1930s 
Give Dilnot 
The speaker defined his position as that of a 
consumer rather than a producer of history. He saw 
design history as a part of history, design 
understanding as a part of design practice. The aim of 
his paper was to raise questions about the significance 
and relative import we give to design and to a concept 
like 'form' within design, with a view to exploring 
their complex meaning and significance rather than, 
as in much 'design history', simply taking these for 
granted. 

What is lacking in most studies of inter-war design 
is any overall model, any sense that not simply the 
physical forms but, perhaps, the constitutions of 
design practice, of form making and form reception, 
change; that movement takes place in the relationship 
design/society and thus that design shifts its public 
role. 

Design in the 1930s is a site of contention: it is so 
both within the design professions — above all in the 
debate between modernists (of different hues and 
allegiances) and varieties of more traditional designers 
— and in society generally. On one level design, in 
the widest sense, of questions of the form of things 
(whether houses, items of furniture or political 
systems) move into a more central position in society 
in the thirties. At the same time we can observe 
objective changes in production processes, in the 
economics of production, in the management of the 
economy and in the general form of societies called 
into being by the developments of an increasingly 
technologised world economy — and which indicate 
changing roles and conceptions of design's import 
and significance. Design then comes to take on a 
different subjective and objective significance; 
'design' in 1939 is surely not (quite) the same activity 
and form and the activity of forming is not felt to 
have (quite) the same significance as they did in 
1919. 



This implies conceptual movements as well as 
historical changes. And it implies forms of designing 
and the necessity to form both models of history 
which can cope with this transformative process and 
models of design which can understand the stages 
of realisation of shifting processes and conception, 
of design as part of a wider historical process. This 
means, probably, abandoning notions of a singular 
moment of design characteristic of a decade 
(eg Thir t ies Design') and replacing them with models 
of different levels and functions for diverse design 
functions. Without a general model of what is 
occurring design can be understood only in its most 
immediate terms, which begs the question why 
this form, this mode of designing in relation to these 
levels of material culture these forms of development 
of capitalism and its a t tendant systems. 

If a history of design is to be taken seriously, we 
have to explain the significance of form and the 
relation to history on the one side, practice on the 
other. For this we need detailed reconstructions — 
but we also need the generalised models, the patterns 
which in turn can interpret these, for history and 
for design. 

iv The crafts and industrial design in Germany, 
1918-39 
John Heskett 
The historiography of inter-war German design is 
dominated by the Bauhaus, generally depicted as 
an institution in which arts and crafts were united 
in the creation of functional, efficient forms 
appropriate for mechanical mass-production. The 
consequences of this approach are far-reaching. 
Amongst others, 1933 is seen as a cut-off point with 
the closure of the Bauhaus; at tention is focussed on 
an artistic viewpoint to which industry and 
technology are subordinated; emphasis on Gropius's 
call for a revival of the crafts ignores their essential 
continuity as a significant entity in German economic 
and social life. 

This paper presented the results of research into 
the wider framework of German industrial 
product ion and organisation, set in the context of 
social and political tendencies of the inter-war 
period. It argued that a more diverse and complex 
interpretation of the period is required than that 
based on avant-garde techniques. It raised a range of 
questions about prevailing interpretations of the 
period. Amongst others: 
— Why does the Bauhaus occupy such a central role? 
— Why has'the mainstream of German industrial 
development and political events, so crucial to the 
history of this period, been largely ignored? 
— Why has an image of discontinuity between the 
Weimar Republic and the Third Reich been so easily 
accepted? 

Discussion of matters such as these is important , 
not only for an understanding of this period, but 
because it raises fundamental questions about the 
nature of design history as it has developed so far and 
as it might progress. 

v First the kitchen, then the facade', the New 
Architecture and the New Wohncultur 
Nicholas Bullock 

vi German advertising 1924-1939; style and ideology 
Jeremy Aynsley 
The intention of this paper was to raise some broadly 
historical and theoretical issues'concerning a history 
of Graphic Design, whilst making specific reference 
to continuing research on the German journal 
Gebrauchsgraphik (Monatsschrift zur Foerderung 
Kunstlerischer Reklame). This research comprises a 
case study of the journal as a representation of 
Graphic Design and specifically advertising between 
1924, the year of its inception, and 1939. An 
overriding aim is to chart and assess the developments 
in advertising stylistically, technically and 
institutionally within the historical circumstances of 
the Weimar Republic and the Third Reich. 
Frequently products arising in these historical 
classifications have been interpreted as oppositional 
and polarised. Hence such simplifications as The New 
Typography = Social Democracy, Black Letter = 
National Socialism. Evidence suggests more complex 
and contradictory strategies were manifest 
throughout the period. 

Reference will be made to the issue of typography 
and its ideological significance in the debate on 
nationalism versus internationalism. The role of 
legislation, the nature of the artistic debate and its 
popular dissemination was considered, and the 
relation between technologies and visual concern was 
also discussed. The aim was to work towards a more 
satisfactory account of the social significance of 
typography. 

vii The Volkswagen Project 
Charlotte Benton 
Porsche's prototypes for a low-cost 'people's car' 
belong to the last years of the Weimar Republic; 
the concept was actively developed in the period of 
the Third Reich; but the first civilian models of what 
was to become an international best seller rolled off 
the product ion lines only in the founding years of 
the BRD. So the Volkswagen must be seen as a 
product of three distinct historical periods; clearly 
this raises questions not only about the relationship 
of design to the material conditions in which it was 
produced but about alternative and successive 
readings of its meaning. But the Volkswagen as it 
emerged in the late 1940s must be seen as essentially 
conditioned by National Socialist ideology. This 
paper on the concentrated formative period of the 
Third Reich, and was concerned with the 
'Volkswagen Project' in its totality — that is, bo th 
the design of the car and of the new town, Wolfsburg, 
built especially for the production of the car. 

The aims of the paper were: 
1. To outline the successive stages in the evolution 
of the design and development of the Volkswagen 
Project and to indicate its place in National Socialist 
social and industrial policy. (The 'Volkswagen' as 
the counterpart of the 'Volkswohnung' ; Wolfsburg as 
a model of 'decentralisation' and dispersal; the 
methods of production as a model of industrial 
moderni ty) . 
2. To consider the design of Wolfsburg — in the 
context of National Socialist methodology and 
architectural design — as a symbolic paradigm of NS 
political and social organisation. 

N.B. The discussion papers for this session are 
available on request from Charlotte Benton, 
18 Larkhall Lane, London SW4 6SP or from Chris 



Bailey, Faculty of Art and Design, Wolverhampton 
Polytechnic, North Street, Wolverhampton WV1 1DT. 

New Technology 
Two papers were given in the New Technologies 
section of the conference in the afternoon of 
Sunday, 27th March. There follows a summary of 
their contents. 

Computer Based Subject Indices for Art Historians 
Dr Alastair Pearce (Oxford University Computing 
Service 
A computer base could provide a method of accessing 
photographs in a picture library. Such a system would 
allow the reader to specify the subject of the images 
in which he was interested without necessarily having 
knowledge of the artist's name. The computer would 
search through its store and locate those descriptions 
of paintings which satisfied the subject requirements 
of the researcher. The computing element of this kind 
of work is not complicated; many data base systems 
are already in existence. The problem to the art 
historian setting up the service would be far more 
complicated. Not only would detailed descriptions 
of all holdings of the photographic collection have 
to be typed into a computer memory, but the range 
of vocabulary terms to be used for these subject 
descriptions would have to be adequate, defined 
and consistent. The iconographic classification system 
Iconclass evolved by H. van der Waal may well 
provide the best method of describing images. The 
feasibility of its application is currently being 
examined by the Witt Library at the University of 
London. 

Master or Slave: the role of the Computer 
in Art Historial Research 
Dr Richard Morris 
(History of Art, University of Warwick): 
The Warwick Mouldings Archive has been in 
operation for several years, and thus presents a useful 
case study for evaluating the use of computers in 
a specific research project. Profile drawings of carved 
stonework are translated into a code for storage in 
the University's main computer, and the Oxford 
Concordance Program, designed for literary stylistic 
analysis, is used to make comparisons between 
buildings and moulding types. This codification of 
visual material should be applicable to any field of 
art historical research where there exists complex 
data capable of classification. 

The experience gained suggests that the way ahead 
for art historians to discover the appropriateness or 
otherwise of the new technology is for interested 
individuals to try their own research projects on 
whatever computer facilities are available to them. 
This assumes that most professional art historians 
are attached to an institution where computer 
facilities of some sort may be available to them, 
including a programme which may easily be adaptable 
to their needs: in such circumstances, art historians 
need not be put off by imagining that they have to 
become programmers. Uniformity between projects 
is not vital at this experimental stage, but advice from 
other researchers already in the field would be 
invaluable, and the compilation of brief registers is 
a matter of urgency. 

The most serious practical difficulty is the 
disproportionate amount of time spent preparing 
data for the computer, and art historians must hope 
for the advent of an automated reader which will 

accept visual material. Another problem is the 
popular conception that research findings verified by 
the computer are more authoritative than those 
established by convential means. In fact, output is 
only as good as the quality of input, and often needs 
further interpretation. On the other hand the 
overwhelming advantage of a computer is its 
convenience and accuracy in handling large amounts 
of data: in ease of editing, insertion, and copying, 
and in human time saved by jobs running overnight. 
Moreover, an interesting by-product is that art 
historians are often faced for the first time with the 
challenging problem of what constitutes proof 
statistically in their subject. 

There then followed a lively discussion which 
covered many aspects of image, documentation and 
data handling. Among other subjects raised were 
the appropriateness of computer techniques for 
primary research, their role in formulating inventories 
for museum collections and the possibilities and 
practicalities of providing computer courses for 
students of art history degrees. 

It was agreed afterwards that Julian Gardner 
should approach the editor of the Bulletin to ask 
for the inclusion of a regular column describing new 
developments in appropriate technologies and that 
steps should be taken to co-ordinate information 
about computer applications in art history in order 
that interested participants could contact each other. 
Prof Julian Gardner 

Museums and Galleries 
A well-attended meeting of this professional group 
discussed three main topics: new legislation for 
university museums so as to enable central 
government funds to be made directly available for 
their upkeep; the wider implications of the National 
Heritage Bill (now the National Heritage Act 1983), 
especially as regards the new status of the V & A 
and Science Museums; and commercial sponsorship. 

It was generally agreed that any new arrangement 
for university museum finance was rather remote 
as, to be effective, the UGC and the universities 
concerned would have to accept the principle of 
earmarked grants and 'new' money would be 
required. Neither was likely to be achieved in the 
present economic freeze. The question of how the 
new Trustees for the former departmental museums 
were to be selected was aired. I t was regretted by 
some members that the Staff Side proposal for 
nominated trustees was rejected by the Government, 
but opinion in the meeting seemed fairly evenly 
divided on this issue. The position in Scotland over 
the proposed Museum of Scotland, for which joint 
trustees were a possibility, was still unresolved; the 
powers of the respective Secretaries of State 
vis-a-vis Trustee Museums also seemed to be 
ill-defined. 

On sponsorship, which aroused a lively debate, it 
was generally agreed this was a desirable thing, 
provided it was kept within bounds. The fear was 
expressed that regular injections of sponsorship 
money could mean a cut-back, in real terms, of 
permanent cash support over a period of years. It 
was readily acknowledged, however, that sponsorship 
had enabled museums to achieve publications and 
exhibitions, in particular, which might otherwise 
never have materialised. I t was agreed that 'split' 
sponsorship between one or more companies could 
pose problems, and sometimes the time and effort 



expended on obtaining sponsorship could prove 
daunting. The meeting welcomed the increase in 
sponsorship, provided it was recognised that 
sponsorship should be sought to enable museums to 
carry out additional and desirable projects rather 
than as a substitution for the public financing of 
essential services. 
Dennis Farr 

ART HISTORY BOOK FAIR, 1983 

This year's Art History Book Fair had visitors pouring 
in nearly an hour before the official opening time. 
Fortunately it also chalked up a first by having all 
exhibitors present and correct at this time! 

A particularly warm welcome was given to the 
joint stand mounted by eight German speaking 
publishers and the fascinating display of Bergman & 
Brouwer, Antiquarian Booksellers with branches in 
Beaufort-en-Vallee and Amsterdam, whose 
comprehensive catalogue was distributed to members. 

Exhibitors were pleased both with the amount of 
business done and with the increased number of 
additional visitors to the Fair, mainly librarians and 
teachers. A sample survey of these visitors showed 
a strong preference for the London Book Fair to be 
held on a Monday and this will therefore again be the 
day chosen for the 1985 Fair. 

The International flavour of the Fair is growing 
and enquiries come in from all over the World. Two 
new stands showing a selection of exhibition 
catalogues and museum publications were well 
received. The general verdict was that this was the 
best Fair yet with everyone concerned finding it not 
only useful but enjoyable. 

Special thanks are due to this year's advisory 
committee representing exhibitors for generously 
giving their time and expertese to ensure the Fair's 
success. 

SUB-COMMITTEES OF THE ASSOCIATION 

Sub-Committee for Art Historical Libraries and 
Visual Resources 
The British Library Working Party on the 
Provision of Materials for Art 
The working party was set up in August 1982 as the 
result of a joint approach by the Association and 
ARLIS. Its brief was to consider the position of the 
British Library in relation to the documentation of 
art, architecture and design, and to help it to any 
necessary adjustment to its collecting policy, and also 
to comment on its services and accessibility. It set 
out to consider how the resources of the British 
Library could best be deployed for the benefit of 
users of art literature and information in the context 
of other national provisions. The working party met 
on eight occasions. Its membership included 
representatives of the British Library and other 
libraries, museums, universities, art schools, 
polytechnics and other interested bodies. A number 
of discussion papers were presented, among them one 
from the Association which was printed in an earlier 
Bulletin. Both the British Library reference division 
and the British Library lending division at Boston Spa 
were represented as was the Victoria & Albert 
Museum Library. The published report will contain 
a description of the coverage and services provided 
by these and other libraries. Problems concerning 
the libraries' coverage and the problems confronting 

the user were identified and discussed. Questions of 
user demand, which was surprisingly small from the 
art historical communtiy, and adequate reprographic 
service and the urgent need for conservation were 
also examined on a number of occasions. As a spin 
off from the working party discussions a joint 
research project designed by the Art Historical 
Libraries and Visual Resources Sub-Committee of 
the Association and ARLIS will be submitted to the 
British Library research department with a veiw to 
obtaining funds for it to be carried out by the 
College of Librarianship in Aberystwyth. At its 
final meeting on 11 May 1983 the following 
recommendations were agreed for inclusion in the 
published report. 
1. The Working party urges that the British Library 
continue actively to promote the acquisition holding 
and dissemination of art documentation and 
information by every means in its power. Among 
other things it should seek to provide and/or 
encourage a national reference collection of materials 
in art based on the British Library reference division 
and maintained and augmented by subject-specialist 
staff where possible. In consultation with the Victoria 
& Albert Museum and other libraries of all kinds, an 
augmented loan/photocopy collection (British 
Library lending division) with an extension of 
capacity to trace items not held, and publicity for 
its resources. A reprographic service possibly 
providing for rapid copies in colour which is 
Comprehensive within the limits imposed by the i 
nature, size, physical condition and date of the 
material. Improved bibliographic control of art 

material by all possible means. Continuous research 
into user habits and needs, and into the best ways of 
deploying all kinds of resources to satisfy those 
needs effectively and economically. A national 
information advice service for conservation, 
especially for conservation. 
2. The British Library should establish a permanent 
consultative group to advice it on all aspects of policy 
and planning for the provision of art documentation 
and information to a standard that will meet national 
requirements. The membership should include 
representatives of libraries with collection of national 
or major importance for the study of art including 
the reference division, the lending division, the 
Victoria & Albert Museum Library, the British 
Architectural Library and the Tate Gallery. The 
Association of Art Historians and ARLIS should have 
the right to nominate a representative to this standing 
consultative group. In view of the national role of the 
British Library the consultative committee should 
have a strong extra-London component. The 
permanent group should have among its terms of 
reference that of reviewing provision of, and access 
to, art materials both printed and non-printed of all 
kinds throughout the UK. Encouraging public and 
other libraries throughout the UK to take 
responsibility for collecting local art publications and 
other art materials. Commissioning surveys and 
research, for example, to identify existing specialised 
collections and.to publicise their existence. Drafting 
guidelines for co-operation on services and the 
referral of enquires. Considering ways of funding 
co-operation on acquisitions. Monitoring the impact 
of new information technology on art 
documentation. Studying the implication of 
reprography for art research, especially the criteria 
for allowing material to be photocopied and matters 



of staffing. Conservation. Acting as a channel for 
communication and consultation between the British 
Library and the art community. 

The working party agreed that co-operation 
between the libraries was the most effective way of 
achieving adequate national provision. The British 
Library was urged to seek to establish and/or 
augment machinery for the co-ordination and further 
co-operation of all concerned with the acquisition, 
preservation and dissemination of art documentation. 
It was emphasised that the money available for 
buying and for processing materials needed to be 
maintained throughout the country at its present 
level at least in real terms. The working party was 
convinced that there should be no diminution of the 
British Library's efforts at encyclopaedic coverage. 
It particularly recommended that the lending 
divisions collections continued to be developed as 
far as possible in response both to emergent and to 
latent user needs. It was suggested that, pending a 
longer term research project, the British Library seek 
advice through such bodies as the Association and 
ARLIS in particular about its acquisitions policy, 
especially for exhibition catalogues, for microforms 
and for facsimiles. It was also recommended that the 
standing committee should seek ways and means of 
promoting knowledge of the lending division's stock 
and services. 

The full report is likely to be published during the 
next year. Despite the very considerable success in 
getting the British Library working party established 
and the production of a report on national provision, 
the battle is far from over. All members of the 
Association should help to maintain the pressure for 
the setting up of a consultative committee and when 
that is done, to keep the members of that committee 
informed of the needs of the art historical 
community. 

Prof Julian Gardner 
Chairman, Art History Libraries and 
Visual Resources Sub-Committee 
Membership of Sub-Committee 
Trevor Fawcett (University of East Anglia) 
Constance Hill or John Sunderland 
(Courtauld Institute) 
Loveday Gee (University of Warwick) 
Josephine Miller (Birmingham Polytechnic) 
Prof John Steer (Birbeck College) 
Michael Doran (Courtauld Institute). 

Polytechnic's and College's Sub-committee 
The main concerns of the meeting at the AAH 
Conference were a recap of the preceding years 
activity and, in the light of rather poor attendance 
at previous meetings, to establish what the role and 
purpose of the sub-committee should be. In the light 
of recent events there was a strong feeling that the 
sub-committee should continue and that one clear 
function would be to operate as a clearing house, 
reporting on the developing situation of art and 
design history 'under threat'. This role seems even 
more pertinent now in relation to the NAB report 
and the kinds of response being made to its 
recommendations by particular institutions, the 
Bulletin is one obvious place where information 
could be made available to members of the 
Association. Clearly the seriousness of the situation 
cannot be minimised and the effectiveness of any 
response made by the Association will be largely 

dependent on members' passing on to the 
sub-committee relevant details so that we can form 
a general picture. 

The function of the sub-committee in the long 
term was also debated and the view emerged that 
the particular experiences and problems of 
Polytechnics and Colleges was perhaps not fully 
recognised by the Executive. To some extent I think 
that representation of those views has now been 
made and it is up to the sub-committee to continue 
to clarify and develop specific concerns. The 
interdisciplinary nature of much of our teaching, the 
relationship between theory and practice, and the 
key position of design history are all areas that could 
be more fully represented within the Association. 
To this end, a one-day conference has been proposed, 
next January or February, on the teaching of art and 
design history in polytechnics and colleges in terms 
of (1) content, (2) relation to studio areas, 
(3) teaching methods. Could any suggestions for 
contributions, topics, etc, be sent to me at 
Middlesex Polytechnic? 
Jon Bird 

Chairman, Polytechnics and Colleges 
Sub-committee 
Middlesex Polytechnic 
Cat Hil l , Barnet, Herts EN4 8HT. 

Membership of the Sub-committee 
Denis Farr (ex officio) 
Clive Ashwin (Middlesex Polytechnic) 
Rosemary Betterton (Sheffield City Polytechnic) 
Malcolm Cooke (Hull College of Higher Education) 
Theo Cowdell (Sheffield City Polytechnic) 
Kathryn Crewan (Winchester School of Art) 
Joe Darracott 
David Green (Oxford City Polytechnic) 
John Heskett (Sheffield City Polytechnic) 
Alan Stevenson (Bristol Polytechnic) 
Flavia Swann (North Staffordshire Polytechnic) 
Richard Tyler (Leeds Polytechnic). 

Schools Sub-Committee 
The following initiatives were reported at the 1983 
London Conference: 
1. The Sub-committee had organised an in-service 
course for teachers during the academic year 
1982-83. Eighteen weekly sessions were held at the 
University of London Institute of Education. The 
course was attended by sixteen people, mostly 
teaching in secondary schools, and was entitled 
Art History & Criticism in Schools. The tutorial 
team was composed of members of the 
Sub-committee, and interested colleagues from the 
Open University. The course was such a success that 
a further similar venture is being planned for the 
Spring and Summer terms, 1984. 
2. Members of the Sub-committee were already 
serving on appropriate panels of the London GCE 
Board and the Associated Examining Board, and an 
invitation to nominate had recently been received 
from the Joint Matriculation Board. There had 
also been promising contacts with officials of the 
Oxford Board. 
3. Supported by John Steer, the Sub-committee 
had entered into correspondence with appropriate 
people on the matter of the national plans for the 
proposed new system of examination at 16+, and on 
the matter of the Association's possible 
representation on whatever body succeeds the now 



dismantled Schools Council. 
4. The Sub-committee had begun to plan a 
Conference to be held at the V & A in November 
1983. 
5. A one-day course, Teaching History of Art in the 
Secondary School, was to be held at the Institute of 
Education on 12 May, Professor John White was to 
be the principal speaker, and various other members 
of the Association were to be involved. 
6. The Association's interest in schools had been 
publicised in various articles (eg. Arts Review, 
December 1982) and papers (eg. presented at an 
ILEA Course for teachers, February 1983; a course 
for Norfolk teachers, March 1983; and to be given 
at the University of Essex, April 1983) by the 
Chairman. 

Since the Conference, small working parties have 
been pushing ahead with the work of planning the 
next in-service course and the V & A Conference. 
The in-service course is to be held at the ILEA 
Teachers' Art Centre, Oswin Street, SW11, and will 
be advertised during the autumn term. The V & A 
Conference will take place on Wednesday 
30 November. It will be opened by Professor John 
Steer. He, and other speakers, to include Alastair 
Smith, Helen Luckett and Ken Baynes will explore 
various uses of History of Art and Design in 
Education. A substantial part of the day will be 
devoted to seminars based on the Museum's 
collection. 

The one-day course at the Institute of Education 
was attended by almost a hundred teachers. The day 
was rounded off splendidly by a reception at the 
Courtauld Institute Galleries, where participants 
were received by Professor Michael Kitson and 
Dr Dennis Farr. 

We have recently heard that two members of the 
Sub-committee have now been appointed to advisory 
panels of the Joint Matriculation Board; and we 
continue to keep a watching brief where the 16+ 
proposals and the successor to the Schools Council 
are concerned. 
Tony Dyson 
Chairman, Schools Sub-committee 
Department of Art & Design 
Institute of Education 
20, Bedford Way 
London WC1H0AL. 

Student Sub-committee 
The Student's group of the AAH are sponsoring two 
informal gatherings in the autumn. The first, held on 
15 October at the Courtauld Institute, addressed the 
problem faced by students who are trying to have 
work published for the first time. The second is to 
be held on Thursday 8 December at 3 pm precisely. 
Any and all interested students of the History of Art 
are invited to meet in the General Assembly Room 
of the Royal Academy of Art in Piccadilly for a few 
informal talks by several historians and/or organisers 
of the Genius of Venice Exhibition. Students will 
need to pay for their own admission to the exhibition 
before we meet for talks. We hope for a large 
attendance at this event and need your support to 
ensure the success of the AAH Students Group. 
Andrew Stephenson 
Chairman of Student Sub-committee 

NB Art History in Action — a booklet on careers in 
Art History prepared by the student group is still 
available at £1.60 per copy inclusive of postage from 
Hilary Morgan c/o the Courtauld Institute, 
20 Portm^n Square, London W l . 

25th INTERNATIONAL CONFERENCE 
organised by CIHA 

The Comite Internationale de VHistoire de VArt 
(CIHA) held its 25th conference in Vienna 
4-10 September 1983. Dr Marcia Pointon was invited 
by the Association's Executive Committee to produce 
a personal report of the Conference 
Our taxi driver informed us on the way from the 
airport that there was an important conference in 
Vienna that week but then proceeded to puncture 
our self-esteem by adding that it was a conference of 
physiologists. It was, however, rumoured that two 
thousand art historians had registered for the 
conference but since Vienna was seething not only 
with physiologists and art historians but also with 
large numbers of the faithful anticipating a glimpse 
of the Pope it was difficult to be very certain about 
numbers. 

Eight sections were organised in a staggered and 
staggering programme so that it was not necessary 
most of the time to choose from an impossible 
array of offerings. They were as follows: 'Vienna and 
the development of art historical methodology', 
'Art Music and Spectacle', 'Problems and methods of 
classification: region, school, atelier', 'Access to 
works of art: treasures, salons, exhibitions, museums', 
'Europe and the Art of Islam 15thc.-18thc.', 'Art in 
Europe c.1300', 'Vienna and European Baroque' 
and 'Vienna and twentieth-century architecture'. In 
addition to the papers offered in each section there 
were a series of plenary lectures, a sequence of 
Round Tables as well as meetings by various specialist 
associations such as the Jewish monuments group and 
the Enamels group. A number of excursions were 
arranged and a vast fleet of coaches transported 
congress members on tours of Baroque monasteries, 
Viennese early twentieth-century architecture and 
other sites in the neighbourhood. 

A notable feature of this conference was the 
relatively large number of East Europeans present, 
most of whom were contributing papers. The British 
contingent was small but nevertheless larger than at 
the last CIHA congress in Bologna three years ago. It 
is to be hoped that with the formation of a British 
section of CIHA our contribution will continue to 
grow. Although English, French, German, Italian or 
Spanish are all accepted as conference languages by 
CIHA, there was, not surprisingly, a preponderance 
of papers and debates in German on this occasion. 
The discussion of computer technology and data 
processing systems in relation to the discipline 
aroused interest and controversy across several 
sections. This lent the proceedings a wholesome 
air of progressive intent but lest anyone become 
heady at the idea that Art History might be marching 
confidently towards the twenty-first century, let 
me also say that as well as some methodologically 
challenging papers, there was a dreary number of 
contributions narrowly concerned with attribution 
and many offerings that were more descriptive 
than analytical. Listening to some of these papers 
one was bound to sympathise with the view that the 
discipline lacks theory. 



The big stars of the congress were so popular that 
only those who arrived early could find a seat in the 
large lecture theatres. For Shearman and for 
Gombrich (delivering his paper in German) it was 
standing room only whilst Georg Kauffmann and 
Peter Lasko spoke to an assembly which spread itself 
cross-legged literally to their very feet. 'Come in, 
come in! ' said John White chairing the session to 
those who craned in at the door, 'or, on the other 
hand, go away'. The Proceedings in which all papers 
are published will be worth reading for those with 
time to pick around and patience to use a dictionary. 
In the meantime the institution of international Art 
History has received an infusion of earnest intent 
which should ensure its healthy survival until the 
next congress scheduled for Washington in 1986. 
Marcia Pointon 

ANNOUNCEMENTS 

The Mitchell Prize 1983 
The Mitchell Prize, founded in 1977, is awarded 
annually to the authors of outstanding original 
contributions in English to the study and 
understanding of the visual arts, assessed in terms of 
scholarly, critical and literary metit. 

The $10,000 Mitchell Prize is awarded this year to 
Hugh Honour and John Fleming, co-authors of 
A World History of Art (Macmillan) published in 
America as The Visual Arts: A History (Prentice 
Hall). In one volume the authors have achieved an 
authoritative and masterly synthesis of the latest 
scholarship concerning the visual manifestations of 
the cultures of the world from pre-history to the 
present. The clarity, elegance and distinctive charm 
of their prose, fortified by the outstanding design, 
illustrations and lay-out of the book, lucidly displays 
both breadth and depth of knowledge in a 
remarkably inclusive art history. The book is a model 
of popularisation which never sacrifices an unusual 
profundity of observation. Thus the book is 
accessible to the new student and of interest to the 
scholar. 

The $2,000 Mitchell Prize, now in its second year, 
for the most promising 'first' book is given to Keith 
Christiansen, Associate Curator of European Painting 
at the Metropolitan Museum of Art , New York, for 
Gentile da Fabriano (Chatto/Cornell). It is the fullest 
attempt in any language to view the early fifteenth 
century Florentine painter historically, to establish 
a fuller critical appreciation in terms of that history, 
while underlining the enduring appeal of Gentile's 
highly individual qualities as a painter. A full 
catalogue o f paintings is included as well as the 
commendably clear and lively historical and critical 
essay. 

For further information about the Mitchell Prize 
please contact Marina Vaizey Tel: 01-994 7994. 

Two new courses from the University of 
St Andrews: M. Litt. (Gallery Studies) and M. Litt 
(National Trust for Scotland Studies) 
The Departemtn of Art History has established two 
postgraduate courses which wil l ally work of an 
academic nature with close study of original works 
of art, architecture, applied arts and garden design. 
Each course consists of two years of study. The 
first year is spent in the University studying selected 
aspects of the history of art, and the second is 
devoted to the preparation of a dissertation 

(c.30,000 words) in association with one of the 
following organisations: the National Galleries 
of Scotland in Edinburgh; the Glasgow Art Gallery 
and Museum; the Burrell Collection in Glasgow; 
and the National Trust for Scotland. The intention 
is to give postgraduate students the chance to acquire 
the kind of object-based skills which will enrich 
their ability to understand works of art, architecture, 
applied arts and garden design, and provide them with 
experience of the kind of advanced work which is 
undertaken by organisations entrusted with the care 
of our artistic heritage. Admission will be open to 
those whose first degrees are in art history, practising 
art and other relevant subjects, but wil l in the first 
instance be on a restricted scale. Further particulars 
may be obtained from the Associate Dean for 
Postgraduate Studies, the Faculty of Arts, University 
of St Andrews, St Andrews, Fife, K Y . 

University of Sussex Art History Slide-Texts, 
a linked series of words and images for the study 
of History of Art 
The History of Art department at the University of 
Sussex is preparing a series of five texts with 
accompanying slides intended for use by teachers at 
'A ' level or equivalent in schools and colleges. Each 
unit, comprising a text of 6,000 words and twenty 
good quality colour transparencies, is independent 
but cross references are made and the series can be 
treated as a course. The authors have deliberately 
avoided the chronological survey and concentrated 
on problems of interpretation, learning to look, 
themes and issues related to the discipline of History 
of Art as a whole. Suggestions are made for further 
reading and for written work and incorporated into 
each text are questions to encourage class discussion. 
The units wil l be available shortly from Focal Point 
Audio Visual, 251, Copnor Road, Portsmouth, 
Hants P03 5EE (tel: 0705 665249). 

Looking at Works of Art: Explorations in 
Renaissance Painting and Sculpture by Maurice 
Howard. 
Art and the Academies in the eighteenth century 
by Nigel Llewellyn. 
Landscape in British Painting 1700-1880 by Marcia 
Pointon. 
Abstraction by Norbert Lynton. 
Style, Meaning and Function in Photography, 
1900-1940 by David Mellor. 

The International Journal of Museum 
Management and Curatorship 
One of the principal areas of activity of the art 
historian is in museums and art galleries, but the 
undoubted advantages of working in close proximity 
to works of art on a day-to-day basis are to varying 
extents negated by the realities of working in a 
curatorial department today. The International 
Journal of Museum Management and Curatorship 
is almost alone in seeking to bring together the 
scholarly and aesthetic aspects of forming and 
administering collections of works of art, and the 
practical problems of their housing and conversation. 
I t provides an international forum for the exchange 
of information between museum professionals, and 
encourages a continuous re-assessment of the 
disciplines governing the establishment, care, 
presentation and understanding of museum 
collections. Specially commissioned articles review 



the whole range of problems confronting curators, 
administrators, conservators and designers, and 
assess the solutions that are available to them. The 
museum art historian is potentially in a strong 
position to make a positive contribution to the 
evolution of aesthetically pleasing buildings and 
displays, and museum architecture, including both 
the design of new buildings and the modification of 
existing ones, is of particular concern. Within the 
pages of The International Journal of Museum 
Management and Curatorship there is frequent 
consideration of research in museums, and the 
development and application of new techniques of 
conservation, whilst the theoretical, social, ethical 
and cultural bases of museum activities are also the 
subject of regular contributions. 

Published quarterly by Butterworths, and 
edited by Peter and Caroline Cannon-Brookes, 
specimen copies can be obtained from Jan Halloway, 
Butterworth Scientific Ltd., Journals Division, 
P.O. Box 63 , Westbury House, Bury Street, 
Guildford, Surrey, GU2 5BH, UK. 

Art History and Visual Education: 11-18 year 
olds; Teachers conference held at the University 
of Essex Art History Department, April 8th-10th 
1983 
This was the third such conference for art history 
teachers in schools, who tend to have had little art 
historical training. Fifty teachers attended. The 
programme was devised by those who attended 
last year, to explore methods of initiating 
pre-exam classes in the subject. Most of the papers 
suggested that there was no rigid divide between 
the artist's practice and the spectator's interpretative 
response. 

Tony Dyson of London University Institute of 
Education reported on his experiments in primary 
schools to bring together the practical and theoretical 
aspects at an early stage. He used museum postcards, 
which children copied in various media, and wrote 
about, learning about printmaking and the concept 
that the work of art was not a direct transcription of 
real life. 

Professor Podro of the University of Essex spoke 
of the artist's creative use of his medium to inform 
the subject; of the work of art as part of the 
equipment of a culture, not simply an expression of 
it; and of how artists use devices to address the 
spectator. Awareness of these features could guide 
children to interpretation. 

Other topics included the relation between word 
and image in Miro, iconography, the use of local 
resources, environmental education, and building 
a slide collection. Issues raised in discussion included 
the relation of fine art to other visual material, and 
to other subjects in the curriculum. 

The GCE exams were felt to pose major problems, 
and next year's meeting will be devoted to this. 

Teachers were encouraged to join the AAH as a 
means of participating in the development of the 
subject. 

For details of next year's meeting please contact: 
Jules Lubbock 
Department of Art 
University of Essex. 

The Nineteenth Century Short Title Catalogue 
The Nineteenth Century1 Short Title Catalogue 
(NSTC) Project has been established under the 
chairmanship of John Jolliffe, Bodley's Librarian. 
The Project aims to produce a series of bibliographies 
which will catalogue the great majority of British 
books for the period 1801-1914, and in a variety of 
arrangements. The primary order of entries will 
take the form of an author union catalogue but in 
addition complete and detailed listings by subject and 
place of imprint will be provided. British books will 
be defined, in this context, as all works published 
in the British Isles, the colonies and dependencies 
both past and present, including the United States 
of America; and all translations of such books, 
wherever printed. It is considered that the benefits 
for the study of cultural exchanges with the rest of 
the world makes this extension beyond the normal 
STC limits, by inclusion of translations printed 
abroad, worthwhile. Many other avenues of research 
into this, the period of greatest expansion of British 
influence, society and trade, can only be opened up 
by provision in the not too distant future of union 
listings of the massive growth in literature of every 
form during those years. The benefits to students of 
all aspects of English culture will be incalculable; the 
quantity of material alone may enforce review 
of many accepted ideas of nineteenth century 
developments. 

The combination of very full author listings from 
the main copyright libraries with subject 
classification will enable scholars to locate readily 
the materials relevant to their research interest, 
whether it be English novels, Roman Catholic 
emancipation, legal treatises, periodicals, the 
theatre, agriculture, foreign policy, etc, etc. 
The author listing will present the combined 
holdings of the works of each individual writer; the 
listing of all books by place of imprint will enhance 
the study of the development of every locality, as 
well as more specifically that of the national and 
local book trade. The series will be a highly versatile 
tool, one that will be the essential starting point for 
all further nineteenth century research, and one 
which will, in itself, inspire much greater interest in 
the period. 
Coverage 
The bibliographies will initally embrace the 
nineteenth century holdings of the British Library, 
the Bodleian, the National Library of Scotland, 
Trinity College Library, Dublin, the University 
Library, Cambridge, and the University Library, 
Newcastle; of these only the catalogue of the British 
Library is fully available in printed form; and the 
specific holdings of the nineteenth century are 
immediately accessible in none. The first phase, 
which will cover books published from 1801 to 1815, 
is already in preparation; early estimates based upon 
this work suggest that this period alone will produce 
almost as many titles, although not as many separate 
editions, as the whole eighteenth century. The first 
series has been limited to this relatively small section 
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because it is felt that there were so many strong links 
between this period and the previous century that it 
would be useful to provide such a separate 
complement to the recent eighteenth century 
catalogues. The 1801-1815 set will be completed in 
1985. The second phase will continue with listings 
to 1870 and the third complete the bibliographies up 
to 1914. The whole will be held eventually in one 
computer data base, so that future up-datings from 
other libraries will be possible, together with the 
facility for on-line access to the expanding resource. 

A newsletter, which will be available free on 
request, will describe the project in more detail 
and furnish news of its progress. It will also carry 
brief articles and notes, and be open for academic 
queries. 

All enquires should be addressed to: 
The Project's Executive Office 
20, Great North Road 
Newcastle upon Tyne NE2 4PS. 

FORTHCOMING EVENTS 

Royal Historical Society and 
Institute of British Geographers 
The Royal Historical Society and the Institute of 
British Geographers are to hold a conference in 1986 
to mark the 900th anniversary of Domesday Book. 
The conference will be held at King Alfred College, 
Winchester, on 14-18 July 1986. 

Those who have agreed to give papers include: 
Mr Martin Biddle, Dr John Blair, Mr James Campbell, 
Dr Pierre Chaplais, Professor H.C. Darby, 
Professor R.H.C. Davies, Mr John Dodgson, 
Dr J.D. Hamshere, Dr Sally Harvey, 
Professor C. Warren Hollister, Professor J.C. Holt, 
Professor Henry Loyn, Miss Susan Reynolds and 
Dr Alex Rumble. 

There will be visits to the special Domesday 
Book Exhibition planned at the Public Record 
Office, and to appropriate local sites. 

Further information from the Royal Historical 
Society, DMS Watson Library, University College 
London, Gower Street, London WC1E 6BT. 

CORRESPONDENCE 

Few would deny that the achievements of the 
Association are noteworthy. Indeed there will be 
many within the Association who would consider 
its present state as an adequate academic, professional 
and financial base for future developments, being 
both sympathetic to new ideas, and concerned that 
its activities fully reflect the interests of its members. 

Amongst all its successes the Association does have 
its failings. Perhaps the most outstanding problem is 
that of communication. The Association has not 
found it possible to establish a satisfactory 
mechanism to gauge the strength of opinion on any 
subject pertinent to its work, and in particular it 
has not been possible to generate debates that are 
anything other than an annual opportunity to let 
off steam. Pacify rather than promote appears to be 
a dominant part of the Association's policy. 

When the Association asked me to inquire into 
the place of the history of design within its 
organisation, I was soon made aware that what I 
considered to be a major area of concern, was just 
one of many other issues clamouring for attention. 
Considering this information in the context of the 

academic and professional unease which surfaced 
in the polytechnic group meeting at the last London 
conference, produces substantial evidence of a 
collective feeling that the Association is not meeting 
the needs of a large section of its membership. 
Viewing the Association's work in terms of market 
considerations, it should be reasonable to ask why 
it attaches little importance to studies of twentieth 
century architecture or interior design, or why so 
little is being done to develop studies of the modern 
period, both in terms of content and method? I 
believe that it is a mistake to take the Association's 
multifarious dabblings as being a constructive use 
of its resources and expertise, and an effective base 
for future planning. 

In terms of its membership there is now a clear 
and fundamental difference between the perception 
of the problems of art and design history as seen 
from the standpoint of those working in the 
Universitites and that provided by those members 
working in colleges of higher and further education. 
This does not indicate a class struggle or division, 
but rather an acceptance that in general the 
University lecturers, taking art history as a distinct 
and self perpetuating discipline, have objectives 
that are quite different from those lecturers who 
teach the history of art and design as part of the 
disciplines associated with the practice of art and 
design. 

It is perhaps generally unrecognised that both 
areas of activity were developed in the 1960's 
largely in response to the same report (Coldstream), 
'First Report of the National Advisory Council on 
Art Educat m\ 1960. One of its major 
recommendations emphasised that the history of 
art should be taught to all art and design students 
by 'teachers qualified in this subject', while the 
history of the specialist design subjects, for example 
furniture or costume, should be taken up by the 
subject areas themselves. Time has shown that this 
report separated the history of art from the history 
of design, both in an understanding of academic 
importance and in the relationship and integration 
with studio practice, the report introduced a system 
which hierarchially divided the academic subjects 
from each other, and for many years has done much 
to divide theory from practice. In total it was a 
recommendation which underlined the split between 
art and design which had developed in the English 
educational system during the 1940s and 1950s. 

Some good has come from this development. 
For both academic and practical courses it has 
encouraged and provided the opportunity for the 
introduction of a whole range of undergraduate and 
postgraduate degrees. However, I would point out 
that the current reaction against the division of art 
and design history coinciding with an extensive 
emphasis of vocationalism, is placing considerable 
pressure on those historians working on art and 
design degrees, the proposals of the Coldstream 
report have now been turned on their head, and it 
has become necessary to rethink the value of the 
place of art and design history within a wide range 
of art and design courses, defend the subject within 
the overall academic diet of institutions, and above 
all, extend its concerns into new areas of study. The 
history of design has become the all-embracing 
subject, which brings together the disciplines of 
art, architecture, and the whole range of activities 
which are manifest in everyday objects. In the 



context of art and design degrees the design historians 
now wish to be an integral part of the course 
structure and as the prime objective is to come to 
terms with material which brings together theory and 
practice, both content and method are being visibly 
and persistently re-examined. The need is for positive 
encouragement from the Association to assist this 
state of inquiry. 

It is possible that the discipline of art history as 
currently perceived and practised within Universities 
is faced with similar problems concerning content 
and method. I am not in any position to comment on 
such areas, but I would be pleased to exchange ideas 
and information on the subject developments. 
Furthermore, I would be interested to know how the 
Association proposes to respond to the write up on 
its usefulness to schools (Guardian, 5 April) when it 
has hardly come to terms with its existing 
miscellaneous workload. It is good that the 
Association achieved such excellent publicity, but 
as there is evidence that it is currently failing to 
realise the full potential of its market, there is a need 
for an urgent reappraisal of its aims and objectives. 

Evaluation and monitoring of its work should be 
an integral part of the Association's activites. It may 
be that it would then find much with which to be 
satisfied, but that it could refrain from being 
self-satisfied. 

In the context of highlighting the problems for 
the history of design I have suggested that the pages 
of the Bulletin should be used for debate; links with 
other associations directly established; regional 
activities encouraged; review of current course 
provision carried out; and above all the introduction 
of an agreed longer term academic programme to 
replace the current adhoc approach generated by the 
annual conference. These, I accept, should not be 
considered to be the preserve of design history, 
indeed I have always considered that the problems 
for design history are an integral part of the umbrella 
coverage provided by the Association. Whether the 
Association can come to terms with these problems 
is largely in the hands of its members. I remain 
optimistic that the Association will be able to provide 
clear leadership, and demonstrate that it possesses 
an understanding of its obligations to art and design 
history. 
David Jeremiah 
Manchester Polytechnic. 

The History of Art & Design and Complementary 
Studies on CNAA Validated Courses in Art & Design 
Arising from some uncertainty voiced at the AAH 
London Conference in March 1983, about a number 
of events and decisions over the past two years, and 
their implications for the History of Art & Design and 
Complementary Studies on Art & Design degree 
courses, together with a request made at the AGM for 
some information to be published on these issues in 
the Bulletin, this paper attempts to recount the major 
decisions and events over the last two years or so, 
together with some comments upon them. 

At the 1981 London Conference of the Association 
the Polytechnic and Art Schools group were much ex
ercised about the two issues. Firstly that the man
datory 15% of student course hours and 20% of 
students' final degree assessment, (which the CNAA 
had originally endorsed when it merged with the 
NCDAD) had been withdrawn, and secondly that the 
CNAA proposed to restructure the boards and their 

responsibilities, putting the course responsibility solely 
with the parent subject board, and no longer snared 
with the History of Art & Design and Cemplementary 
Studies Board. 

On the first matter it must be said that this change 
simply brought Art & Design in line with all other 
CNAA validated courses. The instrument of change 
was the publication in 1979 of the CNAA's 'Principles 
and Regulations for the Award of the Council's First 
Degrees and Diplomas of Higher Education'. Hitherto 
in no other subject area in CNAA validated courses, 
other than History of Art & Design and Complement
ary Studies, had there existed any prescription for the 
components or proportion of components which 
should constitute a degree course. All course proposals 
and modifications were considered on the academic 
merits of the course put forward by individual instit
utions. The anomaly which CNAA therefore inherited 
from NCDAD lasted from 1974 to 1979. The new 
regulations which clarified the Council's position and 
brought into one document for the first time, was a 
statement of broad educational philosophy and ob
jectives, and a regularisation of its provisions for the 
validation of all its degree courses. It was not, there
fore, directed at History of Art & Design and 
Complementary Studies. Within the Council the imp
lications of these regulations for Art & Design courses 
was seen as an opportunity for courses to develop 
organically in responses to the staff and resource 
strengths of a given course. In a follow up letter 
issued by Council to all institutions with Art & Design 
degrees, it was also made clear that the new reg
ulations were not intended to disrupt existing 
provision, and that any changes/modifications to 
existing courses would have to be approved by 
Council before being implemented. In removing any 
requirement for a speficic percentage of any subject 
on a degree course, tjie new 'Principles and 
Regulations' also opened the door to an expansion of 
provision for History of Art and Design and Com
plementary Studies on Art & Design degree courses. 

Nevertheless, it is not surprising that the new 
situation has given rise to considerable concern for 
the continuance of History of Art & Design at a level 
commensurate with Honours degree level education, 
and for the job security which is bound up with this. 
Unfortunately it is true that the concern for job 
security is not restricted to staff of History of Art & 
Design and Complementary Studies. The last few 
years have witnessed severe contraction of staffing in 
all areas of education — not just in Art & Design. 
What is true nevertheless is that redundancies can 
more easily be made by institutions where it can be 
proved that the need for such and such a subject no 
longer exists, or no longer exists to the same extent. 

Times, needs and methods change. Nor should one 
put the interests of job security before the educational 
benefits of students. That the content and quality of 
a students course is of paramount importance, I do 
not believe anyone would dispute. However, the fact 
that such a change has come about within a climate 
of educational contraction will, I believe, not in all 
cases bring about the beneficial changes and a greater 
variety in course provision nationally, as originally 
enivsaged by the removal of what could be called a 
15% — 20% constraint. There are many instances of 
Art & Design courses wishing to introduce studies 
other than practical or historical art and design, mostly 
to enhance the professional and vocational aspects of 
their courses. In an ever competitive world, it must be 



true that a student's chances of employment are en
hanced by some professional and vocational training 
during a degree course. Nevertheless the new reg
ulations do contain a number of academic objectives, 
known as Principle 3, some of which are specifically 
non-vocational. The balance and aims of a programme 
of studies' requires among other things, that 'the 
student must be encouraged to appreciate the nature 
of attitudes, modes of thought, practices and 
disciplines other than those of his or her main studies. 
He or she must learn to perceive his other main studies 
in a broader perspective. As part of this process he or 
she must be enabled to develop AH informed awareness 
of factors influencing the social and physical 
environment.' (my italics) 

It follows that while there are clearly a number of 
good reasons for some professional and vocational 
aspects to a degree course, there are also good 
academic criteria for the maintenance of subjects 
such as the history and theory of art and design, 
which being a discreet subject in its own right, also 
provides an academic 'balance', 'a broader perspective' 
and an 'informed awareness of factors influencing the 
social and physical environment'. 

However, due to the traditionally low (or generous) 
staff student ratios (SSRs) in practising areas of art 
& design, and proportionally higher ones in History 
of Art & Design, there are clearly less honourable 
temptations open to practising art and design areas 
which are now finding that there is both national and 
institutional pressure to justify, or rather improve 
such low SSR's. The DES figures for Art and Design 
for 1981/82 show the national average to be 1:7.6 in 
Colleges of Art and Design. Some are considerably 
higher, but others are as low as 1:4.5. Institutions 
with art and design courses have effectively to carry a 
deficit below 1:8 on the rest of the staffing of the 
institution. Not surprisingly institutions are requiring 
Art & Design departments to be more economic with 
their staff, and thereby cost the institution less. (It is 
likely that in future the imposed SSR norms will be 
more like 1:8.5 or 1:9 in practising departments and 
1:11.5 or 1:12 in History of Art & Design depart
ments.) One obvious way to improve the SSR figures 
is to reduce the contribution of Art & Design and 
Complementary Studies. Since that which is sliced off 
the old 15% devolves back on the sponsoring depart
ment, be it Fine Art, Fashion & Textiles or 3 
Dimensional Design and so on. Clearly, reduction in 
the provision for History of Art and Design which 
the regulations allow, can be used quite unscrupulously 
to improve the apparent effectiveness of practising 
departments SSR's. This kind of response to the new 
regulations, which is simply economic self justification, 
rather than academic improvement, was not intended 
by Council. There should be good academic arguments 
for change, and a demonstrable academic improve
ment to course content if change is to occur. 

By no means are all courses doing this, on the 
other hand not all departments of History of Art & 
Design and Complementary Studies are responding to 
the philosophy underlying the CNAA 1979 Principles 
and Regulations. The need to re-examine continually 
what is provided under History of Art & Design and 
Complementary Studies, its quality, relevance and 
integration with the course on which it is taught, and 
so ensure valuable educational use of whatever time is 
allocated, is what the 1979 Principles and Regulations 
mean. The protection of the 15% - 20% if we are 
honest with ourselves could induce a complacency 

about what and how studies are presented. The need 
to constantly assess the validity and appropriateness 
of content, together with teaching methods employed, 
is surely one of the most important factors in keeping 
provision for students alive, up to date and in tune 
with the needs of the times? (This point is as equally 
valid in reviewing what is contained within the prac
tising art and design areas, which can by no means be 
wholesalely excluded from the temptations of comp
lacency.) 

In point of fact although the 1979 regulations 
have been around for nearly 5 years, art and design 
courses have been slow to respond. The CNAA did 
not record a landslide in 1980, nor in 1981. By 1982 
some changes were in the air, and by now a few more 
have progressed beyond the pipe dream to the Course 
Committee. Indeed had there been dramatic changes 
with the effect of anihilating the History of Art & 
Design provision the Council would have had serious 
reservations about reapproving a course, or continuing 
to approve the honours status of a given course and 
among other things can invoke one or all seven of the 
requirements of Principal 3 of the Principles and 
Regulations 1979. 

The chief mechanism, as is well known, for mon
itoring change by the CNAA is through the Council's 
visits to reapprove courses, normally for the next 
quinquenium. The visiting teams are comprised of in
dividuals drawn from the various art and design sub
ject boards as is appropriate for the consideration of a 
given course. The report of these visits are sent to the 
Council's subject boards involved. This means the 
relevant art and design board or boards, and addition
ally the History of Art & Design and Complementary 
Studies Board. The boards therefore also monitor 
provision, and comment, advise and sometimes make 
certain requirements. 

This matter leads to the second issue which exer
cised members at the Association of Art Historians 
Conference in 1981. The CNAA stated early in the 
1980/81 session, that from September 1982, reports 
of visits, and all matters pertaining to a given subject 
of a degree should be answerable only to the parent 
subject board. To put it another way the History of 
Art & Design and Complementary Studies board of 
CNAA would cease to have a direct function in the 
Validation of Art & Design degree courses, even 
though these courses contain History of Art & Design 
and Complementary Studies. The Fine Art Board, 
Graphic Design Board etc, would be the only boards 
to which a course in these subjects would be answer
able. The CNAA also stated that the membership of 
these boards would in future have to take account of 
all the subject areas normally found on Art & Design 
courses. (Since 1978 there have in fact been 2 rep
resentatives of History of Art & Design on the other 
boards, and some representation back onto the 
History of Art & Design and Complementary Studies 
Board). It must be pointed out however, that Council 
has always had the policy that the members of a visit
ing team to approve or reapprove a course should be 
drawn from the subject boards as reflects the content 
of a given course. So it follows that History of Art & 
Design is always represented in the form of one or two 
members of the History of Art & Design and 
Complementary Studies Board. This the CNAA will 
continue to do, since despite the future membership 
of historians on main area boards there will not be 
sufficient historians on the parent boards to cover all 
visits. This will always pertain where there is history 



of art and design on a given course. As from 
September 1983 the joint validation role of the 
History of Art & Design and Complementary Studies 
board with the other 'main area' boards, for Art & 
Design degree course will cease. The Board in its 
present form will be dissolved. A new board for the 
History of Art & Design (not Complementary Studies) 
will be reconstructed to oversee only those ten BA 
(Hons) and postgraduate courses in the country 
which are devoted to the History of Art & Design. 
The new board would also be involved if any course, 
including those outside Art and Design, contained a 
significant proportion of History of Art and/or Design. 

This second issue was found by many members at 
the 1981 conference to have very serious con
sequences for the subject, coming so quickly upon 
the first decision as outlined above. The Association 
set up a working party with a view to approaching the 
Chief Officer of the CNAA, Dr Edwin Kerr, to voice 
the Association of Art Historians concern. In May 
1981, Prof John White, Chris Yetton (Chelsea School 
of Art) and Flavia Swann (North Staffordshire Poly
technic) formed the delegation to express the 
Association's concern. The objectives which the 
working party set itself were, not to attempt to 
reverse what was an irrevocable decision to restructure 
the boards, but to ensure that the move to the new 
situation planned for September 1982, be put back to 
September 1983, in order to allow for full discussions 
with all parties about the implications of this change. 
This much was achieved. The date was put back a 
year, and the CNAA set up a Working Party. 

'The Principle 3 (transitional) Working Party' was 
composed of 2 representatives from each of the six 
art and design boards, with Eric Robinson from the 
History of Art & Design and Complementary Studies 
Board as Chairman. In addition Joe Darracott was co-
opted onto the working party, so in effect the subject 
was exceedingly well represented with three members 
to every other board's two, and with a chairman 
drawn from the History of Art & Design and Com
plementary Studies board. The working party existed 
for over a year, and delivered its recommendations in 
September 1982 to the Committee for Art & Design, 
to which all the subject boards are answerable. The 
report addressed itself to principles rather than details 
of operation. 

The Committee for art and design accepted the re
commendation and referred the paper to all six 
subject boards for comment. The History of Art & 
Design and Complementary Studies board was at its 
Autumn 1982 meeting sufficiently concerned about 
the details of the new operational basis, since it is 
often in the detail that the principle becomes clear, to 
set up its own working group. The object of this 
group was to debate particular details of operation 
with a view to providing the Chairman of the History 
of Art & Design and Complementary Studies board 
with an aide memoire for the forthcoming meeting in 
Summer 1983 of the Committee of Chairmen in Art 
& Design. The Committee of Chairmen together 
with the 3 Art & Design Officers of Council will be 
the group to make final recommendations to the 
Committee for Art & Design, which will-have the 
ultimate responsibility for the principles and details 
of the new operational basis of the Art & Design 
boards as from September 1983. 

To date, this is all there is to relate as far as the 
Council is concerned. However, there is another 
dimension to the future of Art & Design education 

and therefore of History of Art & Design within it as 
everyone is aware. The National Advisory Body (NAB) 
set up by the Minister for Education in February 1982, 
having asked all public sector institutions for their 
reports by December 1982 on how they would effect 
a permanent 10% cut, will be sending its decision as 
to where the axe will fall to the Council in July 1983, 
for its comment only. The ramifications of NAB are 
in my view even more alarming for Art & Design and 
for education as a whole. In the light of the NAB cuts, 
which are envisaged by this government to be only 
the first round, the changes at CNAA will seem like 
minor local tremors before a national earthquake. If 
this government pursues its concept of NAB it will 
remain a permanent advisory body to the 
Government through its Minister of Education. Not 
only that, its territory will extend to the whole of the 
public sector education, and embrace all Further 
Education establishments. The growth in FE and in
deed some HE institutions of two year Datec and two 
year Higher Datec Diplomas, can easily be seen as an 
alternative, cheaper even if lower level education to 3 
year honours degree courses. The Government kites 
of two year degree courses, which many people think 
have fallen without trace, could so easily be resur
rected through channeling resources into the 2 year 
Diploma courses at the expense of 3 year degree 
courses. The Datec courses which are intended to be 
technical training, as opposed to higher level degree 
education fit neatly into the government's declared 
belief that it is relevant training for young people 
which is needed, and not largely irrelevant over ed
ucated graduates from degree courses. 

Should this be the future, NAB's second round of 
cuts would be a further way of redirecting resources 
from degree courses to two year diploma courses. The 
position of the CNAA, with then dwindling courses, 
and diminishing numbers of students on courses, will 
be a great deal less academically powerful, not to 
mention the reduced resources which will follow with 
declining student numbers. The ultimate fear I have, 
which is shared by many, is that the NAB's power is 
as advisory or as executive as the Minister for 
Education wants. The foregoing issues together with a 
continuing mandate to govern must mean that NAB 
authority will so exceed that of the Council, that the 
Council will find itself either like the ostrich refusing 
to take part in the decimation of degree education, or 
co-operating to restrain the most disastrous of 
decisions. The experience of the UGC in the Summer 
of 1981, will I believe determine the latter course of 
action. Should that happen an extremely important 
principle of British education will be lost — the in
dependence of education from state. Academic 
judgement unfettered by government ideology, is at 
the heart of the concept of liberalising education. The 
University sector as opposed to the public sector of 
education seems to have its independence guaranteed 
through the existence of the UGG. That too could 
change. The Minister has more than hinted that he 
sees the NAB 'co-operating' with the UGC. 

Flavia Swann 
North Staffordshire Polytechnic 
May 1983 



RESEARCH REQUESTS 

The Graphic Work of Sir William Nicholson 
(1872-1949) 
The author of a forthcoming book on the graphic 
work of William Nicholson (prints, posters, book 
covers and illustrations, bookplates and printed 
matter in general) would like to hear from 
owners/curators of such material. Details of private 
collections will be gratefully acknowledged, and 
information on the whereabouts of examples of the 
following would be particularly welcome: The 
Exhibition; Lord Nelson; A Cricketer; Her Majesty's 
Watermen; woodcut variant of the Don Quixote 
poster; work for the Zoological Society of London; 
U for Usher (not the rejected design published in the 
1978 reprint); G for Gipsy; W for Watchman; 
E. Cooper's Mr Blake of Newmarket (clean cover); 
G. Taylor's A dash of garlic (clean wrapper); 
S. Sassoon's Memoirs of a Foxhunting Man (clean 
wrapper); C.B. Cochran's Secrets of a Showman 
(clean wrapper/cover); hand-coloured impressions of 
The Learned Pig, The Beautiful Swan, Persimmon, 
W.E. Henley, Mr Dooley, The Cabriolet, James Pryde, 
I rise early, D for Dandy, M for Milkmaid, Cricket, 
Skating, Barmaid, Beefeater; any other rare or 
unusual material. If you can contribute information 
please contact Dr Colin Campbell, University of 
Exeter, Queen's Building, The Queen's Drive, 
Exeter EX4 4QH. 

DIVERSIONS 

In future the Bulletin will contain quotations from 
art historical text, which it is hoped will amuse, and 
for those more energetic the chance to win a bottle 
of sherry! If you can identify either of the 
quotations below write to Quizmaster, 
18 Fitzwarren Gardens, London N19 3TP. 

1 'With these words he handed me some etchings 
by Roos, the famous painter of animals, they were 
all of sheep, in every posture and situation. The 
simplicity of their countenances, the ugliness and 
shagginess of the fleece - all was represented with 
the utmost fidelity, as if it were nature itself 

"I always feel uneasy " he said, "when I look 
at these beasts. Their state, so limited, dull, gaping, 
and dreaming, excites in me such sympathy, that I 
fear I shall become a sheep, and almost think the 
artist must have been one".' 

2. 'The collector of prints may secondly be cautioned 
against a superstitious veneration for names. A true 
judge leaves the master out of the question, and 
examines only the work. But, with a little genius, 
nothing sways like a name. It carries a wonderful 
force; covers glaring faults, and creates imaginary 
beau ties \ 

ADVERTISEMENTS 

Translations/digest of Danish, Swedish, Norwegian 
Art/Design Historical texts by professional translator/ 
art historian. 
Peter Shield 38 Wensley Road, Woodthorpe, 
Nottingham. 

Studio flat small, available S.W.I. 17 Dec-8th Jan, 
7 April-29 April, 21 July-16 September. 
Tel: evenings 01 834 8939. 

COMMITTEE NOMINATIONS 

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 Saturday 10 March 1984. 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. 
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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 
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. 

Signature Date 
Full name 
Address 

Cut along this line 
BANKERS ORDER AMENDMENT FORM 
To the Manager 

Bank Ltd 
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) words), until 
further notice from me. 

Signature 
Full Name 
Address 

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 




