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applied this argument to such subjects as the scale o f
The Editor has been asked to compile an updated
Anglo-Norman buildings, the Lombard sculpture on
version of the Register of post-graduate taught
the cathedrals of Speyer and Mainz, the pointed arch
courses in History of Art and Design in British
at Cluny Abbey, and finally to Suger's early Gothic
Universities and Polytechnics, which was first
church of St Denis.
published in Bulletin No 8 in February 1979. This
will clearly take some time as much has changed since
1979 including the initiation of new courses. It would iii. Architectural history in the service of the
Renaissance church
be much appreciated if members involved in such
John Onians
courses could send to the Editor revised and new
copy on postgraduate taught courses.
All buildings in a sense assert their position in the
history of architecture. This was especially true in the
The timetable for forthcoming Bulletins is as follows: Renaissance period when builders could choose from
Bulletin 20 Publication mid November
a range of styles. Gothic or Classical, primitive
Deadline for copy 1 October 1984
Classical or developed Classical and even Greek or
Bulletin 21 Publication mid February
Israelite. The popes as leaders of the Catholic Church
had also to choose ways of building which expressed
Deadline for copy 31 December 1984
their different views of their position in the history of
Bulletin 22 Publication mid July
religion. From Nicholas V , the first great builder after
Deadline for copy 24 May 1985
the papacy was re-established in Rome, through Pius
I I , Sixtus IV and Julius I I to Leo X , under whom the
AAH CONFERENCE, EDINBURGH 1984
architecture of the New St Peter's achieved final
recognition as the style of the post-medieval church,
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popes and architects attempted a variety of solutions
The Fate of the Classical Heritage in Western Art
to the problem. In all their buildings the history of
Organiser: Robert Hillenbrand
archicture is exploited as a mirror of the history of
i. The use and abuse of classical elements in early
religion. This is most apparent in the work of
Islamic art
Bramante and Raphael, the success of whose style
was largely determined by their greater understanding
Robert Hillenbrand
of the history of architecture itself, especially the
The art of the Umayyads (661-750) was centred in
history of Classical architecture.
Syria and was thus formed within a well-established
Romano-Byzantine context. Classical models such as
the villa rustica and the frontier fort were interpreted iv. Vecchi, ma non antichi: the fate of an alternative
in a radically new way to fit the bohemian lifestyle of classical tradition
the Arab princes. Similarly, the traditional forms of
Paul Hetherington
martyrium and basilica were recast to serve new
This paper was concerned with the responses made by
purposes. Much of Umayyad royal art expressed, in a
artists and laymen of central Italy to works of
highly formal way, the majesty of the new Islamic
Byzantine art, mainly during the fourteenth and
imperium, and the classical elements employed in it
fifteenth centuries. The range of works certainly
played an overtly political and propagandist role. Yet
available to them was considered, as also were the less
a lurking sense of humour may also be detected in the
known possibilities offered by the Council of
irreverent re-use of classical motifs in inappropriate
Florence. The enthusiasm for works of Byzantine art,
contexts. The paper attempted to explain these
and the increasing knowledge of Greek language was
apparently paradoxical approaches to the classical
contrasted with the diminishing interest (on the part
heritage.
of the artists) in Byzantine artistic style.
This dichotomy is linked to the development of
ii. Medieval Architecture and the Awareness of the
Italian humanist literature on art, where the cultivation
Roman Past
of the ekphrasis is compared with contemporary
Eric Fernie
Byzantine literary practice; it was suggested that the
There is a difference between what the modern art
emphasis in both fields on approximation to natural
historian considers 'Roman' in character and what
appearance, while conforming more to current interests
scholars, patrons and architects would have understood of Italian artists, offered them no insights into the art
by the concept in the Middle Ages. Thus elements
of their Greek contemporaries. It was suggested that
and themes which appear to us as non- or even antithe fate of this 'alternative classical tradition' was
'classical' in medieval buildings may, from a
decided by (among a number of other factors) the
contemporary perspective, have been considered the
way that the literature of the classical past survived,
epitome of what was Roman, quite as much as the
or could be revived, in a more intact form than its
corinthian capital and the fluted pilaster. The lecture
representational art.

v. Thoughts on the Giant Order

Alistair Rowan
In considering the formal systems used in public
architecture from the Renaissance to the Age of
Reason it can hardly be necessary to assert the
definitive role of the classical heritage. In Europe
from about 1500 to 1800 progressive architecture is
classical and yet what is undoubtedly the most
expressive single element in Mannerist, Baroque and
18th century architecture — the giant order — has a
derivation from classical antiquity that is at the best
more tenuous than clear. What accounts for the
popularity of the giant order in post-medieval
European architecture, for its rarity in antiquity, and
for its development into a system of interlocking
scales that become a commonplace of international
classical design by the late Baroque period? Is the
Vitruvian basilica at Fano the only origin for this
ubiquitious pattern or does the Romanesque
architecture of southern France posit a more
extensive occurrence of the giant order in antiquity
than architectural historians have realised?
Themes and Principles 2
The Tradition of Primitivism in Europe and America
during the Eighteenth to Twentieth Centuries

conquered. This involved the complete reformulation
of Maori history and culture in European terms.
One should not assume that all Pakehas saw
matters in this way, or confined their search for 'the
primitive' to the Maori past. There was much interest
among painters in the landscape as a 'primitive'
subject, which also had bearing on its potentialities
for scientific investigation. The ethnology of the
Maori was increasingly explored in a scientific spirit.
However, it was only with the development of
archaeology, especially after the 1939-45 War, and
the later growth of a critical historical ethnography,
that the study of Maori culture began to be put on a
more objective basis.
Of more significance has been the recent change in
the nature of Maori historical consciousness. Along
with other South Pacific peoples, Maoris are today
asssuming more direct charge of the interpretation of
their own history. The outcome of this shift will
depend on the character of a developing dialogue
between Pakeha and Maori proponents of this new
historiography.
ii. Primitivism and Progress: a Victorian problem

William Vaughan

'Primitive' has meant many things to western societies
Organiser: Elizabeth Cowling
over the past two centuries. But it has remained
constant in one sense; that of being defined
i. The Eternal Maori
'negatively', in terms of qualities that are regarded as
Peter Gathercole
different from those within the culture that is using
During the 19th and early 20th centuries the
the concept. This has frequently led to the problem
dominant view among white (Pakeha) New
of two opposed extremes both being identified with
Zealanders was that traditional Maori culture was
primitivism — as, for example, the association of
primitive, and that it could not, and should not,
'abstract' and 'naturalistic' properties with it.
survive the impact of their own (civilised) culture.
In Victorian times the existence of such opposites
Maori history was perceived as something basically
was used to promote a divisive view of primitivism,
different from that of the Pakeha, and was in any
one that separated 'good' and 'bad' forms. These were
case not easily amenable to analysis by the use of
interpreted according to the current obsession with
conventional scholastic techniques. The Maori past
progress. The theories of the 'degenerationists' aided
was therefore placed within a sort of time out of
this, since they saw different races as having either
mind. As the ethnologist Elsdon Best wrote in 1923,
improved or declined since the Garden of Eden. The
the Maori'. . . is not of us, nor yet of our time; he is
artefacts of 'primitive' societies were studied to see i f
the Oriental mystic; he is a survival from a past age'.
they possessed signs of progressive or retrogressive
This concept of 'the eternal Maori' was expressed
attitudes. Even Tylor's classic Primitive Culture
not only in the visual arts and literature, but also in
(1871) is based on this premise. In the book Tylor
scientific and historical writing, with variations in
defines the usefulness of anthropology in terms of its
emphasis due largely to the precise time when they
ability to determine what should be preserved and
occurred. Thus the painters who travelled on Cook's
what should be discarded from the primitive ways of
Voyages or visited the country in the early 19th
life.
Century combined an interest in Maori 'savagery'
In the visual arts this concern to link primitivism
with direct representations of what they encountered
with progress led to commentators associating
of Maori culture as it was. As the latter receded into
formalist qualities with decline, and naturalistic ones
the past, there was an increasing tendency to idealise
with progress. Such divisions already appear in the
it, especially those aspects, such as warfare, the
debate around the medieval revivalists in the 1840s.
position of chiefs and religion, which appealed to
They are continued and intensified by Ruskin.
outsiders as exotic. For example, the studio portraits
Already evident in the chapter on the 'Nature of
by Lindauer (1839-1926) and Goldie (1870-1942)
Gothic' in volume I I of Stones of Venice (1853), they
reflected this trend, and were popular among Pakehas
are expressed most extremely in The Two Paths
and Maoris alike.
(1858), where 'dead barbarism' is exemplified by the
The Maori 'past', therefore, was in a sense an
decorative patterns of Indian and Early Celtic art, and
artifact created by Pakehas, which by virtue of this
'living barbarism' by the naturalistic carvings to be
process became domesticated within New Zealand
found in medieval Italian churches.
society. (To give only one example: the editors of an
iii. Manet: Naivete Reinvented
anthology of New Zealand verse (1906) wrote of
John House
Maori mythology as '. . . treasure trove that belongs
to the New Zealand poet by right of the soil'). It was
Manet's relationship to the art of the past cannot
valuably be studied by the piecemeal accumulation of
as i f those who were attracted to the Maoris assuaged
their 'legacy of guilt' (in the words of a present-day
putative visual 'sources'. The forms that his art took
Pakeha poet) arising from the British conquest by an
were, at certain points, informed by his experience of
elaborate process of identification with the
past art — for instance by that of the Le Nains; but

far more central to his enterprise was his rejection of
the conventions of the painting of the High Art
tradition, which codified rules for the making of
coherent and significant pictures. His friends and
contemporaries stressed his desire to view and treat
every subject afresh, freed of visual stereotypes. It
was by the calculated rejection of the
conventionalities of traditional subject painting that
he was able to invent pictorial formulations of this
immediate visual experience. These new conventions,
when presented in their original context, could evoke
the naivete of unmediated experience.
iv. Emil Nolde's Still Life 1911-13: Modernism, Myth
and Gesture
Jill Lloyd
Emil Nolde's so-called still lifes 1911-13 intriguingly
straddle the terms of contemporary artistic debate
around modernism and modernity in German art.
The central terms of this debate were realism v.
abstraction which caused an increasing rift inside the
modernist camp in Germany between 1910 and 1912.
At this time debates which had originally been
conducted between traditionalists and modernists
were adopted by the modernists themselves in the
form of Berlin Secession v. Expressionist avant-garde.
This was accompanied by an increasing confusion in
the use of the terms tradition, modernity and
modernism.
The reason for this confusion has to do with the
speed of modernisation in Germany after 1870. In
cultural life resistance to the onslaught of the modern
world resulted in the formulation of various counterimages to modernity. For Julius Meier-Graefe this
took the form of an ideal unity between art and life
which had been lost in the modern age, but which
was to some extent recoverable via the cultivation of
the decorative arts. For Henry Thode it took the
form of a spiritual germanic unity; and for many of
the Expressionists the counter-image was their
concept of the 'primitive' with reference to nonEuropean art, as the impact of colonial rule on tribal
societies grotesquely caricatured the changes taking
place inside Europe.
Nolde's still lifes are on one level a counter-image
to modernity. His notes for a planned book on the
Kunstdusserungen der Naturvbiker, 1912 makes
clear that he saw the objects in the Berlin Museum
fur Volkerkunde as an alternative to the production
of objects under alienated conditions of divided
labour in industrial society. In this he echoes the
terms used by the influential sociologist, Georg
Simmel, to describe the production of art objects.
Nolde also makes a distinction between the
'materialist' realist tradition of post-renaissance art
and the spirituality of the northern pre-renaissance
and tribal art which is similar to that made by the
Blaue Reiter artists and Wilhelm Worringer.
In the still lifes Nolde gradually begins to compose
in a musical way and formulates a mythic code by
setting up binary oppositions mediated by animal
categories in works like Mann, Frau und Katze,
1912. This mythic code in conjunction with the
idealist basis of the still life makes them analogous to
his contemporary religious paintings. In both Nolde
breaks down narrative continuities in favour of a
theatrical, gestural code comparable to that in
Kafka's contemporary prose.
But the still lifes are also analogous to Nolde's
contemporary historical and realist works located in

Berlin. In the cafe scenes of 1911 Nolde explores
similar mediated sexual encounters and in his
sketches after theatrical performances he experiments
with narrative discontinuities and gestural expression.
Most importantly the still lifes are 'sachlich' - to do
with objects and things - despite their spiritual and
mythic associations. Consequently they are a key to
Nolde's subsequent practices which tend to cut across
the alternatives of realism v. abstraction, and they
embody in visual form some of the contradictions at
the heart of modernism.
v. The Primitive Scratch
Roger Cardinal
What could be more inherently 'primitive' than those
crude incisions scratched into the surface of rocks by
anonymous hands, hundreds of years ago, at such
prehistoric sites as Val Camonica in Lombardy or
Petroglyph Canyon in California? What marks could
be more remote or more tantalising than these?
Our confidence must be limited before such art.
We have no dialogue with its makers, nor are there
informants who might offer an explanation.
Archaeology can furnish coherent suggestions, but
few firm and final answers. As interpreters, we are
almost obliged to orientate our thinking by way of
such analogues as recent tribal art, or even the
practice of certain modern painters. Beyond this, we
have only our individual sensibilities as a touchstone
of response.
One view of prehistoric art (which is dominated by
images of animals) is that it is a 'hunter art' (H.
Breuil), a mode of sympathetic magic designed to
enhance the hunter's relationship to his prey, and to
ensure the latter's continued fertility. By extension,
animal pictures may be seen as an appeal of a religious
kind, an invocation to non-human, untamed powers.
In a social perspective, animal images may acquire
totemic import, and so represent clan allegiances,
possibly associated with rituals in which the group
participates in the potency of the image by touching
or even re-incising it.
Another line of interpretation might be to suppose
that petroglyphs are secular notations which
document actual events. But once a successful hunt is
recorded as a historical narrative, it remains on the
rock as a permanent reminder. We may then imagine
the picture of a single occurrence lending itself to a
timeless reading, representing a mythical, transhistorical event. The image of a specific stag may thus
become an archetype, an emblem linking all past and
future stags.
If any one fact demands to be set at the centre of
our critical enquiry into the meanings of Neolithic
and post-Neolithic rock art, it is surely that its
schematic style of picture-making was preceded — by
15,000 years and more — by the naturalism of the
Paleolithic artists of Lascaux and Altamira. But it
would be simplistic to equate the later idiom of
schematic ideograms with mere lack of mimetic talent
More plausibly, the shift in style reflects a preference
for a symbolic register in which the figure points not
to the visual facts but to their mental representation.
The so-called Bedolina Map in the Val Camonica is an
instance of iconic representation in transition towards
the diagram, appealing less to perceptual recognition
than to intellectual cognition.
Once representation loses track of natural
appearances, a given sign can only be identified in
terms of a code of equivalents which is not spelled
3

the mise-en-scene of The Big Sleep is also crucially
out within the image. A certain Bronze Age
configuration on a rock near Montecchio is described marked by a rather different form of censorship. If
the film is conceptualised as textual body, a psychoby experts as a row of halberds. But what if I am
analytical model may be drawn on and censorship
touched by its apparent resemblance to a flock of
herons? An idiom of stylised allusion will always risk treated as a textual operation whereby repressions are
subject to distortion in the film text. An analysis of
being mis-interpreted by those ignorant of the code.
Yet there may be a kind of truth in such error, for it the film suggests that transgressive and/or threatening
is not possible that those who did know the code
forms of sexuality are sympomatically present in
were sometimes tempted to indulge in referential
elements of the film's mise-en-sc&he.
ambiguity, to tamper with meanings, to doodle, to
fantasise? Such examples of anti-naturalistic
ii. Wringing the Goose's Neck one more time:
improvisation as the feline chimera with ornate claws constructing an art history of photography
pecked on sandstone in the Petrified Forest, Arizona A bigail Solomon-Godeau
or the sea monsters scored into beach boulders at
Nanaimo, Vancouver Island, remind us not to dismiss Photography's recent admittance into all the
precincts of the traditional fine arts — museum,
the dimension of sheer play.
gallery and university — has inevitably engendered the
Playful analogues may be found in the work of
need to construct an art history of photography.
artists of our own time who work in primitive or
Thus, at precisely the historical moment when
abstracted styles. The jubilant anti-portraits which
academic art history is being subject to some
Jean Dubuffet painted in the late 1940s are an
rethinking, re-appraisal and self-questioning of its
instance of the creation of caricatural archetypes,
assumptions and methodologies, photographic
comically estranged from their models. In the work
historians have rushed into the breach in order to
of Joan Miro we find an expressionism of gesture
fashion their new discipline along the lines of an art
and a delight in superimposed forms which bear
comparison with the crazy proliferations of Petroglyph historical enterprise deriving from 19th-century
notions of connoisseurship and Kunstwissenschaft.
Canyon. Miro's jaunty visual shorthand consitutes a
The paper explored some of the problems,
sign-system which is 'elaborated but not fixed, signs
contradictions, and hidden agendas that attend such a
in motion, open available for new combinations,
project. Insofar as the history of photography is most
whence they derive their capacity for novelty,
fundamentally a history of its discursive uses, the
freshness, strength and surprise' (J. Dupin). Equally
assumptions and conclusions of an art historical
volatile are the scratches and slashings of Henry
approach to photography's history must be seriously
Michaux's ink-drawings, which float somewhere
questioned.
between calligraphy and chaos, and fulfil Jacques
Dupin's dictum that 'the sign captures energy by its
iii.
Misrecognition
in
Caravaggio
and
some
related
very indeterminacy'.
problems
Despite the obvious dangers of imputing a modern Thomas Puttfarken
intention to an archaic image, it is at least a
This
paper
suggested
a
new
reading
of
Caravaggio's
stimulating hypothesis that the scratchmakers of
Calling
of
St
Matthew
and
Martyrdom
of
St
Matthew
prehistory were working both within and without a
in
S.
Luigi
de'Francesi
in
Rome.
It
would
seem
that
semiotic code, playing with indeterminancy and thus in the past, and probably almost since the completion
engaging with polyvalence and enigma as potent
of
these
works,
some
of
the
main
protagonists
of
the
constituents of the art experience.
stories depicted here have been wrongly identified.
Moreover, once figuration escapes out of
If
this
new
interpretation
is
correct
it
would
not
contingency and becomes an engrossing cross-play of just throw light on the meaning of the particular
spontaneous forms, it might actually function better
works,
it
would
also
urge
us
to
question
generally
the
as an intuitive reflection of human experience. Even
way
in
which
they
have
been
approached
so
far.
now, if I approach the primitive sctatch in a responsive
The
'misrecognition'
of
the
figures
seems
to
have
way, 1 may feel its power to entrance. To contemplate been due to our habit, conventional within the
marks on ancient rock is to guess at their
history
of
European
art,
to
project
onto
—
and
to
appropriateness to the being of their distant maker. A expect from — any picture a kind of centralised order
scratch can be at once sharp and unfathomable, a
which,
in
its
turn
would
define
the
importance
of
distinct index of an obscure intention. In witnessing
figures
and
objects
in
the
work.
Immediate
visual
it, I am equally witness to what is distinct and
impact
is
traditionally
equated
with
narrative
or
unfathomable in my own psyche, and recall Miro's
dramatic
eminence.
wise remark that 'it is signs that have no exact
Dramatic events in real life (like murders and bank
meaning that provoke the sense of magic'.
robberies) are not normally well-ordered visually, nor
are they necessarily immediately clear and
Themes and Principles 3
unambiguous. This reading of Caravaggio's pictures
would give a new meaning to his 'naturalism' (which
Innovative Methods for Art History
modern art-historians have tried hard to render
Organiser: Margaret Iversen
harmless and meaningless). It also emphasises that if
The Big Sleep: censorship, sexuality and film text
an artist does not play the game of pictorial
Annette Kuhn
composition according to our expectations, the
The Big Sleep (Howard Hawks, 1946) is widely noted immediate visual evidence of his work (on which,
for the apparently confused nature of its narrative.
according to traditional art history, we are to base
The premise of this paper was that such confusion has our interpretation) may be no more reliable than a
to do, in significant measure, with censorship.
witness-parade at Scotland Yard.
Although the importance of institutional constraints
on the narrative content of Hollywood films of the
1940s is not to be underestimated, it was argued that

iv. David's Oath of the Horatii: Scope and
Limitations of Psychoanalytic Interpretation
Norman Bryson
This paper was directly concerned with David's Oath
of the Horatii, but began by outlining a description,
drawn from a certain school of psychoanalytic
thought, of what might be called the 'socialisation of
vision'. The aim was not to discover in David's
painting an illustration or allegory of the processes
named in psychoanalysis, but rather to use the
descriptive form of psychoanalysis in order to make
visible important themes of the painting: in particular
its negative conception of male and female roles and
of their separation, and the repercussions of these
within the visual sphere. The paper then traced certain
consequences of these themes in the spatial structure
of the painting, especially the instability that arises
from its conspicuous juxtaposition 'frieze' and 'box'
spaces. It concluded that the intense neo-classicism of
the painting's style cannot be considered in
separation from the painting's narrative and spatial
concerns: classicism appears as a disturbing and
expropriative, rather than a stabilising and supportive,
force, and restates in the register of style the Visual
dispossession' that occurs in the painting's narrative
and space.
v. The Concept of the Public in late 18th century
Britain
John Barrell
Such studies that have been made of the art-public in
18th century Britain have been concerned with the
question, who bought the productions of 18th
century artists? This paper suggested that there is a
related but different question, also worth studying:
what notion of the public, of an appropriate public
for works of art, is defined or assumed by writings on
art? The answer depends in part on the meanings of
'public' in the period, which are various, complex,
and in some cases mutually contradictory; but the
meanings that are most important in the context of
this question are those in which 'public' is understood
to be always opposite to 'private'; so that if there is a
'public' for art in the 18th century, there must also
be, it seems, a 'private' for it. How do the two terms
define each other, and what does their relationship
tell us about art and writings in the late eighteenthcentury?
Research Papers 1
Early Medieval Sculpture in North Britain and
Ireland
Organiser: John Higgitt
i. The Front Panel of the St Andrews Sarcophagus
Isabel Henderson
The paper gave a survey of the David cycle in Pictish
sculpture with special reference to the front panel of
the sarcophagus in St Andrews Cathedral Museum,
Fife. In an earlier study the panel has been treated as
an exotic piece but the paper placed it firmly in the
context of the cycle as a whole represented on a
number of monuments. The implications of the
recently identified fragments of what may have been
a second sarcophagus with David iconography at St
Andrews was discussed, and the nature of the models
which lie behind the Pictish cycle reassessed.

ii. Structure and Ornament in the Crosses of Iona
Ian Fisher
Structural and geological analysis of the three
major crosses at Iona suggests that they are an early
and experimental group, using familiar Irish timberbuilding techniques to emulate the most ambitious
Northumbrian stone crosses. The ringed cross-head
was introduced in St John's Cross for structural
reasons, probably following early damage, but
retained for symbolic and aesthetic reasons. The
ornament on the Iona and Kildalton Crosses is closely
related to certain Irish metalwork objects and to the
Book of Kells, and an 8th century date is proposed.
iii. Principles of design in free-style carving in the
Irish Sea Province, c.800-c.950
James Lang
Formal designs in early insular art, such as interlace
and fret patterns, are known to have been constructed
on a rigid geometrical base and the gridding and
point-work of manuscripts such as the Lindisfarne
Gospels are observable evidence of the techniques of
laying out the design. Gwenda Adcock and Richard
Bailey have demonstrated recently that similar
methods were used in the preparation of
Northumbrian sculpture in the pre-Conquest period
and have suggested that templates were used, even in
figure carving. The template theory emerged from the
comparison of rubbings which revealed elements of
identical size and shape, notably within a group of
early tenth-century sculptures in the Allertonshire
area of North Yorkshire. One of these monuments,
from Sockburn, depicts an armed warrior in profile
whose dumpy figure at first sight suggests an inexpert,
free-hand approach. Fine measurement of the panel,
however, shows that the rubbings were simply picking
up common units of measure and that the figure fits
neatly within a one inch square grid. The outlines of
the portrait are governed by the grid lines and crucial
changes of direction in the design occur at the grid's
intersections. Measurement of the arcs of the curving
elements, such as shield and helmet, indicates that the
compass point was placed according to the grid's
dictates.
Some Irish high crosses have figure panels designed
not only on the same principle but also on the same
unit of measure. It is most apparent on the primitive
carvings of the obdurate granite crosses at
Castledermot in Kildare. Scenes including Daniel and
the feeding of St Paul and St Anthony fit within inch
grids. More modelled carvings, such as the Cross of
the Scriptures at Clonmacnoise, are more difficult to
measure but seem to have been constructed on similar
lines. The unity of module and method shared by the
Irish and Northumbrian carvings may be significant
for their relative, chronology.
Less statuesque, shallow carvings on the Manx
series from the Viking period are also based on the
grid. Gaut's formal interlace patterns at Kirk Michael
are geometric in the insular manner, but surprisingly
so also are the 'free style' illustrative scenes on the
Kirk Andreas slab showing Odin and the wolf with
Christ and the fish on the reverse face. The sizes of
the various elements are limited by the module and
their disposition controlled by the co-ordinates of the
grid. The total effect has the looseness of free style
yet the scene is governed by a grid whose fix-points
are concealed within the rectangular decorative frets
above and below the illustrations. The Manx
5

examples point to colonial Viking sculptors
emloying the traditional insular method.
The technique is also to be found in Scotland in
the same period. The slab from Bullion, Invergowrie
has a most ungeometrical appearance because of the
irregularity of the single panel's frame and the
inclined angle of the horseman, the only motif. Fine
measurement of this carving proved that even this
cartoon-like portrait is built upon a regular grid of
twenty-centimetre squares. This grid is not in line
with the standing monument itself but is tipped at an
angle, which explains the posture of the climbing
horse. Rather than being a mishandling of the
geometric method, this carving shows its sculptor to
be sensitively aware of his medium for the grid is
tipped to accommodate to the grain of the stone.
To find a common method, and even to some
extent a common module, in contemporary sculpture
from Northumbria, Ireland, Man and Scotland is a
step towards establishing a unity within what has
hitherto been regarded very much as a regionally
diverse tradition of stone carving.

Iona, the Kilree Cross and possibly on the
Castledermot South cross. A distinction is drawn
between these early Daniels and the later standing
Daniels with outstretched arms on the Kells Market
cross and Meigle No. 2, which reflect Carolingian
influence. The two lower lions on the Keills cross side
arms lick the face of the seated Daniel and may
depend upon Burgundian Daniel buckles of the late
sixth and seventh centuries. Evidence is given of Irish
ecclesiastics in Burgundy from Columbanus to the
early ninth century.
The Keills cross shaft is bordered by two serpents
who hold the seated Daniel between their open jaws,
a feature which may derive from manuscript portraits
of Evangelists seated in chairs with beast's-head
terminals on the back. The less developed motif of
a human head between opposing open-jawed
serpents seen on St Oran's, the Moone, Kells West,
and Termonfechin crosses may depend upon seventh
century Continental Germanic metalwork.
The key pattern on the Keills cross shaft is of a
type found in the Hereford Cathedral Library Gospel
Book, St Gall 1395, the Book of Kells, and the Mac
iv. A New Crucifixion Plaque from Cumbria and its Durnan Gospels. It is also found on the Kells Market
implications
cross and the Muiredach Cross at Monasterboice, but
Richard Bailey
not in Pictish art.
The spiral ornament at the bottom of the Keills
Abbot Hall Art Gallery, Kendal have recently acquired
cross shaft includes the 'voluted trumpet spiral' or
a pre-Conquest carving of the crucifixion which
apparently came from Penrith. The sculpture, which Lotus-Bud Motif, which is found on all other Iona
School crosses and had been seen earlier on the Turoe
carries traces of pigments, raises questions about
iconography and other links between Celtic areas and Stone and the Torrs pony-cap. It is occasionally
found in the decoration of later Irish High Crosses
north-west England.
but does not occur in Pictish art.
The central panel of the Keills cross shaft displays
v. The South Cross, Clonmacnois
two long-necked affronted cats at the bottom which
Nancy Edwards
are suggestive of Mercian influence. A human head
Although, in the past, this cross has been assigned to on the end of a line of interlace is held between the
open jaws of the two animals at the top of the panel.
the Ahenny group, a more detailed analysis of its
form and decoration shows this is not really the case. The upper group is identified as an experimental
rendering of the Temptation of St Anthony.
It lacks close metalwork comparisons and has a
Adomnan quoted from the Latin version of the Life
broader range of sculptural connections including
parallels with the Tower Cross, Kells, the Iona Crosses of St Anthony in his Life of Columba.
It was concluded that the decoration and
and the early Clonmacnois shafts.
vi. Keills Cross in Knap dale, the Iona School and the iconography of the Keills cross belongs to an Irish
milieu and that it was designed and carved by
Book of Kells
Irishmen at the end of the eighth century.
Douglas MacLean
The Keills cross is the smallest surviving cross of the
early medieval Iona School of sculpture and the only N.B. Versions of the papers in this session are to be
one on the Argyll mainland. Its decoration includes published in a collection on early medieval sculpture
ornamental and iconographical features which are not in North Britain and Ireland edited by John Higgitt.
For further details please contact John Higgitt,
found on other Iona School crosses and which
expand our knowledge of the sources available to the Department of Fine Art, 16-20 George Square,
University of Edinburgh, Edinburgh EH8 9JZ.
Iona School.
The figure trampling a serpent in the top arm of
the cross, formerly identified as either an angel or St Research Papers 2
Michael, is shown to be the Eagle Symbol of St John Imagery and Style in English Sculpture C.1250-C.1350
the Evangelist. The Eagle and serpent are an
Organiser: George Henderson
allegorical representation of the apocryphal story of
John surviving the poison given him by Aristodemus, i. The Imagery of St Guthlac on the West Front of
Crowland Abbey
pagan Pontifex of Ephesus, which first appeared in
the Apostolic History of Pseudo-Abdias. Bischoff has George Henderson
established that Pseudo-Abdias was used in the
The tympanum of the west portal of Crowland
preparation of the Irish Reference Bible of c.800 and Abbey contains scenes from the life of St Guthlac, a
the story of John and the cup of poison is mentioned rare survival in England of this kind of imagery in
in the Epilogue to the contemporary Martyrology of sculpture. In the light of the literary sources, and of
Oengus.
the illustrations in the Guthlac Roll, the paper
attempted a new interpretation of the subjects
Romilly Allen identified the four lions on the
Keills cross side arms and the seated figure at the top represented. References to St Guthlac were shown to
of the shaft as a depiction of Daniel in the Lions' den . extend beyond the tympanum itself to the allegorical
and biblical subjects at the sides of the portal.
Seated Daniels also appear on St Martin's cross at

ii. Peripheral Sculpture in Decorated Architecture
Veronica Sekules
This paper examined the subject-matter and
significance of the corbel, the label stop and the
canopy, concentrating on examples from the first half
of the 14th century in England.
iii. Sculptural Style and the Sculptural Dimension in
Painting, in England c.1300
Paul Binski
The purpose of this paper was to consider how styles
in painting and sculpture inter-related in 13th and
14th century England, especially in the metropolis,
and how a code of decoration developed in painting
and the visual arts which was especially reliant on
plastic effects and the projection of textures above
painted surfaces to form either patterns or objects.
iv. Miracles and Monuments: Statues of the Virgin
and Child 'Coming to Life' in 13th and 14th century
England
Michael Camille
In view of the almost complete destruction of all
small-scale altar sculptures from the English Middle
Ages, it might be possible to reconstruct them and
their context through the few fragments that remain
and the evidence in contemporary manuscript
illustrations. In the first half of the 14th century the
cult of the Virgin and Miracles associated with
particular images of her, was at its height. Not only
does textual evidence of this and its illustration
provide clues to the placing, function and attitude to
statuary of the period, it also parallels closely stylistic
and artistic changes in sculptural production itself.
v. The Arminghall Arch and the Development of
Sculpture in 14th century Norwich
Phillip Lindley
The Arminghall Arch is an important rediscovery of
mid-14th century sculpture. At present it lies in
pieces in the Castle Musuem, Norwich; formerly it
was at Trowse Newton and, from the 16th century, at
Arminghall Old Hall, where it was built into the main
entrance porch. The paper discussed the original
provenance of the arch and its architectural and
sculptural style.
vi. The Iconography of the 14th century Tomb at
Cartmel Priory as a Key to the Iconography of 13th
and 14th century Monuments
Lady Wedgwood
The paper considered the problem of interpreting the
supporting images of 13th century episcopal tombs,
in the light of the amplification of such images in the
14th century, in the tomb of Simon Meopham at
Canterbury and in particular in the tomb at Cartmel
Priory containing the effigy of Lord Harrington,
41347.

Research Papers 3
Northern Italy in the 14th century: its relationship
to Central Europe
Organiser: Robert Gibbs and Robin Simon
i. Padua in the Age of Altichiero
Benjamin G. Kohl
ii. The Arena Chapel, Padua, after Giotto
Robin Simon
The paper attempted to analyse some of the changes
made to the interior of the Arena Chapel following
the completion of Giotto's frescoes in the first decade
of the 14th century, and to shed some light on the
question of the appearance of the interior before
these changes took place.
iii. Veronese Palace Decoration and a Revival of the
Scaligeri Court
John Richards
The general content and layout of Altichiero's lost
fresco decoration of the Sala Grande of Cansignorio
della Scala's palace in Verona, based on Josephus's
Jewish Wars and executed in the mid to late 1360s,
are known from a 15th century literary tradition,
from later drawings, from Vasari's account of 1568,
and from recently discovered fragments. This paper
attempted to give the frescoes a more secure
intellectual and historical context than has hitherto
been provided, with particular reference to the circle
of Veronese Court Humanists.
The suggested link between the surviving Imperial
portrait busts on the soffits of the window arches of
the Sala Grande and the drawings after Roman
Imperial coins in the illustrated mss. of the Historia
Imperialis of the Veronese Giovanni de Matoci
(d.1337) can now be made explicit. The Imperial
titles of the frescoes reveal errors of transcription
which can be traced directly to inaccuracies in the
Historia. It is clear, on stylistic grounds, that while
original coins, where available (a Scaligeri coin
collection is suggested), served as the source for
Altichiero's portraits, he relied on a Historia ms. for
the inscriptions. It can also be shown that the
Historia was the subject of renewed interest during
Cansignorio's rule. Access to this source must have
been given to Altichiero by a member of the
Humanist circle, possibly the judge Leonardo da
Quinto, a prominent figure in the Scaligeri
administration and at one time owner of one of the
extant illustrated mss. of the Historia (now Verona
Biblioteca Capitaloare Cod.CCIV (189)).
Another possible source was discussed, the
Epigrammata of Cansignorio's chancellor Antonio da
Legnago, a series of brief lives of prominent Scaligeri
and their allies which have been offered by Rino
Avesani as the text for a series of contemporary
portraits mentioned by Vasari as being in a border
inside the Sala Grande. But it is probable that this
was written between 1375 and 1381 and therefore
after the frescoes were painted (the traditional date
for these, some time betweeen 1364 and 1370 is
likely to be correct). If there is a connection it must
be that the Epigrammata served as a handbook to a
set of already existing frescoes.
The Palace renovations initiated c.1364 and the
rebirth of a major Humanist circle at court are
symptomatic of an overall court revival after 1359,
following the Signoria of CanGrande II in which a full
court life was abandoned. As the artistic crown of
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this revival the frescoes in the Sala Grande also
reflected Cansignorio's association with all the major
crusading enterprises of the 1360s, Josephus being of
great interest to the crusading imagination, and his
hero Titus being seen in the mid CI4th as a protocrusader. This aspect of the scheme tends to confirm
a 1360s date for its execution and its scope and
prestige presumably attracted the attention of other
Signori, for several of whom Altichiero may have
worked, and of his future Paduan patrons, the Lupi,
themselves closed to the circle of Paduan Humanists.
Altichiero's work on themes from the antique is
almost wholly lost. In his time it may have seemed his
most important achievement.

on his first Roman progress of 1354-5, where he was
made overlord on the fall of the Governo dei Nove.
But on his second visit he was involved in an uprising
there and left for Lucca, where he stayed until the
coronation of his empress, Elisabeth of Pomerania.
Charles spent two years in Italy in 1354-5 and
1368-9, much of the time in Tuscany in centres
dominated by Sieneses rather than Florentine art.
Sienese art was therefore probably influential in
Bohemia not because of a similar artistic setting but
because of the itineraries and contacts made by
Charles I V and his courtiers in Italy and Avignon.

iv. Assisi and non-Assisi; the life of St Francis in two
14th century manuscripts
Evelyn Silber
An illustrated, Franco-Italian copy of the Speculum
Humanae Salvationis, c. 1330-40, contains a
contemporary supplementary series of nearly 50
miniatures of the life of St Francis by a second hand.
The Speculum ms., probably made in southern
France, stems from a group of mss. made in or near
Bologna. The St Francis Master's uniquely extensive
series is shown to be independent of the Assisi
iconographic tradition and to supply a secondary
layer of commentary on the typological text of the
SHS. The St Francis Master, aided by a north Italiantrained, probably Bohemian illustrator, was also
responsible for another closely related Franciscan
cycle in a book for a Bohemian patron.
v. Charles IV and Tuscany
Olga Pujmanova
Urban V gave a casket of gilded silver by the Sienese
goldsmith Giovanni di Bartolo to Charles I V during
his visit to Avignon in 1365 to be crowned King of
Aries. This is the only Sienese work of art recorded as
reaching Bohemia in Charles' lifetimes, but the
influence of Sienese art on Bohemian panel painting
demonstrated by Pesina suggests the presence of
Sienese panel paintings there too. From 1331 Charles
had strong associations with Italy, particularly with
Lucca which he visited as hereditary overlord and
signore in 1333. Spevacek has shown his attachment
to the city, and that he was recalled to Bohemia by
the Bohemian nobility to revive the kingdom, which
he found desolate. He tried to recall in his building
and art patronage as much of Italy as possible.
Lucca's art was strongly influenced by Siena, as
was that of Pisa where Charles spent two months in
1355. Charles visited St. Piero a Grado, where he was
given part of the foundation stone supposedly laid by
St Peter and presented it to the rebuilt church of
Vysehrad. We have little evidence for the decoration
of this church, but the set of portraits of Popes set
in illusionistic architecture is recalled perhaps in the
East wall of Theodoric's decoration of the Holy Cross
Chapel of Karlstejn in which the saints overlap their
frames — a misunderstanding of Deodato's illusionism.
The angels looking through open windows in S. Piero
a Grado may be recalled in those of the throne of the
Madonna of Kladsko, the loggia of the Lady Chapel
and architecture of the staircase murals at Karlstejn,
and above all in the trompe-l'oeil window on the
reverse of the Madonna of Most. The bird motif of
this Madonna appears first in Donato's 1308
Madonna (Rome, private collection) and that in the
Museo Civico, Lucca. Charles also visited Siena twice

vi. Tomaso da Modena's St Ursula cycle: reflections
of Italian art and international affairs
Robert Gibbs
The church of S. Margherita, Treviso, has been
ignored by recent art historians, but it is possible to
reconstruct almost completely Tomaso da Modena's
fresco cycle of the Legend of St Ursula with the help
of fragments still in situ in their original chapel. The
framing and some of the compositions show the
influence of Giotto's Scrovegni Chapel: both were
probably painted for members of the Cavalieri
Gaudenti. Tomasco's frescoes appear to recall the
visit to Treviso in 1355 of the Empress of Charles I V .
Anna of Swidnica, and the siege of the city, 1356-7,
by the Hungarian and Tartar forces of Louis the
Great, events typical of the political and economic
relations of Venice which now govered Treviso, and
closely related to the patronage and influence of
Tomaso and of the Bolognese artists from whom his
art derives.

Research Papers 4
The portrait in the age of reason
Organiser: David Mannings
i. The use of dress in the historicising portraiture of
Gainsborough and Reynolds
Jennifer Harris
Artistic quotation from Old Masters was common
practice in 18th century portraiture and distinctive
forms of portraiture evolved which might be just
tinged or saturated with references to this tradition.
The repertory of references to the past might take
the form of a pose, a setting or the dress associated
with a particular historical period, usually the period
of Antiquity or the 17th century. Examples of
portraits employing all three types were cited though
the paper focussed on the use of dress in this type of
portraiture. Such allusions to the past originate with
either the artist or the patron and the manner in
which this type of portraiture might elevate, not only
the status of portraiture, but also of the artist himself
or further the dynastic pretensions of the sitter was
also considered.
This type is not unique to Gainsborough and
Reynolds but, as the leading society portrait painters
of the day and so seemingly different in their
approach, the intention was to compare and contrast
their attitudes to the use of the past in their work.
ii. Alan Ramsey's Dialogue on Taste
Alistair Smart
Ramsay's essay (1755) was looked at in a number of
contexts; the philosophical empiricism of his friend
David Hume; the Romano-Greek controversy; the
revaluation of Gothic architecture; and, most

significantly, his own aims as a portrait painter. The
artist argues against the promoters of ideal or general
beauty, maintaining that real beauty resides in
individuality of feature. Thus Hogarth and Quentin
De La Tour, who both influenced Ramsay's style at
this time, were praised for the naturalness of their art.
iii. A restorer's view of some 18th-century portraits

John Dick
In discussing 18th century portraits it can be said that
most are in good condition which in great part is due
to sound technical methods. Examples of unlined
unrestored portraits were examined for information
often lost during restoration. Paintings by Allan
Ramsay were used to illustrate the sound craftsmanship of the period with some passing comment on
signs of the ageing process of paint. In contrast
paintings by Sir Joshua Reynolds were examined for
the deterioration which can occur when tried and
tested methods are departed from.
iv. A Happy Man? Rationality and Domesticity in
Arthur Devis' portrait of John Bacon and his Family

Paul Street
The purpose of this paper was to assess the portrait in
the context of John Bacon's membership of a
particular social grouping — the Tory gentry displaced
from power by the emergent institutions of finance
capitalism — and to argue that the scientific
instruments and medallion busts (of Francis Bacon,
Newton, Pope, Milton) work to produce a particular
ideological meaning for that class.
v. Wilkie's portrait drawings: theory and practice

/. Patricia Campbell
David Wilkie's reputation as a subject painter has
been greater than that of a portraitist, although the
'variety of expression' so admired in his genre works
depended largely on his drawings from life. Wilkie
expresses an ambivalent attitude towards portraiture
in his 'Remarks' and this tension between naturalism
and idealism partly derives from his contact with the
work of Charles Bell and its conflict with academic
ideals. The ways in which these ideas caused Wilkie to
modify both finished portrait drawings and head
studies made for figure compositions were studied
through some early drawings and late studies in the
East.
vi. A portrait of Jane Morris: reading the image of a
Victorian woman

Gail-Nina Anderson
This paper examined one of Rossetti's paintings of
Jane Morris, in which portraiture, literary subjectmatter and pictorial prototypes are amalgamated in a
manner akin to that of Sir Joshua Reynolds's
'historical portraits'. Rossetti's imaginative ideal was
compared with the actual appearance and personality
of his model, as well as works by other artists which
it influenced.

Research Papers 5

Organiser: Hugh Brigstocke
i. The Rediscovery of Spanish Old Master Paintings in
nineteenth century Britain

Hugh Brigstocke
This paper was based on William Buchanan's recently
published Letters, and the unpublished archives of
William Stirling and J.C. Robinson.
The first major influx of Spanish Old Master
paintings into Britain in the nineteenth century came
not from Spain but from Italy. British dealers and
speculators had been quick to take advantage of the
political and economic instability of the Peninsula,
following the Napoleonic invasions, and by 1805 we
find Scottish artist James Irvine, who was acting for
the Scottish lawyer and speculator William Buchanan,
successfully bidding for a superb series of paintings
by Murillo in the Capuchin convent in Genoa. The
pictures were shared out among Buchanan's partners
such as Arthur Champernowne, or sold to rich
fashionable collectors with no particular interest in
Spain itself but with a conventional preoccupation,
based on eighteenth century taste, for Murillo and
other masters who painted in the Grand Manner.
The arrival of the French armies in Madrid in 1808
suddenly triggered off quite new opportunities for
speculation, and Buchanan lost no time in dispatching
his representative, George Augustus Wallis. Mindful
of the conservative market in Britain, Wallis resisted
the temptation to acquire works by El Greco and
Zurbaran, and instead sent home further works by
Murillo, together with the Rokeby Venus by
Velazquez. Yet although this was a buyer's market,
the conditions were not altogether favourable for the
foreigner who lacked ready cash and adequate
banking facilities.
The supply of good Spanish works from Spain was
soon eclipsed by what was becoming available to the
English market via Paris. French generals had been
gathering Spanish loot and were losing no time before
marketing it in London. General Sebastiani's
collection was sold in London in 1814. In 1823
Marshal Soult offered to sell eight of his best Murillos
to the British nation, through the dealer Buchanan.
And it was the French agents of King Louis
Philippe, not the British dealers, resident, and
travellers, who took advantage of the buyer's market
in Spain in the mid-1830s, following anti-clerical
persecution of the religious orders. But by 1853 the
Louis Philippe collection was also for sale in London,
and offered an exceptional range of work by Zubaran,
including the St Francis which was bought by the
National Gallery for £265.
The two principal private collectors in the middle
years of the nineteenth century were Sir William
Stirling and the fourth Marquis of Hertford. Hertford
concentrated on acquiring fashionable works by
Murillo, at high prices. Some were bought at sales in
Paris; others found at auction in London had already
been in Britain for half a century. Stirling, whose
income was far smaller and whose interest in art was
primarily antiquarian, was concerned above all with
buying portraits of artists and political figures. His
acquisitions too were primarily in London, at the
Meade sale of 1851, and at the Louis Philippe sale
where he acquired 'self-portraits' by Cano, Juan de las
Roelas, and Carducho, as well as a portrait said to be
of El Greco's daughter.
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We have to wait another generation before we find
a true connoisseur of Spanish painting. J.C. Robinson,
who became Superintendent of the South Kensington
Museum in 1852, made extensive official journeys to
Spain and Portugal in the mid-1860s, acquiring
sculpture, ivories and silverwork. But the most
important painting be bought for the Museum, the
great Spanish altarpiece of St George by Marzal de
Sas, turned up not in Spain but in Paris in 1864.
Robinson also worked clandestinely as a dealer, and
acquired further Spanish primitives which he sold to
Sir Francis Cook. Yet even Robinson's connoisseurship
was fallible, especially in his estimation of early
Velazquez.
ii. British artists in Spain during the eighteenth
century
Lindsay Errington
This paper was an exploration of the reactions of
nineteenth century British painters to those works of
Velazquez which they saw on visits to Spain, and the
extent to which they were able to absorb this
experience into their own work. Pastiches and copies
of Velazquez by Richard Cooper the Younger, David
Wilkie, John Frederick Lewis, John Phillip, John
Lavery and James McBey were examined in relation
to slides of the Velazquez originals and compared
with examples of these artists' own paintings. At the
same time the attitude of the post-Whistler generation
of artists, nurtured on R.A.M. Stevenson's Velazquez
was contrasted with that of the earlier Spanish
explorers, Wilkie and Phillip.
ill - Nineteenth-century British envoys in Spain and
the taste for Spanish art
Nigel Glendinning
Ambassadors and consuls, like businessmen, have
often been important collectors and transmitters of
foreign culture. But the British envoys who were in
Spain in the nineteenth century had far greater
opportunities than their predecessors or successors to
build up interesting art collections. The Spanish laws
introduced in 1820, 1835 and 1860 in relation to the
disentailment of seigneurial, municipal and
ecclesiastical property, and the suppression of
religious houses with less than twelve persons, put a
great nrany art treasures on to the market. There was
a dramatic rise in the number of paintings imported
into England from Spain after 1835, and an Irish
merchant living in Seville offered to send the British
government one hundred choice pictures within the
space of three months in 1838.
British envoys particularly well placed to take
advantage of the availability of important work were
John McPherson Brackenbury and Julian Benjamin
Williams, the former Consul General for Andalusia
based in Cadiz and the latter (who was also a
merchant) Vice Consul in Seville. Both these men
acted as art dealers as well as collectors in the 1820s
and 1830s.
Williams had fine pictures by Zurbaran and
paintings of exceptional quality by Murillo. Primitive
art and preliminary drawings interested him too,
although he was apparently less keen on modern
works than Brackenbury.
He had a clear eye for fine paintings in the
established taste and he is known to have been a
fair draughtsman himself. Why or how he was
prepared to part with the works he collected, i f not
for financial reasons, is less clear. Brackenbury's

collection, on the other hand, was more adventurous
and also more mixed: including more than one work
by or attributed to Goya and an unusual painting
of Dead game (now in the Meadows Museum at
Dallas) by the minor seventeenth-century still-life
master Pedro de Camprobih.
More varied than either Williams' or Brackenbury's
collections was that of General Meade, first formed
while he was Consul General in Madrid from 1816 to
1832 and developed further during his period of
residence in the Spanish capital after retirement. His
collection which included fine prints as well as
paintings was very large. He had the magnificent
Portrait of a Lady with a flower in her hair by El
Greco, some distinguished Dutch and early German
religious pictures and frosty landscapes. The surprising
painting of A Dog by Antolinez was his, and almost
certainly the beautiful Repentant Magdalen or
Vanitas picture of uncertain authorship (perhaps by
Vicente Salvador Gomez) now in the Stirling
Maxwell collection.
By comparison with some of the consuls, the
ambassadors make a duller showing. Bartholomew
Frere acquired as much by luck a good judgement.
Velazquez's early St John on Patmos and Immaculate
when Seville was menaced by French troops in 1809
and he happened to be there. Lord Heytesbury in the
1820s certainly did well to buy two Zurbaran Saints
and the exceptionally interesting Two Gallician
Women at a Window by Murillo in Madrid, but Lord
Cowley's best pictures were given him. Lord
Clarendon, who was also given paintings by the
Spanish government, spent much of his own money
on Spanish pictures too in the 1830s. The paintings
by Zurbaran and Herrera he eagerly collected were of
excellent quality and he bought a number of less
good works attributed to Goya as well. Sir Arthur
Aston had more Dutch, Flemish and German pictures
than Spanish ones in his collection, but he acquired
the superb St Francis at his devotion by Zurbaran,
now in the National Gallery in London, when he was
ambassador in Madrid in the 1840s.
Far more notable and progressive in their taste
were John Savile Lumley and Sir A.H. Layard. Both
these men were real connoisseurs and formed friendly
relationships with Spanish artists. Lumley painted
himself, made some copies of Velazquez, and ordered
others from an English artist in Madrid called Malony.
He bought the Christ at the column by Velazquez,
now in the National Gallery in London, and copper
plates of unpublished etchings by Goya. His notes on
this latter artist show that he was fascinated by works
like the Black Paintings which were not widely
admired at the time. Although Layard was basically
keener on Italian than Spanish art, and shared some
of Mrs Jameson's reservations about Spanish painting,
he wrote eloquently about Velazquez, admired his
treatment of light and freedom of execution, and
rated him higher than Van Dyke and Rubens in some
respects.
In this way Layard and Savile Lumley took the
taste for Spanish art beyond that of their English
contemporaries and in the direction of the more
innovative taste for Spanish art reflected in the
French Impressionists.
These two men of taste, who had fairly progressive
aesthetic ideas, show that envoys had greater
contributions to make to the interest in, and
understanding of, Spanish art in Britain than is
sometimes thought. Envoys who collect sometimes

merely reflect the generally accepted taste of their
times. Bartholomew Frere may have bought the
dramatically-lit early Velazquezs for the same reason
that the morbid and ecstatic in Spanish religious art
appealed to his generation — because it was in tune
with ideas of the sublime. In any case Velazquez, like
Murillo, was universally admired. In the Romantic
period, the old fashioned would have liked Zurbaran
for his sharp classical lines and the more modern for
his dramatic contrasts and emotional intensity. Later,
the appeal of Spanish art grew sharper in the
atmosphere of mid nineteenth-century realism and
the common anti-formalist stance. But the really
perceptive collectors were not retrained by any
general trends. The range of interest of General
Meade and the admiration for Velazquez's radical
illusionism of Layard remind us of the complexities
of the history of taste..
iv. Velazques and Murillo in 19th century Britain: an
approach through prints
Enriqueta Frankfurt
This paper was prompted by and based on Sir William
Stirling Maxwell's collection and catalogue of prints
after Velazquez and Murillo, privately printed in
1873. In substituting the catalogue of prints (already
in his monograph on Velazquez in 1855) for his
pioneer catalogues of the works of the two artists
published in the Annals of the Artists of Spain
(1848), Stirling Maxwell displayed the historian's
concern for visual documents.
The prints after works of Velazquez and Murillo in
19th century Britain are of historical rather than
artistic importance, as records of attributions and
ownership, and also for their influence on the
knowledge and appreciation of the two most
prestigious Spanish painters at the time. The prints
are seen to have played a different role in the case of
each artist. The presence of Velazquez's name, better
known than his paintings, is no evidence of his
authorship, rather it helped to perpetuate many false
attributions. (It is remarkable therefore that several
genuine works, never engraved, came to Britain in the
same period). The prints after Murillo, known and
admired here already in the 18th century, are mostly
based on genuine examples and record his rise to
fame. Later, his popularity led to the proliferation
of prints after copies, imitations and vulgarisations
of his paintings that contributed to the decline of his
fame.

Head's work was valuable as a compact summary.
Sir William attempted something much more
ambitious - the first scholarly synthesis of Spanish
art to be published in any language. Like other 19th
century writers, he was indebted to CeanBermudez'
Diccionario . . . of 1800 but writers such as Fiorillo,
in Germany, and Quilliet, in France, added nothing
new except the arrangement of their material. The
Annals were innovative in their understanding of the
particular historical and social context in which
Spanish art had developed. The recognition of the
existence of regional schools was also new and was
followed by later writers. In addition, through his
volume of Talbotypes (a companion to the Annals'
text), he became the first art historian to recognise
the important contribution which photography could
make in improving standards of art history and
connoisseurship.
When the Annals appeared, Sir William had made
only three short visits to Spain and had no wide
experience as a connoisseurship of art. Nevertheless,
he succeeded through a rigorously scholarly method
borrowed from his first love, history, and a wellorganised network of contacts in Spain, including
Valentin Carderera, through whom he was able to
build up his impressive library of rare source-books
and documentary material.
vi. J.C. Robinson and the collecting of Spanish
sculpture and casts
Malcolm Baker
John Charles Robinson laid the foundations of the
sculpture collection at the Victorian & Albert
Museum. His collecting activities in Italy are well
known but he also collected voraciously both original
examples and plaster casts of Spanish sculpture. This
paper surveyed Robinson's Spanish interests and
looked in particular at the complex and at times
bizarre story of the casting of the Portico della
Gloria, which has since 1873 occupied a prominent
position in one of the Museum's plaster cast courts.

Research Papers 6
Architects as Theorists
Organiser: Alan Tait
i. John Wood the elder's Origin of Building: an early
Georgian vindication of Vitruvius
Christine Stevenson
The name of the elder John Wood (1704-1754) is
indissolubly linked with the architectural and
v. The Annals of the Artists of Spain: Sir William
economic growth of 18th century Bath. His book,
Stirling Maxwell as an art historian
The Origin of Building, was described by Rudolf
Hilary Macartney
No thorough, perceptive appreciations nor scholarly Wittkower not only as 'the most peculiar book on
works of reference on Spanish art existed in English architecture written in England during the 18th
century', but also as one opening up a 'perspective on
until the 1840s. Richard Ford's Handbook for
a religious vindication of neo-classicism of which we
Travellers in Spain, 1845, contained many valuable
insights. In 1848, two works of reference appeared, have completely lost sight'.
The Origin may usefully be considered, not as a
both owing much to Ford: Sir Edmund Head's
picturesque and anachronistic survival of an old
Handbook of the Spanish and French Schools of
architectural tradition, but as part of a larger atempt
Painting, 1 vol., and the Annals of the Artists of
by the Established Church to justify relevation with
Spain, 3 vols, text, by Sir William Stirling Maxwell.
Both writers found connoisseurship and knowledge of the tools of reason. The book is unique in its
extension of the debate beyond the realms of history
Spanish art severely lacking in Britain, despite the
considerable increase in British travel to Spain and in and theology into the fine arts.
sales and private collecting during the first half of the
19th century. Head blamed the opportunism of
dealers, while Sir William believed that a significant
improvement could only be effected by responsible
public collecting.
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ii. Robert Adam's concept of movement

realising very poor ones'. (Pugin, Some Remarks on

Alan Tait

the Articles which have recently appeared in the
Rambler relating to Ecclesiastical Architecture and
Decoration London, 1850). This little known

Robert Adam had great faith in his ability as an
architect. All his swans were swans and never geese
and whatever doubts he may have had were kept to
himself. This probably explains his daemonic drive as
well as the ulcers that ended his career. The historian
in search of self-criticism has a hard and lean time and
for that reason the Works in Architecture play a
unique role.
In 1763, Robert Adam had barely digested the
lessons of his Roman experience and his style and
ideas reflected this fully. By 1773, when The Works
appeared for the first time, he had matured
considerably and had distinctly unorthodox ideas on
decoration and its application to buildings, public or
private. By 1786, during the doldrums of the Adam
practice, he had moved further and more extreme
in his architectural vocabulary and had abandoned
all but a purely visual criterion of what was effective.
Such a view was essentially that of the Picturesque.
Such a visual, rather than say structural, approach to
architecture was part of his constant equation
between architecture and painting that is considerably
found in The Works. The various prefaces to the
numbers that compose this book reveal an
explanation, defence and self-assessment i f not
criticism of his and James's work during the decade
of the 60s and 70s.

pamphlet, 'Some Remarks', rightly noted by Prof
Stanton in Pugin (1971) as essential T o understand
Pugin and his collapse', was first compared with his

Present State of Ecclesiastical architecture in Britain
(1841-1842) by H.R. Hitchcock in Early Victorian
Archiecture (1954). This paper followed Hitchcock
in comparing Pugin's shifting opinion of six churches,
Uttoxeter (1838-1939), St Chad's, Birmingham
(1839-1841), St George's, Southwark (1840-1848)
and St Barnabas, Nottingham (1841-1843), St Giles,
Cheadle (1840-1846) and St Augustine, Ramsgate
(1846-1851) largely by comparing Pugin's references
in Present State with those in Some Remarks.

The self-advertisement of Pugin's Contrasts
(1836), his descriptions of his own work and attacks
on that of other Catholic architects in the Catholic
press, and his Present State came first. Yet often
before a church was complete, the doubts set in:
Uttoxeter, and in particular St Chad's, are almost
censured out of existence in Present State, and
explained away in Pugin's propagandist frontispiece
illustrating his work in An Apology for the Revival of
Christian Architecture (1843). By 1843 Pugin did not
wish to publicise churches such as Uttoxeter in the
Early English or St Chad's in a 'Late', Continental,
Gothic brick style. By 1850 he was similarly ready to
explain away Southwark, Nottingham and Cheadle
iii. Somerset House: some aspects of its meaning and
which appear so prominently in the Apology
function
frontispiece in favour of Ramsgate. Yet the Lancet
Ranald Maclnnes
style and the choice of a Cistercian model for
This paper examined the work of Sir William
Nottingham were precisely what he insisted on in
Chambers at Somerset House in relation to the
correspondence with his patron Lord Shrewsbury;
Treatise and the architect's unpublished theoretical
equally he fought hard for every possible extravagance
works from an architectural and politico-historical
of form, decoration and detail at Cheadle, all
point of view. Firstly, it addressed the nature of the
denounced in Some Remarks. 'Cheadle perfect
relationship between eighteenth century architecture,
Cheadle. Cheadle my consolation in all afflictions'
particularly public building, and the prevailing
Pugin rejected by 1860 as no longer 'the ne plus ultra
ideologies with which the subject became associated.
of my ideas of church decoration'.
As an example it cited Chambers's commercial notion
The rich polychromy of Cheadle was described by
of the origin of wealth outlined in the preface to the
Pugin in Present State and in the Builder. It also
Treatise, and discussed its importance, development,
impressed at the opening such diverse figures as the
and sources in his work as well as those of
contemporary architects and theorists. In this context Illustrated London News special correspondent, the
future Cardinal Newman, and the editor of the Paris
it also examined the development of the national,
Annates Archeologiques A.N. Didron. It is too
maritime iconography which dominates the
clearly in line with the mid-1840s views expressed in
Somerset House scheme.
his Glossary of Ecclesiastical Ornament (1844). Yet
Secondly, the paper looked to the Treatise for an
by 1850 Pugin compared it to wall paper, preferring
explanation of the planning, particularly the main
the ashlar stone interior of Ramsgate.
courtyard, of Somerset House, and dealt briefly with
'In the process of canonisation there is a Devil's
Chambers's attitude to planning and convenience as
Advocate, and I am satisfied that there is the same
illustrated in the Treatise and the executed work.
personage in the erection of every church, who
Through this analysis it attempted to reach a
contrives to mar the result' {Some Remarks, p . l 1).
provisional conclusion about the role of the architect
in the early development of public building in Britain, Impractically Pugin's only solution was to
recommend the church where, uniquely, he was both
compared, for example, with late 18th century
architect, patron and paymaster, his own St
France, and the way in which architecture itself
Augustine's Ramsgate. Pugin took his own position,
became involved in the moral and political
in the Builder's phrase, as 'Pope of Gothic' too
development of British society.
seriously, making himself not only High Priest but
iv. Self-advertisement and self-criticism in the work of also as contemporary Anglican and Catholic attacks
demonstrated scapegoat of the Revival. His constantly
A.W.N. Pugin (1812-1852)
revised critical standards were cause for congratulation
Roderick O'Donnell
rather than criticism. He led the Revival for ten
The world is ever ready to take us at our own
hectic years not only in church but domestic
estimation of ourselves, and thus his contemporaries
architecture, and in addition in the design of
were entitled to believe Pugin's clearly preposterous
furniture, metalwork, stained glass, textiles,
claim that i have passed my life in thinking of fine
enamelling, often requiring the revival of processes
things, studying fine things, designing fine things, yet
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lost since the Middle Ages. That his teeming artistic
personality had it it a self-destructive streak is merely Arts and Crafts in the Austro-Hungarian Empire
part of his fascination for us.
Organiser: George Koszlopy
KB': Due to pressure of time, the paper concluded
i.
Parallels
and
contrasts
between
Budapest
and
with Cheadle, not Ramsgate.
Vienna in response to the British Arts and Crafts
Movement
v. Architectural theory and the Franco British
Dr Uona Sarmany, Hungarian Academy of Sciences
exhibition of 1908.
The influence of British Arts and Crafts Movement at
Paul Greenhalgh
the turn of the century within the Austro-Hungarian
'When Anglo-Saxon energy blends with French savoir- Empire is a classic example of the same inspiration
vivre, when British empiricism is ordered by French having very different results in the art of two places
method, when British solidarity is adorned by French that share different cultural and historical roots. The
grace, a combination is reached which embraces the
two capitals, Vienna and Budapest were not only
highest achievements of the human race'.
rivals in the cultural field, but wished to be entirely
Anonymous. Official Guide to the Franco-British
different from each other. Vienna did not pay much
Exhibition, 1908
attention to events in Budapest, which after centuries
of backwardness had begun to grow rapidly and was
subsequently to play just as important a cultural role
On the 14 May, 1908, the Prince and Princess of
within the Empire as Vienna, though a consciously
Wales officially opened the largest international
nationalistic one. One of the most important roles
exhibition which had ever been held on British soil,
within this process of cultural devolution was given to
the Franco-British exhibition. Covering a 140 acre
site (40 under cover) at Shepherd's Bush, this lavishly folk or peasant art, as a potential source of
vernacularism in the visual arts.
laid out exhibition was to attract over 10 million
The apotheosis of ths tendency came at the turn
visitors through the summer months, before closing in
of the century, the period when Art Nouveau or
triumph at the season's end. As with previous large
Secessionist art flourished. It centred on the capitals
international shows, there were palaces to house all
the arts, sciences and industries, as well as innumerable in both parts of the Empire.
The influence of English art started in the field of
smaller structures put up by the larger of the 13/4
thousand exhibiting manufacturers from both sides of applied arts, mainly furniture; both in Vienna and in
the channel. As an event, it was clearly representative Budapest the directors of the Museum of Applied
of art and design attitudes of the French and British Arts were its first champions. The anglophile Arthur
von Scala especially collected English furniture and
(and their respective Empires) at a most significant
exhibited them to inspire Viennese craftsmanship and
time.
good taste. In 1898, in the eighth exhibition of the
French and British designers at the beginning of
Secession
1900,
designs
by
Ashbee
and
Mackintosh
this century were engaging consciously and otherwise, were exhibited. Vienna absorbed the English
with the social, economic and political upheavals to
inspiration very quickly, partly because the young
which they and their professions were at that time
designers of the Klimt group, Kolo Moser and Josef
particularly subject. Theoretical and practical ideas
Hoffmann
were
already
developing
a
clear,
over a century old resided alongside and even mingled geometrical, simple language of form. For them the
freely with newly invented approaches and attitudes. influence of Ashbee and Mackintosh meant mainly a
Odd amalgamations often resulted from attempts to re-affirmation of similar artistic ideals. The much
create a style or genre of substance to represent the
discussed
confrontation
with
Mackintosh's
refined
prospective new age. In the midst of this, the
style inspired Moser and Hoffmann to develop a new
Franco-British Exhibition thus becomes a highly
black and white style which was perfectly
complex event, presenting us with the least likely of extravagant
own and which became the hallmark of the
bedfellows on the one hand,uand the most interesting their
early
period
of
the
Wiener
Werkstatte.
Initially
they
combinations on the other. Staged at a time when
had idealistic ideas about democratising art in the
George Dangerfield believed 'The Strange death of
vein of the Morrisian Arts and Crafts. Arts and Crafts
Liberal England' was taking place, the Exhibition
models in furniture inspired the Brettenstil which
was also a seething mass of stylistic, social and
provided
an
ideal
technical
vocabulary
for
mass
political compliance and contradiction. Sadly, the
but neither the social, nor the artistic
colourful spectacle of this intricate jamboree seems to production,
climate of Vienna was appropriate for following up
have confused commentators after 1908 into an
ultimate consequences of this experiment. The
almost complete silence, which in the circumstances the
main
designer
of
the
Klimt
group
were
more
can only be lamented. For an exhibition which
than socially oriented and they developed
brought art nouveau, rationalism and impressionism artistically
into the direction of aesthetic formalism, inspired by
to London, as well as tactfully acknowledging
where simple forms became the hallmark
amongst its exhibits womens suffrage and the growing Mackintosh,
of
exclusivity.
The
Wiener
Werkstatte
demonstrated
consciousness of the working classes is worth nothing the reductio ad absurdum of the dichotomy between
if not comment.
Arts and Crafts theory and practice: In Hungary,
where the search for a national style was the main
vi. Corbusier's British Interpreters
artistic drive, the Morrisian Arts and Crafts influence
Eleanor Gregh
meant the re-affirmation of the ethnographically
inspired revival of the craftsmanship in the decorative
arts. Their passionate romantic anticapitalism had
nationalistic overtones. Their interest in folk art
included an explicit criticism of modern capitalist
urban life on ethical and national grounds. The
teachings of Ruskin and Morris seemed to harmonise

perfectly with these ideas and so, it was easy to look
upon them as on prophets of the revival of peasant
art. The artists of the Godollo art colony showed
an overwhelming tendency towards religious
symbolism parallel with a strong social vocation. As
disciples of the theories of Ruskin, Morris and Lev
Tolstoi they admired the ethical value of handicrafts
and their role integrating people into an organic
community, while Walter Crane's visit in 1900 and
his reflections on contemporary Hungarian art
endorsed their aims to create a Hungarian national
style based on peasant art.
Herman Muthesius's book was a very important
transmitter of the principles of Arts and Crafts house
design from about 1907. A group of young architect
students, The Young by tradition were the true
followers of Arts and Crafts architectural theory and
practice, though they never became close followers of
its style. Picturesqueness, a sense of local tradition in
the use of materials and in the functional forms, in
the proportion of the masses and in the new sense of
comfort in combining the inner spaces, these are all
the typical features of Hungarian vernacularism
inspired also by local Transylvanian peasant
architecture. Due to the 1914 War these young
architects had very little opportunity to realise their
plans for domestic houses and garden cities.

But despite support from the National Democratic
Party and the building of attractive villas and even a
railway station, a series of competitions c.1910
introduced a more practical alternative based on early
19th century Polish manors. The Manor style
dominated Polish suburbs till the 30s whilst the
Zakopane Style, i f built at all, was later restricted to
the Tatras.
Although the relationships between Vienna and
Prague were often reasonably good, the Czechz early
20th century receptivity to French artistic currents
was connected with a period of antagonism. But
Czechs still studied in Vienna and there were strong
links with the Secession. Viennese trained architects
taught in the Prague architectural schools and
Friedrich Ohmann, who returned to Vienna in 1899,
was replaced by Jan Kotera, one of Otto Wagner's
several talented Czech born students. Kotera taught
two generations of innovative Czech architects, the
Cubists and the Functionalists. Plecnic also taught in
Prague. Many early 20th century Czech buildings,
even those which were intended to emphasise Czech
nationalism, have decoration similar to that used in
Vienna but Kotera's innate simplicity and his
Wagnerian insistence on practicality for modern needs
fitted well with the current preoccupations which
lead to Functionalism. However nationalistic
Both in Vienna and Budapest the English influence influences had a limited but able following after the
1895 Ethnographic Exhibition and especially for a
meant the application of Arts and Crafts principles to
short period in the heady days of independence after
the local circumstances in developing a vernacular of
World War I .
their own. This, in the case of Vienna meant a local
version o f the Secessionist style; in Hungary in the
iii. Walter Crane's Austro-Hungarian Connections
first place a folkloristic romantic historicism, and in
the second, a Transylvanian vernacular revival based
Dy Noszlopy
partly on medieval and partly on peasant art.
Despite the generally well received exhibitions of
Walter Crane's graphic and applied art work abroad
ii. Nationalism in some c.1900 Polish and Czech
and the relative speed with which much of his
Architecture
theoretical writings were translated into German (for
Elizabeth Rycroft
example, Claims of Decorative Art published in
English in 1892 and in German in 1896), thus making
During the later 19th century the arts provided the
them readily available to a wide European audience,
disaffected nations within the Austrian Empire with
Walter Crane's particular role as a highly articulate
an opportunity to express their nationalism. The
promoter of Arts and Crafts ideals across Europe is
nations' growing interest in ethnographic researches
largely unacknowledged in the current literature. The
and the recording o f contemporary peasant life could
Movement being associated more readily with names
be combined with modern arts and crafts and were
like John Ruskin, William Morris and even C.R.
sometimes influenced by the teaching of Ruskin and
Ashbee.
Morris or, more directly, through the younger British
architects and designers. The folk arts blended well
However, it is generally accepted that this
with Morris's ideas, especially as they and the life of
essentially English movement formed the ideological
the peasants themselves often had a medieval quality.
basis of the many subsequent European developments
An interest in Western European versions of the New
in revitalising the decorative and applied arts, towards
Art could be another rejection of the old Austrian or
the end of the nineteenth, and the beginning of the
German connections, but in parts o f the Empire the
twentieth century.
appeal of the Vienna Secession was felt stylistically.
In this light, therefore, Crane's Austro-Hungarian
Many 19th century architects in partitioned
connections might not seem so surprising, for he
Poland experimented with nationalistic versions of
seems to embody much o f the Arts and Crafts
historicism but in Cracow, under Austrian rule, the
utopistic visions o f social reform through art
'Young Poland' movement developed in the freer
education; ideas which were to have so much
atmosphere and hoped to regain vitality in Polish art
influence in Budapest and perhaps to a lesser extent
through folk connections, as well as by strong links
in Vienna. For at that time, as centres of national
with avant garde circles in Western Europe. 'Young
culture, education and political sway, both shared
Poland's' ideas effectively influenced Polish design
feelings of anglophilia, harboured in the haven of the
till after reunification and successes at the 1925
Museum of Applied Arts in Vienna, then under the
Paris Exhibition, but the nationalistic Zakopane
directorship of von Scala and its equivalent in
architectural style, developed in the nearly Tatra
Budapest directed by his counterpart Radisics.
mountains during the 1890s, was less adapatable to
Many countries like Germany, Austria and
20th century needs. Stanislaw Wietkiewicz believed
Hungary were taking renewed interest in their waning
that the primitive wooden huts of the area could be
folk art traditions and seemed to welcome and
a basis for buildings of all types and would thus
sympathise with much of the English Arts and Crafts
reduce the inequalities between the rich and poor.
socio-political dogma: the anti-capitalist and strongly

voiced opposition to the degradation and exploitation iv. The woikshops of Godollo; transformations of a
of the worker in the industrialised context seemed
Morrisian theme
still capable of being reconciled with its inherent
Dr Katalin Keseru, Eotvos Lbrand University,
contradictions in the alternative values of reviving
Budapest
craft-training schemes and the establishing of the
The dualities of Morris's life work, escapism and
hard crafted, high quality utiliatrian 'work of art' as commitment, artistic and social activities, moral
the norm. Such ideals found echoes not only abroad conduct and theoretical interpretations, idealism and
but were shared by Crane who directed his individual pragmatism, and the unified totality of all these ideas
and indefatigable energies in promoting such policies, and attitudes characterises the activity of the Godollo
substantiated in his connections with the National
workshops in Hungary from 1901. The Morrisian
Association for the Advancement of Art and its
ideas had a direct influence, although with notable
application to Industry, founded in 1888 and in his
differences.
position as the first president of the Arts and Crafts
i.
In
Hungary
the
rise
of
the
social
and
political
Exhibition Society.
rights of ordinary people meant to help the peasants,
That his contacts with Hungary in particular seem the majority of the population. Escaping from the
to have been established very early is noticeable from capital the artists had a closer contact with them.
the date 1895 when his and other Pre-Raphaelite
ii. The artistic activity was interwoven with the
work was exhibited in Budapest at the Mucsarnok
propagation of home-industry activities raising the
when Crane's work was regarded as truly epoch
peasants to better social conditions and leading them
making (Vasdrnapi Ujsdg 1895). Arranged by
back to their cultural foundations by strengthening
Radisics who orchestrated Crane's celebrated oneand continuing the handcrafted and artistic heritage
man show in Budapest in 1900. But it was not so
of folk art.
much the effect of seeing Crane's work but the
iii. The folk art, folk poetry and local customs,
exploitation of his influential position in educational which were still alive did not only provide them with
reform which captured both Radisics's and the then the source of the artistic forms, techniques, methods
Minister of Education (i.e. Culture) Wlassics's
and themes, but they also exemplified the idea of the
attentions. Crane in 1898 had published Bases of
organic unity of life, work and art.
Design, had been part-time director of Manchester
iv.
Studying
the
folk
art
the
Godollo
artists
School of Art from 1893-96, and was in 1898 still
evolved
from
its
functionalism
and
aestheticism
a
Principal of the Royal College of Art and must have structural, but in the same time, floral and organic,
appeared to have had formidable influence.
linear
and
symbolic
type
of
Art
Nouveau
style.
This
Consequently Radisics arranged the exhibition of the was similar to the Eastern and Northern European
work submitted in England for the National
contemporary
art,
to
their
national
styles
with
their
Competition of 1898 at the Museum of Applied Arts myths and ancient motifs.
that same year, so promoting in no uncertain terms,
v.
The
Gbdollo
artists'
buildings,
interiors,
the forward thinking, high-quality, hand-crafted
tapestries,
wall-paintings,
paintings,
graphics,
English examplars of the Arts and Crafts movement
sculptures, leather works, stained glass are all
in Budapest.
saturated with symbolic significance. They symbolise
the unity of the people and the intelligentsia, the
That Crane's role became very much that of the
unity of folk and applied art, as well as of High Art in
catalyst is evident in the context of the Hungarian
the new social and artistic context.
search for social and educational reforms. (Austria
vi. Among the several crafts only weaving was
had by this time taken a different direction in its
continuously practised in Godollo where a special
response to these very same influences and one in
weaving school was established and later a carpet
which Crane's role was not to figure substantially).
Crane's socialist conception of social reform through manufactury. Only in architecture were they able to
establish gradually an architectural structure for a
art education coincided with Wlassics's hopes of
establishing a form of liberal democracy in Hungary. basically peasant society.
This, in addition to mounting pressure from separatist
vii. Their philosophy of life was influenced by the
groups who sought to utilise the renewal of interest in self-supporting communes having anarchistic and
folk art nationwide, and to direct it towards the
gnostic ideas which withdrew them from urban
establishing of a national identity, particularly
civilisation, and by the Tolstoyian ideology of a
Hungarian, and separate from that of its still
revolution which had to start from the innerself. In
politically aligned neighbour, Austria, contributed to their view any attempt to change society presupposed
these aspirations.
a change in the quality of man. Consequently in their
Crane's involvement in these endeavours reached a Gesamtkunstwerk not only arts and crafts were
climax with the state reception and national accolade joined but the whole way of life: the human being.
which surrounded his one-man exhibition in Budapest
v. The British influence on Viennese furniture at the
in 1900. Crane's own visual and well-documented
turn of the century
memories of this occasion illustrate the close links
Dr Christian Witt Dorring, The Austrian Museum for
between himself and the Hungarian intelligentsia.
the Decorative Arts, Vienna
Crane's visit to the foundation-head of Hungarian
folk origins in Transylvania took on the appearance
Around 1900 the Viennese applied arts were
of a state occasion of national significance.
undergoing a major reform, as were all aspects of
Perhaps he was oblivious of the overt manipulations social life. The main underlying ideological
of the Hungarian state in using his personal charisma programme came partly from Britain and partly from
to promote their own political reforms. In seeking to the revival of local craft traditions which were lost as
emulate the English phenomenon Radisics and
a consequence of the Industrial Revolution. The aim
Wlassics had identified and projected their hopes for of the reform was to find adequate functional and
similar achievements on a single representative in the formal solutions in furniture and interior design,
personality of Walter Crane.
corresponding with the changes in living conditions

and the development of modern materials and
techniques. For the first time in Vienna, attention
was paid to the needs of the working and lower
middle classes, the social strata, most affected by the
19th century industrial production. Thus, the
problem concerning the value of work and the new
blessings of consumption were raised. However, the
formal solutions of the Brettelstil, a complementary
factor, were not followed up because of its
ideological radicalism. Only the workshop idea, based
on the value of work, which was taken over from the
Guild of Handicraft, affected the foundation of the
Wiener Werkstutte. As a consequence, the initial drive
of the ideologically orientated reform movement
became, at the end, the expression of an uppermiddle class formal aesthetic.

Revolution. This singular interpretation was
characteristic of the period between 1918 and 1923
(e.g. in Hungarian works by J. Egry, S. Bortnyik,
Gy. Derkovits). The religious theme rendered up-todate and appearing in a great many variants from the
late 19th century, can be explained by the cultural
programmes of the Christian Socialist trade unions,
the Anarcho-Syndicalists and the Social Democrates.
However, the roots of its visual conceptions reach
back to the Pre-Raphaelites.
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Arts and Crafts in Edinburgh 1880-1920
Organiser: Elizabeth dimming

i. Sir Rowand Anderson's School of Applied Art
Ian Gow
vi. British inspirations on Hungarian posters at the
turn of the century
This paper examined briefly the circumstances which
Prof Nora Aradi, Hungarian Academy of Sciences
led to the setting up of the Edinburgh School of
Applied Art (1892-1903). It showed how Sir Rowand
The connection between British and Central
Anderson, one of the original promoters, was able as
European art at the turn of the century has been
Honorary Director to transform it into a laboratory
investigated only superficially. The character of the
for his educational experiments and shake off the
British impact on European art depended on local
'baneful' influence of South Kensington. Although it
antecedents and the historic situation in each
soon emerged as the finest school of architecture in
country. In Hungary in the late 19th century British
Scotland, Anderson, imbued with the ideals of the
orientation in applied arts arose together with the
arts and crafts movement, was anxious that the
aspiration for a political independence from Vienna.
students, whichever branch of the crafts or design
The most general effect was that of the Prethey followed, were placed on an equal footing.
Raphaelites, exerted through the photography and
through Ruskin's and Morris's art theory. These latter Particular attention was drawn to Anderson's attempt
to create within the school a uniquely Scottish idiom
were well-known in Hungary and Crane's 1895 and
1900 Budapest exhibitions also aroused great interest. of design derived from historical examples.
Crane's late Romanticism exerted an influence on
The role of its postgraduate bursars in recording
applied graphics too and remained vivid behind the
historic Scottish buildings, decoration and furniture
main trends up to the 1918-1919 revolutions.
was mentioned while his success in this direction was
tested by an examination of two interiors created by
From the early 20th century on, the process of
Anderson's circle in the early 1900s. The conclusion
iconographical-iconological changes became
suggested that Anderson's School was probably very
equalised in countries of quite different stages of
influential and that more work must be done on the
development (e.g. the first appearance of the
designers, which it trained, before its full significance
emblematic 'hammer and sickle' on a 1904 May Day
badge of the Social Democratic Party of Hungary; the can be assessed.
world wide impact of Leete's 1914 recruiting war
poster).
ii. Sir Patrick Geddes: Mural Decorator
Clare A.P. Willsdon
The most significant Hungarian poster designer of
Sir Patrick Geddes is remembered mainly as a
this period, acknowledged all over Europe, was
botanist, sociologist, town planner, and leading figure
Mihaly Biro (1886-1948). In 1910 he worked in
in the Celtic Revival Movement in Edinburgh in the
Campden with Ashbee and won a first prize for
1890s. This paper suggested that he was also an
plaques for The Studio. His signboards, commercial
important patron of mural art of the period. He was
posters, some of his early May Day memorial leaves
closely involved in projects for the civic regeneration
bear witness to the British and the general European
of Edinburgh and encouraged institutions such as the
influence in his oeuvre. His originality is proved first
of all by his political posters, the best known of them Sick Children's Hospital, St Mary's Cathedral Song
School and the Chalmers Institute in Fountainbridge
being the Red Man with the Hammer, 1911. Later
this motif also appeared in China in 1923 and in Italy to sponsor murals by P. Traquair, A.G. Sinclair and
R.B. Nisbet and other local artists.
after 1930 and 1970 and subsequently on the cover
of John Berger's A Painter of Our Time, 1965.
He believed profoundly in the didactic possibilities
Hardly known is the effect of the Bruges period of of mural art and saw a special role for it in educational
buildings. At University Hall, Ramsay Garden, which
Frank Brangwyn's graphic works representing a
he established in the late 1880s, he himself provided
working phase which expressed the harmony and
opportunities for a richly symbolic expose in mural
rhythm of movement. Analogies can be found in
art of his philosophic ideals of regeneration, the
several countries, first of all in Hungary and
rebirth of Celtic culture, and the Auld Alliance in
Germany. Some works by Brangwyn in the Bruges
modern Scotland. Murals also provided the means of
Museum (e.g. Pieta, 1906-1910) reinterpreted
linking the concepts of Place-Work-Folk derived from
religious themes and exerted an indirect influence on
his study of Le Play in Paris which underpinned his
later works by artists working in Europe.
approach to a Scots Renascence.
In Hungary the late-Romantic pathos of the
religious theme reappeared also on posters of the
The decoration at Ramsay Garden consisted
1919 revolution. In this new iconography, known
originally of eighty or more murals. The themes have
both in poetry and in art, Redemption was equal to
been reconstructed from documentary and pictorial

sources — heroes of Celtic history and legend, the
natural form do we find elements held in common
cycle of nature, the seasons, childhood pastimes and with Celtic artists at home and abroad.
music — and relate in detail to Geddes's 'Valley
Section' and occupational types, as well as to material iv. Robert Lorimer's association with the Arts and
Crafts
dealt with in lectures and classes at the Summer
Schools.
Peter
Savage
Seven murals by John Duncan in the Common
Room, the centre of University Hall life, are the only Lorimer's associations with the Arts and Crafts date
from 1889. Born in 1869 he had previously received
ones from the 1890s to remain visible today. They
illustrate episodes from Celtic, national and religious an entirely Scottish education and training largely
based on Scottish architecture. Converted to his
history and encapsulate the themes of rebirth,
regeneration and the cycle of life present elsewhere in ideals by the great man himself William Morris,
Lorimer went to London for direct arts and crafts
the decoration at Ramsay Garden. Their symbolism
may be discovered from detailed analysis of Duncan's design experience with Bodley, and while there mixed
compositions, sources of inspiration in literature and in arts and crafts circles.
Returning to Edinburgh in 1893 to begin
art, and from reference to Geddes' introduction to
independent practice he began designing simple
the murals in a contemporary booklet.
Mural decoration was largely a forgotten art in late cottage furniture some of which he exhibited at the
19th century Britain and whilst Geddes was aware of Exhibition Society's triennial exhibitions. He also
began designing a whole series of Colinton Cottages
the few earlier attempts to revive it, such as at
Manchester Town Hall, his chief inspiration was from which were very well received in Arts and Crafts
circles.
the continent. Here, mural art enjoyed a relatively
In 1897 he was elected to the Art Workers' Guild,
unbroken tradition and Geddes especially admired
and his first Scottish client introduced him to William
recent schemes at the Sorbonne and in the Paris
schools. He also knew murals in Germany and Austria Burrell who introduced Lorimer to other wealthy
Scottish collectors of the Antique like Holm and
and there are many parallels in choice of subjects,
Carminchael. He also took Lorimer on three trips
styles, methods of execution, and financial
to the continent largely spent in museums and
arrangements. Continental artists including M.
antique shops.
Leonhardt and P. Serusier and Scots trained abroad
Lorimer never shared Morris's Socialist ideals and
were amongst those whom he employed.
by
1901
was
complaining
that
he
was
sick
of
all
these
The paper explored the relationship with the
starved
whitewashed
cottages.
His
eye
was
on
larger
William Morris tradition, and with Geddes's
things.
The
remodelling
of
William
BurreU's
house
publication Evergreen. This journal, hitherto
required
heavy
Gothic
furniture
to
match
the
heavy
generally regarded as essentially a literary venture,
woodwork
and
prevalence
of
tapestries
and
Lorimer's
can be shown to contain line drawing transcripts from Grand Manner began to emerge in the country houses
murals at Ramsay Garden. As such, it can be thought like Rowallan, Brackenbrough, and Halliburton.
of in part as an extension of the symbolic purposes
Lawrence
Weaver
of
Country
Life
began
writing
of the murals and as a way of introducing them to a
on
Lorimer's
work
in
1905,
and
as
one
of
Weaver's
wider public.
'Young Architects' (with Lutyens) comparisons were
The paper suggested that despite the esoteric
in inevitable as Lorimer became the leading country
symbolism of the mural ensemble at Ramsay Garden, house designer in Scotland.
Geddes's influence through it is to be found in the
He was knighted in 1911 for his work on the
Glasgow City Chambers scheme, and in work in
Thistle Chapel, a small interior encrusted with carved
Chicago; his revolt against Morris possibly encouraged woodwork in the fifteenth century manner, and
that of Ashbee.
carried out by a large band of craftsmen including the
The work in Edinburgh launched a major revival of Clow Brothers.
mural art in Scotland. Though it had little influence
Lorimer continued to exhibit his furniture in
in England, Geddes's ideas on private patronage can
London throughout his life and just occasionally was
be seen as part of a larger trend evident in the systems to recapture the freshness of his early arts and crafts
adopted at the Royal Exchange and the Palace of
work, in particular, in the Spanish inflections of the
Westminster.
furniture for Glencruitten in the late twenties. Thus
Lorimer who might have developed an original talent
Hi. 'Little Lyrics': the Applied Art of Phoebe
to rival Mackintosh was, like Burrell, taken over by
Traquair (1852-1936)
the acquisitive tastes of the collector, which led him
Elizabeth Cumming
to design buildings aristocratic in tone to match such
rich contents, and to the development of his very
It might have been expected that Phoebe Traquair,
impressive but backward looking Grand Manner.
trained at the Dublin School of Art and equipped
with an enthusiasm for medieval manuscripts, should
v. The decorative work of Robert Burns (1869-1941)
become a leading artist in the Celtic Revival in
Edinburgh in the 1890s. The media in which she
Martin Forrest
worked — mural painting, embroidery, manuscript
This was a 'work-in-progress' paper dealing with an
illumination, bookbinding and enamelling — and her Edinburgh artist's decorative work from his early
involvement with Glasgow designers in the 1890s, his
devotion to an essentially narrative pictorial style
bound her closely to Arts and Crafts developments in association with Sir Patrick Geddes' and Sir Rowand
Anderson's efforts to educate and promote designers
England. By the 1890s, however, her principal
interest lay in the exploration of colour and form as at the turn of the century, to his increasing interest in
primary qualities in artistic creation and appreciation. commercial designs in the 1920s. The paper
concluded with a look at Burns's little-known late
This, together with a broad interest in art matters
illustrations which, in themselves, form an excellent
past and present, kept her from purely Celtic
summing up of his ability to arrange colour and
iconography and design. Only in her interest in
17

design within his own derivations of traditional
decorative work.
vi. The Dovecot Studios — the early years of Scottish
tapestry

Joanne Soroka

but the original spirit and basic techniques remain the
same as those employed in the early days.
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Art and Politics in German Modernism
Organiser: Irit Rogoft

The Dovecot Studios were founded in 1912 by the
fourth Marquess of Bute at Corstorphine in
i. Der Sturm: The Aesthetics of Politics
Edinburgh. The first two master weavers were John
Helen Boorman
Glassbrook and Gordon Berry, both of whom came
The 'Expressionist' magazine Der Sturm, edited by
from William Morris's tapestry workshops at Merton
the composer and polemicist Herwarth Walden, is
Abbey. The other original employees were W.G.
generally classified as one of a non-political or
Thomson, organiser and director; Skeoch Cumming,
a-political tendency, in spite of Walden's increasing
resident designer; and four local boys who were hired
commitment to a form of romantic Soviet
as apprentices.
Communism after the first World War. Promotion of
The purpose of the studios was to weave tapestries
new European art and of theoretical modernism
for the many Bute family homes. I t was an entirely
seemed to exclude the necessity for explicit political
private concern with no tapestries ever being offered
goals. This interpretation is, however, dependent
for sale. The studios were purpose-built with a
upon the conflation of the notion political into that
weaving studio and a drawing studio, both of which
of party-political and it is possible to see the aesthetic
had large north-facing windows. Looms were also
orientation of Der Sturm as a deliberate sublimation
constructed.
of social and political grievances, and the reification
The spirit of the place was derived from William
of a transcendent idealist politics which ignored the
Morris's ideas and those of the Arts and Crafts
economic and social realities of Wilhelminian
Movement. The cooperation between artists and
Germany, fostering a reliosity and mysticism
craftsmen was the key. Fourteen-year-old boys were
subsumed within the ideology of artistic revolution.
hired on the basis o f their portfolios and learned
As such the journal substantiated what amounted
drawing and design, as well as weaving. The weavers
to a metaphoric political rhetoric involving a series of
and apprentices were on salary and earned between
displacements which operated on the level of
£2.12s. and £3 per week, an excellent wage for the
opposition; natural/cultural, political/aesthetic and
time.
social/psychological, and in this way offered a
The first tapestry was to be woven was called 'The
counter force to actual political impotence and a
Lord of the Hunt' and depicted the kill at a highland
means of deflection for the reforming zeal.
stag hunt. I t was an enormous piece of 13'3" high by
The theory of cultural regeneration exploited by
32'4" wide and was finely woven with much detail.
Sturm discourse provided a means of avoiding contact
The loom was prepared by winding lengths of
with collective, institutional forms of social
warp yarn around the lower beam. The painting was
participation in a celebration of the individual,
drawn up to scale in sections, then reversed, as the
creative
artist,
set
apart,
with
a
unique
soul
and
a
weavers worked from the back of the loom. This
unique status in society. Sturm aesthetics, similarly,
scaled-up drawing is called the cartoon and is the
required faith in the concept of a new artistic
blueprint from which the weavers work. The weavers
language, which, it was hoped, would facilitate a
used mirrors to see the face of the tapestry.
complete break with the old order; from the values
When warping was completed, the first sections of
and ideals of Imperial Germany, its militarism,
cartoon were pressed against the warps and the
entrenched hierarchy and myopic nationalism. The
outlined shapes were inked onto the warps. These
intrinsic features of a German modernist ideology,
outlines were the guides for the shapes to be woven,
irrationalism, mysticism, primitivism,
while the original drawing was the guide for the
non-representation assisted in the formation of an
colours. The palette in those days was only sixty
abstracted sensibility which became manifested
colours and wool and silk were the materials used.
within a framework defined by non-empirical
The style of tapestry of this time is typified by
experience and paralleled by an aesthetic which
two particular techniques — arras and hatching. Arras emphasised the autonomy of art and regarded the
means that all the principal figures are outlined in a
artistic act as the equivalent to, and not an imitation
dark colour. Hatching is a technique used for shading
of nature. The dynamic quality of art as act
in which teeth of two or more different colours fit
strengthened the ideal of cultural renovation in the
into each other.
place of political intervention in which the identity of
When the First World War broke out, all the
the artist is constructed as leader, set apart from the
weavers and apprentices were called up or enlisted,
mass the leader guiding the herd. As such the
and the Studios were consequently closed between
alienation of the artist was to become in effect a
1916 and 1919. The two master weavers were both
point of vantage, as observer and reformer. The new
killed in action, but the studios resumed operation
man of Expressionism was the poet, prophet,
with one of the apprentices being appointed head
mediator between the empirical and the
weaver and three new apprentices joining the original
transcendental.
four. 'The Lord of the Hunt' was finally completed in
One of the distinguishing features of this ideology
1924. It has taken 10 years to weave. It was hung,
and still hangs, in a splendid hall at Mount Stuart, the was its conviction in the historical inevitability of
change, not through a Marxist-type class struggle, but
ancestral home of the Marquess of Bute, on the Isle
through the event of cultural regeneration, and its
of Man.
unquestioning and optimistic confidence in the
Today the Dovecot Studios are called the
humanity of this vision.
Edinburgh Tapestry Company. Modern tapestries,
often designed by well-known painters, are produced,

The politics of Der Sturm must, as such, be
criticised as not transcending the ideology of antibourgeois idealism.
An investigation of Der Sturm which utilises the
paradigm of an aestheticisation of politics rather than
the opposition radical/reactionary familiarised by
Lukacs and Bloch in the infamous Expressionist
Debate allows for a recognition of the metaphoric
structure of Sturm political ideology and of the
mechanism of displacement which obscures that
political expression.

for the figures within but also one for the mind of the
beholder thereby stressing that the artist can no
longer subordinate the world to his own will.
The strangled man on the table is certainly the
artist himself, and his pose is based on that of Christ
in several 15th century Pietas. Beckmann and his
family are being tortured, raped and wrenched apart
by the representatives of the two warring factions of
German public life, the bourgeoisie and the proletariat
represented in the two figures of the torturers.
Through the horrors of the personal and public
experience of war and its aftermath Beckmann arrives
at a concept of life as a preordained drama the
acceptance of which will also bring endurance.

ii. Max Beckmann and the 1st World War - 'Die
Nacht'
Matthias Eberle, Kunsthalle, Berlin
Max Beckmann's 'Weltanschaung' was tragic from the iii. Berlin Dada: art politics of the left
Martin Gaughan
beginning. The subjects he painted were violent ones
The paper discussed artistic programmes which were
from early on: Battles and the fight for survival
supportive of the various positions on the German
predominate in catastrophies like the big earthquake
left in the years immediately after the November
of Messina in 1908 or the sinking of the Titanic in
revolution of 1918. The major issues involved centre
1912. As a young man he had read Nietzsche, whose
theory of life as a tragic cycle of birth, struggle, death around the relationship of artists on the left to the
bourgeois tradition and what the nature of an
and rebirth repeating itself over and over had
influenced him deeply. Henceforth the image of a big effective intervention might be by artists sympathetic
turning wheel, be it a ferris wheel or an orb, became a to the broad programmes of the political parties in
terms of iconography, medium, material treated. The
constant element of his pictorial language.
major focus was the work of the Dada artists in
When the 1st World War broke out Beckmann
Berlin, but some consideration was also given to the
called it the greatest national catastrophe and yet he
artistic stance of the Novembergruppe.
could not but be fascinated by this tremendous event
One of the earliest confrontations concerning the
and the new experiences it offered to the painter — ' I
saw fabulous things . . . there was a dimly lit trench in debate over tradition was occasioned by the attack on
Kokoschka by Grosz and Heartfield, 'Der Kunstlump',
which stood half dressed men, their bodies were
covered in bloodied white bandages, their expressions published in Der Gegner, 1920, where they described
bourgeois culture as an impediment to proletarian
transcending in pain, new visions of Christ tortured'.
advance. The critic of the official Communist Party
The enormity of this vision and its inevitability
(KPD) newspaper, Gertrud Alexander, accused them
brought about a physical and mental breakdown and
of 'cultural vandalism', claiming that the art of the
in the summer of 1915 Beckmann was released from
early bourgeoisie presented no danger to the
the army.
'proletarian soul'. Her response and replies to it were
In his painting Die Nacht Beckmann is not only
commenting upon his experiences during the war, but indicative of the different perceptions factions on the
left had of the relationships between artistic
also on the events in Germany during 1918-19. As he
production and politics: centralised parties (SPD,
was beginning work on this painting the Western
KPD) were for tradition; decentralised, spontaneist
front collapsed. In Kiel the sailors revolted and the
parties (the Communist Workers Party — KAPD and
Kaiser abdicated and went into exile in Holland. In
various Anarcho-Communist factions), supportive of
the streets there was civil war, hunger and epidemics
government through Councils, were against tradition
— the old world was collapsing and the new world
and sympathetic to experimentation and Proletkult
was experiencing a painful birth. At the end of the
ideas. Members of these factions argued that although
war Beckmann stated 'We must participate in the
the objective conditions for revolution were present
total misery that will follow. We must give up our
'the evolution of the self-consciousness of the
hearts and nerves to the gruesome scream of pain felt
German proletariat — was to some extent subject to
by poor and disappointed people . . . We must give
people a picture of their fate and we can only do that the superstructural constraints of the bourgeoisie or
petit-bourgeoisie'. This was a position with which the
when we love them'.
Dadaists in general were in agreement.
The artist is now going to sacrifice himself, to
In order to deal adequately with the aspirations of
expose himself to life, whereas his programme is
these manifestations two theoretical structures were
similar to what it was prior to the war, now it will be
introduced at this point in the paper. Firstly the
revealed to a world grimly changed. He is no longer
conceptualisation of artistic production in terms of
the designer who arranges the struggles and the
the 'representation of politics' (e.g. Grosz's
suffering of others but is now personally affected.
representations of repressive state apparatuses of
With religious fervour he plans his own sacrifice for
military and police) and the 'politics of
this new mission and The Night is Beckmann's
representation', those discourses of power which are
Golgotha. What we see here is a new kind of figure
instrumental in producing and reproducing the
painting compared to the earlier disaster
compositions. Instead of the powerful figures we have ideological sites necessary for the maintenance of
state authority (e.g. Hausmann's theorising on the
ungainly marionettes arranged in a scene of great
formation and status of woman in patriarchal society,
brutality. The concept of space is also altered, here
Hoch's images; or the general Dada attack on the
the figures are confined to a small and crowded room
bourgeois conception of possessive individualism,
whose parts are integrated and intertwined with each
specifically the myth of creative genius).
other: there is no longer any logic of linear and
spatial perspective. This is not only a torture chamber
19

v. Signs of the times
John Willett
It was in middle Europe during the 1920s that the
arts seemed most clearly to be signs of the times, i.e.
perceptibly linked to social and political events.
Nowadays the art of that decade is not only
undergoing a revival but also finding echoes in the
work of younger artists in many countries. Does it
still provide signs of the times, and if so which times:
the 1920s or the present day?
At its centre lay three interrelated German
movements: Expressionism, Neue Sachlichkeit and
the militantly political art that evolved from those
two. Before the Second World War all three were
commonly despised and disliked in the UK, where
avant-garde art movements were only acceptable if
they had been approved of in Paris. Bloomsbury,
whose standards reigned till the 1950s, did not much
iv. Naturalism and Constructivism: Two Models in
like modern German culture. Nor did the Nazi rulers
Cultural Theory
of Germany itself. So from 1933 to 1945 that culture
Julian Roberts
seemed quite dead, and nothing was less likely than
Art theory often relies on a dichotomy between
that it should ever influence British Art.
representational and non-representational art. This
paper suggested that such a dichotomy is not useful,
Yet already in the 50s a revival was under way,
and appeals instead to a differentiation in terms of
starting with pre-1914 Expressionism, and although
art's capacity for practical intervention. The opposing this was due primarily to the younger Germans' own
models were termed 'naturalism' and 'constructivism'. curiosity about this recently barred subject, it quickly
The question of art's 'representational' status is, from spread to England too. There was a new affinity
this perspective, secondary. This is an approach of
between postwar Britain and the Germany of the
Walter Benjamin's analysis of allegory, as found both Weimar Republic, and it could be seen in all kinds of
in Origins of German Tragic Drama, and in his studies instances, some superficial (like black leather
of Baudelaire.
garments and Brechtian haircuts), others more
profound (like sexual openness and graduate
'Naturalism', in the specific sense in which it was
unemployment). As the New Musical Express has
used in this paper (but cf. e.g. Brecht's definition)
designates the kind of artwork which views existence noted, our earlier fascination with the trappings of
as a fades hyppocratica, a death mask, which has lost Nazism has been overlaid with a new enthusiasm for
Expressionism, Neue Sachlichkeit and political art,
its animating soul, perhaps irrevocably, to a Beyond
till we had Dame Edna Everage speaking of Neue
of some kind. The imagery for this can be either
representational or non-representational. An example Sachlichkeit and David Bowie playing Brecht's Baal
on BBC TV.
of the first case would be Charles Meryon, of whose
'Views of Paris' it was written that they evoked 'the
The merits of the German art of that epoch seem
impression of a life which had expired . . ., which has clear. It looked forward not back, it wanted to be
died, or is about to die'. (Quoted in Benjamin, GS I
intelligible, it used the formal language of the modern
p.592). Meryon's highly detailed representations of
movement, yet it played down 'originality'. And it
Paris are associated with an almost pathological
was part and parcel of a wide human culture based
interest in the mysteriously significant and allegorical. largely on socialist principles. Many of its
innovations therefore can act as models for today,
The non-representational variant of this, it was
argued, is to be found in German Expressionism and while its final phase (c. 1929-33) produced works and
its offshoots in Russian Suprematism. Worringer, for artists that have recently operated most stimulatingly
example, speaks of Gothic art's 'spectrally heightened on those now interesting themselves in political art;
think only of Grosz, Brecht, Heartfield, Piscator,
and distorted actuality', and comments 'behind the
Hanns Eisler. These, not the corresponding Russian
lifelessness of a thing [lurks] an uncanny, ghostly
avant-garde — not even that of the early 1920s before
life'. This became the theoretical justification for an
Socialist Realism had been thought up — are now
abstract art, such as that of Malevich, who wrote of
seen as the agitprop classics. But how far can even
'annulling' the object as a pictorial framework in
they be treated as relevant to our times?
order to engender the 'actual representation of
infinity'. The attempt to transcend objectivity, which
Instructive as this whole culture remains, it is no
Benjamin's discusses at length in his account of
panacea to be thoughtlessly applied. Too much has
allegory, is equally present in Meryon and Malevich.
happened to the attitudes and assumptions on which
Objectivity, from this viewpoint, can never be more
it rests. The claims of modern architecture, for
than a fades hippocratica.
instance, as believed at the Bauhaus, now meet
By contrast, constructivism uses abstraction in an scepticism; the Utopian elements in socialism and
Marxism — captured by Ernst Bloch in his The
entirely different way. Constructivism rescues the
art object from being 'merely' referential by making Principle of Hope — just seem old-fashioned. Even
it, qua object, a practical element of social existence. Lukdcs may have lost hold of his faith in the
picture, as most emphatically did Grosz; yet without
For Constructivism itself, of course, this meant that
it satire and social criticism become pointless. Above
art had to leap down from the easel and enter the
all we know that the arts of that time were a political
realms of design, advertising, architecture, and the
utilitarian. In Rodchenko's words, 'Objects acquire a failure; they preached to the converted and could not
meaning as elements of social existence. They belong keep Hitler out. Their revival, may be a sign of our
unease and our need. But the motor which powered
to human society as its technical system which
them cannot be wound up again.
organises the working process'.

Secondly, Walter Benjamin's ideas on 'the author
as producer' were used to emphasise montage as a
practice which attempted to place itself within the
relations of production of its time; concerned with
the artistic technique of works, Brecht's
'Umfunktionierung'. Having thus established some
criteria for a realistic appraisal of artistic intervention
the work of the Dadaists and some Novembergruppe
artists was looked at and readings proposed within
the historical context. It was argued that the
concerns articulated by the Dadaists were more
effectively related to the historical moment,
contrasting these with the meliorism and utopianism
manifested by some Novembergruppe artists,
mediated through modernist formalism (Cubism,
Futurism, Expressionism).

vi Anselm Kiefer - The Painter's Atelier
days (who is there of such genius that they can afford
to stay really anonymous?). Thus Kiefer dons the
Jurgen Hart en, Kumthalle Dusseldorf
costume
of
trivialised
genius
to
head
an
attack
on
the
The paper dealt with the development of German
exaggerations
of
innovation
theory.
He
invents
painting in the 1960s and 1970s as a context for the
nothing,
he
says,
but
rather
works
only
with
what
is
work of Anselm Kiefer. The following are examples
already
present.
His
memorials
for
the
unknown
of the detailed discussion of several themes in Kiefer's painter celebrate once more just that genius - in
work.
negative terms — that Adorno gave up for lost.
Tomb of the unknown painter
Germany's spiritual heroes
The precarious comparison of the painter with the
unknown soldier occurs for the first time in this
After the Christian and legendary Germanic
'harmless' winter landcape. It belongs to that
interpretation of the wooden room, now the view
category of war ideology so exploited by Kiefer
through the history of bourgeois ideology. The
and is only to come to full fruition in 1982, in a
painting reflects no programme (as did the Preseries of memorials to the 'unknown painter'. Were it raphaelite Manifesto of 1848 with the names of
not for the inscription, the painting itself would
famous artists, philosophers and religious founders,
hardly be more than a personal, poetic reminiscence
with Jesus at their head, for instance) and therefore
of a trivialised romantic subject (such as CD.
cannot be compared to any existing Valhalla
Friedrich's 'Graves in Snow'). A similar painting with ('Valholl' in Norse mythology was the palatial hall
a tombstone instead of the wooden cross with its
in which Odin or Wotan received slain warriors;
suggestion of hurriedly set up soldiers' graves, is
thence, too, the name of the 'Hall of Fame', which
called 'Solveig's Grave' (after Ibsen's 'Peer Gynt').
Ludwig I of Bavaria commissioned Klenze to build
Only the inscription suggests the meaning of the
near Regensburg in the style of a Doric temple, 1830picture. The verbal communication of meaning is a
1842). What the title most invites, however, is
process as frequently met as it is banal (in 1969 on
comparison with anthologies of a particular kind,
the occasion of a discussion on art and democracy,
especially German nationalist ones; yet Kiefer's
Bazon Brock built an 'Architectonic Landscape' by
selection of heroes is governed by autobiographical
do-it-yourself techniques, out of scrap wood; the
whimsy. From the left backwards and thence back to
writing on the components identified them as such). the front right, the picture cites Richard Wagner,
What matters is the quality of idea in relation to the
Joseph Beuys, Caspar David Friedrich, Frederick II,
degree of currency (conveyability) of the image. It is of Prussia, Robert Musil, Hans Thoma, Theodor
part of Kiefer's artistic credo to see how far this can
Storm, Nikolaus Lenau, Mechthild of Magdeburg,
be stretched or the means to achieve it reduced.
Arnold Bocklin, Adalbert Stifter, Josef Weinheber
Trivial models are particularly suited for the
and Richard Dehmel. A precursor to citations of this
conceptual interpretation because in their general
kind is Kiefer's book Heroic allegories of 1969, in
validity they are as durable as they are abstract. On
which the nomenclature, here not restricted to the
the other hand there is the elemental. In a third
German mind, comprises Caspar David Friedrich,
comparable painting can be read the words 'horror
Gilles de Rais, Dollmann, Klaus Kinski, Madame de
vacui', as if the snow falling had taken on the guise of Stael, Ludwig II of Bavaria, Hesiod, Ernst J linger,
Nature's act of painting, covering all, keeping off the Jean Genet, Schopenhauer, Joseph beuys, Richard
freezing death. But this is not to say that paintings
Wagner, Joan of Arc, Adolf Hitler, Job, Elisabeth of
like this are only illustrational equivalents of the
Austria, Marianne Alcoforado and Jason — irony
meaning the words convey. Kiefer is a two-component often impelling him to throw in unknown names or
technician (and is fond of citing alchemist sources).
to choose according to the sound of the words. But in
Frequently he lets otherwise finished paintings wait
this painting Kiefer adopts the concept of a Valhalla,
for a word, less frequently leaving a word to search
casting irony on the spirits of the educated middlefor a picture. In every case the writing ends up as part class Memorial by the same means as he employs to
of the painting and is as significant for the how and
celebrate them — in an abstract theatrical manner, a
where of the latter as are composition and the
somewhat grotesque blend. In real terms the panel
physically present materials standing in their own
painting is as extended in width as the stage-set-like
right. All this together culminates in that object
prospect is in depth through its central perspective.
called 'picture' that the viewer sees in front of him. It The lines of writing are more or less adapted in
is only under this premise that the artist has any
proportion to the perspective of the space so as to
prospect of success in conveying as one of the
lend the heroes, or rather, the aura of their names,
contradictions between a conceptual proposition that some vague presence — while the similarly imaginary
fires the imagination and a painting that aspires to
flames burn to honour those thus called up. What
model visualisation, and still have them 'occupy' the
Kiefer represents is the mise-en-scene of a cultic
recipient as the disparates they are. The twodimension of art. The pictorial type begun with
component technique aims at the central nerve of the Father, Son, Holy Ghost has found its conclusive
paradox. The comparison of the painter with the
form in this meta-studio.
unknown soldier through the example of a romantic,
trivial subject casts the concept of genius in an ironic Research Papers 10
light. The catastrophe unleashed through the German
susceptibility to megalomania is good reason to take British Art and Modernism
leave of artist-mania too. Should the heroism of the
Organiser: Martin Hammer
artist not rather be compared to that of the
anonymous hero than to the heroes themselves?
i. 'Conservative' art criticism in the 1920s
Kiefer knows better than to fall for his own irony.
There are so many painters, he comments soberly,
Nigel
Halliday
that it is impossible to know anywhere near all of
them; whereas nobody stays 'undiscovered' long these The 'conservative' critical position has generally been
left somewhat vauge, and the strands within it
21
undifferentiated, in the writing of the history of 20th

century art. This paper worked towards a clearer
understanding of one area of 'conservative' thinking,
through discussion of the art criticism of the art critic
in The Times, Arthur Clutton-Brock, between 1918
and his death in 1924. It established the roots of his
thinking, found both in Ruskin and Morris and in a
form of philosophical idealism, and related these to
attitudes shows in his art criticism. Particular attention
was paid to his response to modern European art
exhibited in London at the time.

ii. Modernism and Tradition in the 1920s: the
example of Edward Burra
Andrew Causey
The paper looked at the early work of Edward Burra
and its relationship to modernism on the one hand
and tradition — especially in the 18th century — on
the other. It examined his relationship to the art
world of London and Paris and suggested that his
sense of the modern as continuous with the past
rather than a reaction against it is close to the spirit
of the time.
iii. The AIA and the Problems of Realism, Art and
Society
Toni del Renzio
The thirties were marked by a widespread obsession
with facts, shown in the rapid growth of photojournalism, documentary film, 'living theatre'. A
polarisation in politics gave the Communist Party
wide influence. This was reflected in the arts by the
Artists International founded by Clifford Rowe and
Pearl Binder. From the outset Anthony Blunt was its
chief spokesman having been introduced to
Communism at Cambridge. Quickly a line on realism
developed. Daumier, Courbet, Dalou. There was a call
for realism from contemporary artists.
The denunciation of 'modernism' paralleled that
of the reactionaries and Blunt even proposed to look
again at the works on show at the Royal Academy.
Picasso's Guernica was dismissed. A long-running
debate with Herbert Read began and centred largely
on that painting.
The AIA, as it became in answer to Comintern
directives, tended to pursue a policy of realism
though it opened its membership to artists of varying
persuasions. Its founder members were nearly all
members of the CPGB and some of them hired by the
Comintern, Rowe and Slater certainly, possibly Peri.
Many were designers and commercial artists.
The first public manifestation was an exhibition,
The Social Scene, in the autumn of 1934. The
presence of Eric Gill gained the show much attention,
while the participation of Moore, Nash and Burra
attracted new members, among them William
Coldstream. This led to the adoption of the term
'social realism' rather than 'socialist realism' and for
many of the artist members this allowed a freedom
from direct political statements in their works.
With the help of the Comintern, the 1935 show
was altogether a bigger affair with international
participation, Artists against Fascism and War. It was
accompanied by the publication of Five on
Revolutionary Art in which Read.'s essay was most
engaged with a form of Marxist aesthetics.
The Spanish Civil War became a cause that
spanned any difference between members with the
entry of the Surrealists. The discussion of realism
became rather a debate with Surrealism which was
largely conducted between Blunt and Read. Blunt

and the realists were somewhat inhibited by Stalinist
developments in Russia which had left only Zhdanov
unscathed, among the writers on art.
Earlier in the Spring of 1937 the First British
Artists1 Congress and an exhibition of nearly a
thousand works, Artists for Peace, Democracy and
Cultural Development had been organised which
further moderated the political stance. An Artists'
Refugee Committee was formed and an exhibition of
modern German art was put on.
The decade had begun in Britain with a National
Government to defeat the Depression drew to a close
with the defeat of the Spanish Republic, the NaziSoviet Pact and disillusion. The decade ended in
Britain with a new National Government to defeat
the Nazis. The AIA became virtually unofficial war
artists after the Nazi attack on the Soviet Union
removed the dilemma.
The AIA was never to be the political organisation
it had planned and after the War Picasso's adhesion to
the French Communist Party removed realism from
the agenda in the west.

iv. The influence of Lucien Pissarro in England
John height on
When Lucien Pissarro moved to London in 1890 it
might have seemed that French Art had gained a new
promoter in England. With his knowledge of NeoImpressionism and as the son of a central figure in the
Impressionist movement, Lucien could have been a
useful source of support for English artists eager to
learn from the latest developments in French painting.
During the 1890s, however, Lucien was more
interested in pursuing his activities in the decorative
arts and he quickly became absorbed into Arts and
Crafts circles. He was also unsure about the direction
of his own painting. In several letters during this
decade he outlined the dilemma he faced between
following an Impressionist approach based on a study
of nature or developing the decorative and imaginative
aspects of his style. Oil painting eventually became a
minor part of his artistic output and after a period of
illness in 1897, Lucien abandoned this activity
altogether.
Lucien's interest in painting was not rekindled
until 1903, after the long awaited success of his hand
printed books had failed to materialise. In the same
year the death of Camille Pissarro deprived him of his
major artistic support and it is not surprising that in
his work after 1903 Lucien re-assessed the methods
and aims of his father. Lucien became firmly
committed to Impressionist aesthetics yet while many
of his paintings are closely related to the technique
and approach of his father, the younger Pissarro's
experience as a designer of books together with his
knowledge of Neo-Impressionism had a lasting impact
on his painting. Even in his most atmospheric and
luminous landscapes Lucien consistently highlights
the decorative qualities of brushwork, colour and
pattern.
Lucien was now more willing to become involved
with English artists. He joined the New English Art
Club in 1906 and the Fitzroy Street Group in 1907
and Lucien, who was always unsure of his talents,
seems to have thrived on the support and respect of
like-minded painters. Many of his contemporaries
testified to his influential role as a direct link to
Impressionism and Neo-Impressionism, yet as Sickert
later remember, Pissarro was also appreciated as an
original talent. These were qualities in his own work

which made it particularly accessible to artists such as
Spencer Gore and Harold Gilman.
A detailed examination of Gore's landscapes
painted between 1907 and 1910 reveals how his
study of Pissarro's technique helped him to reconcile
his feeling for light and colour with a concern for the
unity of the picture surface. The taut patterning of
Lucien's canvasses and his search for an overall
harmony of colour showed both Gore and Gilman the
possibilities of a more ordered and structured
approach while still retaining the ideal of truth to
nature. In this respect Lucien's work was an important
introduction to the Post-Impressionist concerns
which came to dominate developments in English
painting towards the end of the decade.
Lucien's period of involvement with progressive
artistic circles was relatively short. Although he was
initially enthusiastic about the Camden Town Group
he soon found that some of the members were
moving in directions alien to his own artistic position
and he eventually resigned in 1914. The doubts about
his own talents returned and it was left to the
amateur painter J.B. Manson to provide the aristic
prop which Lucien always seems to have needed.
Lucien Pissarro was only one of the more obvious
links between England and France during the early
twentieth century but when his vast theoretical
knowledge is added to the impact of his own work
one can begin to appreciate the position which he
held in the eyes of English artists and why Frank
Rutter could write that 'Pissarro was the master of us
all, the man from whom we could all learn'.
v. Irish Art in the Second World War: the coming of
Modernism
Brian Kennedy
Although many Irish artists studied in France and
Belgium in the late ninteenth century and knew
Modernism at first hand, the ideals of the Modern
Movement were slow to gain acceptance in Ireland.
Until the early 1940s the country's art scene was
dominated by the Royal Hibernian Academy, a
monolith of reactionary taste. Coupled with the
policy of nationalist-inspired isolationism pursued by
the government both politically and culturally, the
Academy managed to suppress almost all tendencies
towards Modernism. The Dublin critics, too, were
hostile to external influences which they considered
invariably to be attacks on the isolationist mood of
the country. Only Mainie Jellett and Evie Hone, who
had studied Cubism in Paris, tried during the 1920s
and '30s to educate the Dublin public in more
avant garde art but they, too, met with little support.
To many in Ireland, the adoption of a policy of
neutrality in 1939 presaged an ever greater sense of
isolation than they had already experienced; and yet,
as events unfolded, the war-years were a turning point
from the self-conscious early years of independence
to a feeling of a more certain identity and place in the
order of nations. The outbreak of war in 1939 forced
several Irish artists home from sojourn abroad and
their presence highlighted the aridity of the local
scene. Also, the arrival at the same time of several
English and other foreign artists who, from 1940,
exhibited together in Dublin under the name of
the White Stage Group brought the first examples of
surrealist-inspired painting to Ireland. The White Stag
artists were joined by several native Irish painters
including, from time to time, Mainie Jellett and Evie
Hone. As a group they espoused no common

aesthetic except, perhaps, a desire to express freely
individual ideals without, the restraints of academism
or other formal teaching. Their activities jculminated
in the Exhibition of Subjective Art, held in Dublin in
January 1944. The critic Herbert Read wrote the
catalogue introduction where he argued that the
works were 'representative of the latest phases of the
contemporary movement'.
But apart from the White Stag artists, those Irish
painters forced home from sojourn abroad in 1939*
also brought with them fresh ideas. While most of
them had occasionally exhibited at the Academy, as
the 1930s wore on their work was increasingly
rejected by its Selection Committee as a matter of
course. Eventually, frustrated by the Academy's
reactionary stance, they established the Irish
Exhibition of Living Art in 1943 as a sort of
Secession group. The Living Art exhibitions cleared
the air of much prejudice and let a new generation
speak for itself, unfettered by social ponvention, as
the Academy could never do. In a way, too, it
embraced the hopes of both those who craved for a
nationalistic art and those who looked only to
modernism. Within a few years of its foundation the
Living Art was regarded as the most important annual
Salon in Ireland, so much so that, with it and the
White Stag exhibitions in mind, the critic Stephen
Rynne could write, in 1944: 'Never before has art
made such strides in Ireland as it did in the last six
years'; while the writer Arland Ussher thought the
period 'may turn out to be one of the beginnings of
Irish Cultural History'.
vi. The Independent Group and Modernism in
Britain, 1951-1956
Anne Massey
The significance of the Independent Group has, until
now, only been assessed within the criterion of Pop
Art. This misrepresentative picture of the Group as
the precursor of Pop Art can be traced back to the
writing of erstwhile Group members in the early
1960s. Over the last twenty years this has led to a
construction and reinforcement of a whole
mythology of the Independent Group, which should
now be called into question. Recent research has
indicated that the Group members were just as
concerned with the question of Modernism in their
meetings, painting and writing as they were with Pop
Art.
During 1951 to 1956 Modernism was a central
• issue amongst British critics and artists. For many
Modernism was synonymous with the left wing,
international politics of the 1930s. The bulk of
British art and design criticism of the early 1950s
emphasised that the Modernism of l'Ecole de Paris
had degenerated intp decadent mannerism.
Concurrently, official bodies such as the Arts Council
and the Council of Industrial Design contributed
towards the construction of a national culture. This
was most evident at the Festival of Britain, when the
image of Britain as a rural haven of traditional values
was promulgated.
As a marked contrast the ICA management
relished the unpopular links of Modernism and
celebrated its achievements, with the hope that the
myriad of dissenters would be converted to their
viewpoint. Members of the Independent Group
gravitated towards the ICA as it represented the most
advanced cultural position in Britain. However, the
Group challenged the outlook of the ICA by
23

proposing that the achievements of Modernism
should be questioned and could be superceded. The
non-Aristotelean position adopted by Sigfried
Giedion in Mechanisation Takes Command (1948)
and D'Archy Wentworth Thompson in Growth and
Form (1917) contributed towards the Group's postModernism stance.
Whilst the Independent Group were meeting, the
ideology of Modernism shifted, from being a symbol
of radical politics to the symbol of American
globalism. This was a conscious move on behalf of the
American authorities, troubled by the Communist
threat in Europe. Hence, efforts were made by the
CIA and other Americans to ameliorate the image of
American culture in Britain. Such efforts were
particularly successful at the ICA, the most renowned
instance being the Unknown Political Prisoner
competition. Administered by the ICA, finance for
the event came from John Hay Whitney, who was
later to serve as the American ambassador to
Britain.
Much of the Independent Group's second session
was spent analysing American culture, whether it be
Abstract Expressionism or Hollywood films. The
Group Modernist dismissed the Modernist aesthetic
and proposed the Expendable Aesthetic as its
replacement. By this alternative criterion the
Independent Group were able to reach a new
understanding of the changed, Cold War, cultural
environment.
1

Museums and Galleries Group
The Museums Group considered the unsatisfactory
state of funding of university museums, recognising
that one of the difficulties was the extreme disparity
between them, in respect both of their constitutions
and of the role they play in universities and the wider
community. It was agreed that the AAH was an
appropriate body to concern itself with this problem,
since it brought together university and museum
people, and the Chairman, being himself the Director
of one of these museums, agreed to pursue this issue.
The Group also discussed the problem facing
museums in the metropolitan boroughs. It was felt
that the AAH could not be a very active force in this.
It was thought that the Art Galleries Association
could play a much more effective part, since they
represented the smaller museums and it was
important that the solution should not be tailored
exclusively for the larger ones.
Students Group
In its meeting, the Student Group acknowledged the
importance of the need for greater contact between
AAH students and agreed that it would actively
attempt to encourage more participation from its
members throughout Britain, wherever possible
establishing regional groups to promote AAH
activities within their areas. As a result of the
guaranteed financial support of the Association for
the forthcoming year, the student group hoped to be
more successful in stimulating student involvement in
the coming year. It was agreed that more publicity of
events and projects undertaken was needed and that
exploration of new channels of communication
should be investigated.
There was also an expression of concern about the
changes proposed in the light of the UGC letter and
the NAB report, especially with regard to the future
status of art history and its intellectual credentials.

There was a need for more information to be
obtained about the changeover from the Department
of Education and Science to the British Academy as
the body dealing with applications for post-graduate
fundings in Art History. Feelings of uncertainty and
insecurity were expressed about the long term
implications of this move.

The organiser of the AAH Conference, and the
Association as a whole, wish to acknowledge the
generous support of the Goethe Institute, London,
the Austrian Institute, London and the British
Academy.

ART HISTORY BOOK FAIR - 1984
The sheer dignified beauty of the Upper Library Hall
undoubtedly contributed to the success of the
Edinburgh Book Fair as did the valuable and
courteous help given by the University staff.
I have had a record postbag following the Fair
including a number of letters from satisfied
exhibitors and requests from Delhi, New Orleans and
Sydney to be put on the mailing list for future Fairs.
The mailing of thousands of invitations and
posters plus wide press coverage resulted in an
impressive lay attendance on both days. Of these
some 78% gave Scottish addresses whilst of the
remaining 22% who came from elsewhere, one man
who travelled from London told me he has attended
all five Fairs.
The Fair also attracted a number of Scottish
exhibitors from among whom I quote Roy O'Neil of
the Third Eye Centre, Glasgow who said Tt was
wonderful to exhibit at a Fair where it could be
assumed that all the visitors had an interest in art
publications'. As a result of this year's experience
Roy hopes to exhibit in London next year.
Peter Miller, representing the antiquarian
bookseller Ken Spelman, was pleased with his sales
and commented that the opportunity to meet such a
large expert market made the journey from York very
worthwhile. Peter and I have plans to expand the
antiquarian section of the Fair and would
welcome any enquiries or suggestions.
I am sure that we all appreciated the hard work
and expense demanded from all exhibitors who,
together, put on such a wonderful show in
Edinburgh. But our special thanks must go to Marita
von Schoeler and Sibylle von Hartz of PPA
Presseagentur, Munich, who organised the
magnificent display of 17 German and Austrian
publishers. Professors Martin Kemp and John White
were just two members among many who told me
that not only was such a display unique in the UK
but that they had made full use of the opportunity to
make purchases. I am sure that these overseas
exhibitors appreciate fully the chance to show their
superb publications in a situation where both short
term and long term benefits are inevitable.
On a lighter note my thanks to the National Art
Collections Fund whose stand personnel, not only did
a first class job in promoting their cause, but whose
Treasurer, Michael Robertson organised a sweepstake
on the Grand National which was enthusiastically
over-subscribed. Marita von Schoeler drew the
winning horse so we can confidentally expect to see a
German-speaking stand at next year's Fair?

I would like to thank both personally and on
behalf of the Association, the members of this year's
Advisory Committee who gave generously of their
time and expertise and resolved several thorny
problems.
Pamela Courtney

that teachers from local schools could be invited to
participate in the session.
Claire Hughes (who has gone to Japan), Richard
Tyler, Pat Turner, and Berenice Goodwin have all had
to withdraw from the Sub-Committee. Their
contributions as members have been much
appreciated. Hilary Grainger, Christopher Webster,
Peter Cunningham (who is to teach in a primary
SUB-COMMITTEES OF THE ASSOCIATION
school in 1984-5), and Howard Hollands (in charge of
Art at Holland Park Comprehensive School) have
School Sub-Committee
been nominated to replace them. The important
At the 1984 Edinburgh Conference, the following
matter of liaison with the other sub-committees is
initiatives were reported:
being actively pursued. In particular, the possibility
1. The Sub-Committee had organised a day
of a joint Polytechnics/Colleges/Schools conference is
conference at the Victoria & Albert Museum on
Wednesday 30 November, 1983. (An account of the being considered.
Tony Dyson
conference was given in the Bulletin of February,
Chairman, Schools Sub-Committee
1984. It is expected that a full report will soon be
ready for distribution to attenders. Others interested Department of Art and Design
Institute of Education
in receiving a copy should write now to the
undersigned, enclosing a cheque for £1, made payable 20 Bedford Way, London WC1H OAL
to the AAH)'
The Schools Sub-Committee of the AAH works to
2. A second in-service course for teachers has been
foster the alliance of practical and theoretical studies
launched, following the successful pilot project in
in Art and Design as well as encouraging the study of
1982-3. This time, the course is being run in
collaboration with the ILEA Art Inspectorate and the Art and Design History as a discrete academic
discipline. With these dual objectives in mind we seek
University of London Institute of Education. It is
to dismantle the concept of a single approach to the
again entitled Art History and Criticism in Schools.
theoretical study of Art and Design in schools and we
Participants are mostly teachers of art in ILEA
schools, and visiting contributors have so far included: seek also to promote recognition of the crossTim Benton, of the OU; Pierre Rouve, of the Institute curricular applications of the study of Art and Design
of Education; Alistair Smith, of the National Gallery; History.
Among various steps taken recently in furtherance
Mary Ann Stevens, of the Royal Academy; Aileen
of these objectives, the sub-committee has organised
McKenzie, of the Oxfam Education Centre; Joe
conferences and in-service courses in London in
Connolly and Charlie Salter of the ILEA Art
collaboration with the Institute of Education, ILEA
Advisory Service; Norman Binch, ILEA Staff
and the Victoria and Albert Museum. However it is
Inspector for Art; and Rod Taylor, Director of the
apparent from the number of enquiries that have
Schools Councl/Arts Council/Crafts Council Critical
reached us that there is a crying need for a 'clearing
Studies Project. It is intended that one of the
house' through which particulars of similar activities
outcomes of the course is to be a resource-book for
taking place elsewhere in the UK can be made
teachers. It is envisaged that this will contain some
available to art teachers and other interested parties.
discussion of educational principles, proposed
To meet this need the sub-committee is investigating
teaching methods, sources of help and information
the feasibility of issuing a booklet that would provide
etc. The book is to be produced in two stages: 1) a
i) a list of relevant in-service courses throughout the
draft publication, funded by the Gulbenkian
country and ii) a list of addresses of those bodies in a
Foundation, is to be tested in schools; 2) after
position to supply up-to-date information regarding
thorough revision, further funding will be sought to
local Art and Design History classes - at all levels enable national dissemination.
plus
details
of
local
conferences
and
workshops
3. The Sub-Committee is giving some preliminary
devoted
to
consideration
of
ways
and
means
of
thought to the possibility of a smaller-scale publication developing an interest in Art and Design History
listing courses and resources for teachers. The
among
children
of
different
age
groups
and
diverse
feasibility of such a venture is being investigated by
academic
disposition.
Iaeleen Gibson-Cowan.
During subsequent discussion, the following
Information and responses of all kinds are
matters were raised and explored: the place of
welcomed. Please send to:
History of Art in the proposed new single system of Ialeen Gibson Cowan
examining at 16+; liaison with teachers in other
Faculty of Art and Design
disciplines; the design of GCE examinations in
Gwent College of "Higher Education
History of Art; the provision at Leeds Polytechnic of Clarence Place
day courses for pupils studying History of Art for
Newport, Gwent
GCE; the provision of similar courses at the Ulster
Museum; plans at North Staffordshire Polytechnic to Membership of the Sub-Committee
publish dissertations and other material produced by Peter Cunningham (primary school teacher)
teachers on a current two year part-time in-service
Ialeen Gibson-Cowan (Gwent Institute of Higher
course; and, finally, copyright problems which might Education)
be encountered hrreproducing certain types of
Hilary Grainger (N. Staffordshire Polytechnic and
teaching material.
AEB)
It was agreed that the organiser of the 1985
Howard Hollands (Holland Park Comprehensive)
London Conference be approached and asked if the
Frederick Palmer (ILEA Art Inspectorate)
Schools session might be timetabled separately, so
Ronald Parkinson (V & A Museum Education
that all interested may attend. It was also suggested
Department)

Gerald Porter (Northampton Adult Education
Centre)
Roy Prentice (County Art Adviser, East Sussex)
John Reeve (British Museum Education Department)
Christopher Webster (N. Staffordshire Polytechnic)
Pamela Wright (The Mount School)
John Allitt (Camberwell School of Art, co-opted for
the current in-service course).

Student Sub-Committee

One of the purposes of the day would be to make a
speculative proposal about what an art historical BA
could be. Anyone interested in helping, please
contact the Committee.
3) Summer term 85 in Manchester — where students
'North of Watford Gap' will have the opportunity to
meet and discuss topics of mutual interest. Proposed
subject of debate will be 'Art Galleries & Museums
and their role in the construction of a history of
Art'. Offers of help, suggestions and contacts will be
gratefully received by Brian O'Callaghan, University
of Manchester.
4) Meetings are now going ahead to discuss the
imperialism and colonialism implicit within a lot of
traditional Art History, such as how 'primitivism' is
handled and concepts of nationalism. It is hoped
these will result in a conference in 1985. Any
suggestions from people interested in this area would
be very welcome. Contact: Caroline Osborne through
the Committee.
Another possible event or series of events would
be to take the subjects of the morning lectures, such
as Marxism or Feminism, and extend the discussion
of the theoretical stances involved by presenting
different applications of the theories in relation to
empirical and historical examples. This would be
designed to test the utility and value of positions
which often seem rather abstract and apparently
unrelated to art history. Contact: Jonathan Harris
through the Committee.

The Teach-In' The New Theory and its Impact on
Art History was held on 5 May at the Polytechnic of
Central London. The event attracted a large and
diverse audience estimated at around 170 people who
came to hear introductory presentations on Marxism,
Feminism, Structuralism and Semiotics, Psychoanalysis and Film Theory. Reading lists 'for beginners'
had been prepared to accompany the presentations
and copies are still available on request from the
Committee (SAE please). A wide range of workshops
was held in the afternoon covering discussions on
'Media Images of Greenham Women', image &
Subjectivity', 'What is Architectural History', 'Word
& Image'in 19th& 20th century Art', 'Representation
of Colonial Peoples', '19th century Landscape: the
Locus of Realism', 'Mildred Pearce: A Film Analysis',
'Semiotics and Medieval Art', and 'Censorship
between the Wars'. The general consensus seemed to
be that the day had been productive both in terms of
attempting to explain difficult theoretical positions
Art Historians Against the Bomb
and in subjecting them to a searching empirical
At the recent Association of Art Historians
critique. The plenary session held at the end of the
Conference, a number of art historians among the
afternoon broached questions about the social
student group expressed concern that a professional
relations of education and about the particular
organisation has not yet been established to address
problems which confront students of Art History,
nuclear issues. It was proposed that a group should be
both in academic and more general terms.
set up to collate data on the government's plans to
The following students volunteered during the
save the national's cultural heritage in the event of
plenary to attempt to arrange local reading groups:
attack; to expose the sponsorship and funding
Midlands Group: Nick Mirzoeff, History of Art Dept, nuclear
of art exhibitions by the armaments industry and
Warwick University
compile
material
relating
to
these
issues.
East Anglia & Cambridgeshire Group: Louise
We are shortly to hold our first meeting. All those
Durning, History of Art Dept, Essex University
North West Group: Brian O'Callaghan, History of Art interested please contact: Anne Barnard, c/o
University of Essex, History of Art Department,
Dept, Manchester University
Colchester, Essex.
Would all those interested in participating, please
contact the organisers direct. If anyone else is
Membership of the Student Sub-Committee:
interested in attempting to set up such a group in
Andrew Stephenson (Chairman), University of
their own areas, please let the Committee know in
Edinburgh
order that the initiative may be advertised in future
! Don Gillette (Secretary), Birkbeck College University
issues of the bulletin.
of London
Suggestions for Students' Group events for
Anne Barnard, Essex University
1984/5, are currently as follows:
Shularinth Behr, University of Manchester/Essex
1) Autumn term 84 in Warwick: a one-day event to Jonathan Harris, Middlesex Polytechnic
discuss contemporary Film Theory. Offers of help
Judith
Johnson,
Birkbeck
College,
University
of
and suggestions to Nick Mirzoeff of Warwick
London
University.
Barbara Lazczak, University College, University of
2) Spring term 85 in London: possibly 'The
London
Undergraduate Degree in Art History' — Students
Hilary Morgan, Courtauld Institute, University of
would have a chance to discuss their own
London
expectations, different teaching methods and course Caroline Osborne, Institute of Education, University
structures, and also to examine different ways in
of
London
which Art History and the supposed purpose of the
Art Historian is defined. The scope of Art History
Polytechnic's and Colleges Sub-Committee
training at undergraduate level would be debated:
Should it cover only the Fine Arts, or include the
The Association's underwriting of a Conference on
study of a wider range of cultural representations? or, 'History and Theory of Art and Design on studio
should it only be a part of a 'Cultural Studies' degree? based courses' at Middlesex Polytechnic on 16 March
The emphasis would be both practical and critical.
1984, together with the goodwill and organisational

Alan Stevenson, Bristol Polytechnic
Flavia Swann, North Staffordshire Polytechnic
Richard Tyler, Leeds Polytechnic
Art Historical Libraries and Visual Resources
Sub-Committee
New Technologies Update
This is the first of an intended regular feature
summarising recent developments in the applications
of computers to all aspects of art history and
documentation. However its objective of pooling
information can only be attained if members are
willing to contribute news of projects in which they
are involved. Details should be sent to the Editor of
the Bulletin.
What is apparent even from a hasty survey is the
wide range of current initiatives. Among the major
projects are three funded by the Getty Trust and
involving the Courtauld and Warburg Institutes.
Computerisation of the Courtauld's Conway
photographic collection is to start with the section
covering French architecture. If trials prove
successful, the pictorial content of the photographs
will be indexed according to the Art and
Architecture Thesaurus now in preparation in the
United States. A parallel project for the Witt Library
will eventually create a descriptive and iconographic
database of the 1.3 million reproductions of
paintings, drawings and prints, this time taking
American art as the pilot scheme and using the
Iconclass system of subject indexing. The Census of
Antique Works known to the Renaissance at the
Warburg Institute has been widened to include
material on ancient architecture recorded at the
Hertziana in Rome. This project, directed by Dr
Arnold Nesselrath, will employ a Plexus 25
computer with specially written software. All three
undertakings are autonomous, but their indexing
procedures and information retrieval programs are
intended to have an overall compatibility so that
search strategies can ultimately be linked.
The importance of machine and systems
compatibility was noted at the Microcomputer
Workshop held by the Museums Documentation
Association in April 1983. Interest in computerbased systems is now widespread in museums,
though tempered with a growing realism about their
limitations and possible pitfalls. Some use the
MDA's GOS system or at least follow the standards
and formats of its data record cards, such as those for
Fine Arts or Pictorial Representation. The Laing
Art Gallery in Newcastle is expecting to computerise
its records of the paintings collection by submitting
Membership of the Sub-Committee
data cards (including iconographic descriptors) for
John Bird (Chairman), Middlesex Polytechnic
processing by the MDA Computing Service. The
Clive Ashwin, Middlesex Polytechnic
visul arts holdings of the National Army Museum
Stephen Baker, Southport College of Art
have been catalogued in much the same way, as have
Malcolm Cook, Hull College of Higher Education
Theo Cowdell (Secretary), Sheffield City Polytechnic the collections of oil paintings and portrait engravings
at the National Maritime Museum. Computerisation
Katherine Crouan, Winchester School of Art
Dennis Farr (ex officio), Courtauld Institute Galleries of records of the Government Art Collection has been
found invaluable in keeping track of some 16,000
Martin Gaughan, South Glamorgan Institute of
items calculating in 700 buildings, though here the
Higher Education
system is independent, not using the GOS package.
David Green, Oxford Polytechnic
John Heskett, Ravensbourne College of Art & Design The MDA has however assisted in the creation of
computerised catalogue entries for the National
David Jeremiah, Department of History of Art &
Slide Library at the Victoria & Albert Museum, the
Design
National Galleries of Scotland, and — further afield
Adrian Lewis, Leicester Polytechnic
— the Marburg Institute archive on German art. As
Josephine Miller, Birmingham Polytechnic
part of its educational programme on automation it
Duncan Scott, Canterbury College of Art

expertise of Middlesex Polytechnic as provided by
Clive Ashwin and Jon Bird, encouraged a large
membership (c.l 10) to identify particular problem
areas.
Introductory papers were given by Andrew
Brighton (Oxford Poly) and John Heskett
(Ravensbourne College of Art & Design). Andrew
Brighton emphasised the need to know more of the
work of art; John Heskett was concerned about a lack
of resources for design history — particularly of
standard works.
The Conference workshops discussed the issues of
specialisation v generalisation; diachronic and
synchronic approaches to history; curriculum
difficulties in teaching post-war art and design
history; teaching methods and structures; women in
art and design education. A number of issues were
identified:
i) the relation of foundation to degree curricula
ii) the development of research skills
iii) the need to cater for ethnic minorities
(specifically in ILEA and Bradford areas)
iv) teaching Art and Design at school level
v) the special needs of design history and theory
vi) the need for papers on empirically-based
research
vii) the need for a description of current teaching
practices
viii) the urgent need for curriculum review
Recommendations of the Conference for the
Association's consideration were that:
a) the AAH should encourage an increase in the
percentage of women employed in Art and Design
education;
b) a further conference should include studio
staff. (T. Putnam has agreed to initiate a further
conference at Middlesex Polytechnic).
c) the AAH should actively encourage more
conferences and symposia concerned with work in
the Colleges and Polytechnics sector.
Given the current position regarding the
designation of theoretical studies such as History of
Art and Design or their equivalents within CNAA
resubmissions (b) was thought particularly important.
A major interest was shown in possible developments
in teaching methods and the wide variety of
approaches described by members. It was generally
recognised by the Conference that the discussion of
difficulties directly experienced in teaching was more
rewarding than an inspection of principles.
Malcolm Cook
Humberside College of Higher Education

has also recently published a practical booklet,
scholarly applications of the computer to art history.
Microcomputers in Museums (ed. by R.B. Light and It is hoped that a future Bulletin can report on this
conference.
DA. Roberts, MDA Occasional Paper 7, 1984,
Trevor Fawcett
price £6 to non-members).
In university art departments the Midlands seems University of East Anglia
to be setting the pace. At the University of Warwick,
where Dr Richard Morris has computer-coded the
The Universities
Gothic mouldings archive to permit comparison of
Although there is no subcommittee of the
moulding and building types (see Bulletin No 17), a Association for the Universities, other than the group
scheme is also envisaged to apply RAPPORT, a
which meets annually at the Association's Conference,
relational database, in the indexing of the slide and
it was felt that, arising from the general concern
photograph collections. Meanwhile at the University about Sir Peter Swinnerton-Dyer's letter to the
of Leicester a DEC Rainbow microcomputer is
Universities, a reply from the Association should be
helping to generate a catalogue of the Chantrey
sent. The summary which follows addresses itself to
material in a'form ready for publication. Employing such aspects of the questionnaire which were directly
the same machine plus a graphics board, Dr Michael relevant to art history.
Greenhalgh is experimenting with a joint verbal and
graphic database, initially dealing with plans of
The Association's response to Sir Peter Swinnertonbuildings. It is worth mentioning that the Office for Dyer's paper 'Development of a Strategy for Higher
Humanities Communication is also based at Leicester; Education in the 1990s' was prepared, after
in line with its interest in promoting the application discussion at the Universities group at the 1984
of new techndlogies to research in the humanities, it conference, by Marcia Pointon, John White and John
organises demonstrations around the country on
Steer.
information retrieval techniques, word processors and
The
following
are
the
relevant
questions
in
Sir
publishing, and the manipulation of machinePeter
Swinnerton-Dyer's
letter
and
the
Association's
readable texts to produce indexes and bibliographies. answers to them:
The Oxford University Computing Service is able to Ql On the assumption of a) constant numbers of
provide similar assistance, while the Arts Council too home and EC students and b) constant resource per
is concerned with the dissemination of information
student
in
real
terms
from
1983/84
and
1989/90
on microcomputers to appropriate organisations.
inclusive, what changes will your institution want to
make and how do you plan to achieve them?
Of the major bibliographical databases for the
Q2 How would the answer to the previous question
visual arts only two are available on-line, viz.
ARTbibliographies MODERN through the Lockheed be affected if student numbers in this period were to
remain constant but the resource per student in real
Dialog network and the Repertoire d'Art et
terms were to drop at a steady rate of:
d'Archiologie through the French Questel system.
Others are promised however, among them Art Index,
(a) 1% per annum?
Architectural Periodicals Index, and RILA (which has (b) 2% per annum?
already been tried out on-line at the Courtauld
Institute). CScile, also accessible by means of
Question 1/2 For reasons given publicly and by
Questel, is the sole database besides ABM that offers other bodies, we cannot accept the demographic
much help to design historians, and then only in a
assumptions in the opening question. The constituency
limited way. A comprehensive on-line facility for
which we represent is one in which demand has been
design history is an obvious desideratum for the
increasing and we believe that it will continue to
future. Auction records on the other hand can now
increase. This is partly a function of general
be interrogated not just on the American SCIPIO
sociological change, partly of the fact that the subject
database (via the RLIN network) but through the
has only been more widely taught since the end of
commercial on-line service ArtQuest which is
World War II and is increasingly playing a serious role
available internationally. Another new system,
in secondary as well as higher education. It should
STIPPLE, has been created by Christopher Lennoxalso be noted that the demand for University places
Boyd and Rob Dixon out of the relational database
in the History of Art by mature students has also
ERROS. Claimed to be an unusually versatile on-line been increasing and will likewise predictably continue
method of handling art data, this is currently being
to increase.
tested on the cataloguing of British prints and should
In
view
of
the
answer
to
Question
1
we
believe
eventually be able to interact with images stored in
that
any
drop
in
current
resources
per
student
would
digital form.
be counter-productive. The fact that Art History is
One of the sessions on information technology at classed as an Arts subject whereas in reality, in terms
the 25th International Congress of Art History in
of equipment and other needs, it is closer to some
Vienna last year outlined the proposed Thesaurus
science subjects means that it is already frequently
Artis Universalis, an ambitious scheme under the
greatly under-resourced.
auspices of the International Committee of Art
History to develop a descriptive system for the
Q6 Which subjects do you expect to become more
computerised inventory of photographic and print
popular, and which less popular, over the next
collections. More of this will no doubt be heard at the decade?
2nd International Conference on Automatic
Q7 Are there other reasons why you would wish to
Processing of Art History Data and Documents to be favour some subjects at the expense of others?
held 24-27 September at Pisa (for details see Bulletin
No 17). Topics expected to be discussed here are
Question 6/7 The specific character of our subject is
thesauri and lexicons, iconography, bibliography,
that it handles non-verbal material within the terms
biography, catalogues, archaeology, documents and
of a rigorous and strictly academic discipline. It is
sources, integrated information systems, and
therefore of value in its own right and even were

there not, as has already been stated, an established
and increasing demand for it, its continuance and
development would be of great importance for the
health of our educational system as a whole. Already
the de facto application within it of unthinking
criteria of immediate popularity has been damaging
and accounts for the virtual absence of appointments
in such fields as Oriental, African and Central
American Art and the very selective coverage of
Western Art.
In response to the assumptions in Question 7 we
wish to counter the idea that Art History is a
narrowly definable subject. It is unusually wide in its
vocational application. The running-down or underresourcing of the subject would lead to a loss of
cultural leadership and could seriously damage the
care of our visual and architectural heritage for which
trained specialists and a perceptive and educated
public is essential.
Q14 Is there an essential difference in function
between universities and other institutions of higher
education, or should they be regarded as a continuous
spectrum of institutions?
Ql 5 If there is an essential difference in their
teaching function, what is it, and how, in measurable
terms, can one distinguish between school-leavers
who would benefit most from university-type
education and those who would benefit most from
other types of higher education?
Q16 Should there be more variety among universities
in respect, for example, of disciplinary specialisation,
type of student (mature, overseas etc.), teaching style
and involvement in research?

Q24 Would you favour the universal replacement of
the present system of A levels by a broader sixth
form education and, if so, on what pattern? What
would this imply for the quality and skills of your
graduates?
Q25 Alternatively, would you favour making a
broader sixth form education available to those who
preferred it? If so, would you be willing to see your
university's admission criteria altered so that students
with a broader sixth form education were not at a
disadvantage in applying for admission to your
university?
Question 24/25 We are not in favour of the universal
replacement of any system, since this implies an
unacceptably straightjacketed approach. We see
within the existing sytem great opportunities for
further developments in our subject at sixth-form
level and we therefore favour constant modifications
and improvement of the system rather than the
substitution of an alternative and untried system
imposed from above.

Question 14/15/16 We see the Institutions involved in

higher education in Art and Design as a continuous
spectrum, but there are defined bands within that
spectrum which represent specific functions. For
example, the teaching of Design History at
undergraduate and graduate level has predominantly,
but not exclusively, taken place in Polytechnics and
Colleges of Art and must continue to do so. Similarly
the teaching of PhD students in the History of Art, as
it has so far been defined, has primarily taken place in
Universities and should likewise continue to do so.
There are advantages also in having Art History itself
taught both in a University environment, in relation
to other academic subjects, and also in the
environment of Polytechnics and Colleges of Art in
relation to practical, creative subjects. The unity of
the Association of Art Historians is itself evidence of
the coherence of the discipline across the philosophy
of the Association and those involved in our subject
that this unity is seen as extending to the whole
educational system; into schools, museums, art
galleries and art centres, as well as Universities,
Polytechnics and Colleges of Art.
Q19 Would you favour the continuation of the 'new
blood' scheme? What do you see as its disadvantages
and to what extent can they be overcome?
Question 79 We greatly favour not merely continued
but expanded recruitment in the subject and, if with
all its inherent disadvantages, the 'New Blood' scheme
is the only way of achieving this we are strongly in
favour of it.

Q26 An initial two-year non-vocational module
within higher education already exists, in the form of
the Diploma of Higher Education; but it has not
gained much support because it is generally seen as
inferior to a three-year degree. (The two-year course
at Buckingham is not wholly relevant, because the
academic year there is substantially longer). Moreover
two-year modules and a university with the present
structure of courses, whereas now students have no
problems in taking a first degree in one university and
then going on to postgraduate work in another. So if
a change to a sequence of two-year modules is to
happen at all it needs to happen simultaneously in as
many universities as possible. Would you favour such
a change?
Q27 There have also been suggestions (though not in
the Leverhulme report) that the structure of
university courses in England and Wales should be
modified somewhat along the lines of the present
structure in Scotland, where there is a choice between
a general and an honours degree. In such a scheme
there would be choice between a two-year general
degree and a three-years honours degree: whether the
choice would be made an entry or after one year at
university is an open question. Would you favour
such a change, or indeed, any other change in degree
format including a longer academic year?
Q28 Have you any comments on the nature and role
of the UGC or on the way in which it should carry
out that role?
Q29 There have been suggestions that a single body
should be set up to take over some or all of the work
of the UGC and, for example, NAB and the Wales
Adivsory Body, either replacing them or standing
between them and Government. Do you favour such
a proposal, and if so in what form? More generally,
do you see centralised co-ordination of both sectors
as either desirable or feasible?

Question 26/27/28/29

In comparison with other
developed countries English University degrees are
already short and, in our subject in particular, could
not justifiably be shortened further. The combination
of visual, non-visual, theoretical and practical training
which it demands is such that it would be selfdefeating to reduce the existing allowance of time to
a shorter period. It should also be said that under

The Book Fair Advisory Committee
The membership of the Advisory Committee for the
London Book Fair 1985 is as follows:Dr Dennis Farr, Chairman AAH
Joe Darracott, Conference Organiser
Pamela Courtney, Book Fair Organiser and Director
of Publicity, AAH
Iain Bates, Tate Gallery Publications
Adele Carmichael, London Review of Books
ELEVENTH ANNUAL CONFERENCE
John Gammons, John Murray Publishers Ltd
LONDON 30 March! April 1985
Elly Miller, Harvey Miller Publishers
The shape of the London 1985 conference at the City Tony Sloggett, Oxford Microform
University, Northampton Square is now decided. The John Trevitt, Cambridge University Press
dates are 30 March-1 April. The conference fee will
Andrew Welham, Penguin Books
be £25, speakers' rates £20, and a concessionary rate Desmond Zwemmer, A Zwemmer
for students, old age pensioners and the unwaged at
£15. The conference on Saturday and Sunday will be Sponsorship
for members only.
This year Phaidon Press, whose consistent support of
The Saturday programme will begin with a forum the Association is well known to members, sponsored
on the use of exhibitions: the afternoon will have a
the reception held at the Tablot Rice Art Gallery on
programme of discussions and meetings: in the
the first night of the Conference. Such help is
evening there will be a reception.
invaluable in keeping the Conference fee as low as
The academic sessions will be on Sunday. The
possible and thus enabling more members to attend.
convenors are:
Very many thanks Phaidon — keep up the good work,
London, Celina Fox (Museum of London)
it is most appreciated.
The Interior, 1600-1800, David Irwin* (University of Pamela Courtney, Director of Publicity
Aberdeen)
Lower Lodge
Design History, Chris Bailey (Wolverhampton
Monnington-on-Wye
Polytechnic)
Hereford ME4 7NL
The effectiveness of images, Alex Potts (Camberwell
School of Art and Crafts)
AAH Members' own stand at the Conference Book
Medieval, Joanna Cannon (Courtauld Institute)
Fair
Renaissance architecture, Caroline Elam (Westfield
A new idea is being floated at the next London
College)
Conference: there will be a stand at the Book Fair
which will be solely for members who wish to sell any
Naturalism, Kenneth McConkey (Newcastle
of their own books. This is a completely new venture,
Polytechnic)
Surrealism and Photography, Dawn Ades (University and it is hoped that it will prove sufficiently popular
for it to be repeated in future years. I have been
of East Anglia)
asked to organise the first one.
(There will be no reception on Sunday evening).
The Monday programme will begin with the
If you wish to sell any second-hand books,
annual general meeting. Three special series of papers catalogues, pamphlets, off-prints etc, of your own on
will be given in the university's large lecture theatres this members stand, this is what you should do:
on Perception (Chair, John Steer): High Culture and 1 Send a list of the items that you wish to dispose of
Mass Culture (Chair, Jon Bird): Design Landmarks
to me at Wimbledon School of Art, Merton Hall
(Chair, Flavia Swann). Day tickets for these papers
Road, London SW19 3QA. Give a brief note on each
will be available, primarily for non-members.
item and the price you put on it. Only mention size if
they are particularly big. This should reach me at some
The Book Fair opens on Monday morning, and
time before February 27th, and is in the first place to
continues through the day.
establish the scale of the operation and to enable me
In addition to the thematic sessions on Sunday,
to give the organisers of the Book Fair an idea of the
there will be an Open session, for which potential
space that will be needed.
contributors are invited to write to me. I am
interested in suggestions about the Saturday
2 Each item on your list will be given a code number
afternoon. Finally, it has been suggested that
and the list returned to you by 1 March. It is your
arranging a creche could be useful: will members
responsibility to write this number clearly and the
concerned please write to me?
price you wish to receive, inside the front cover of
Joe Darracott (Conference Organiser)
each book.
18 Fitzwarren Gardens
3 The February Bulletin will include details of the
London N19 3TD
terms under which the stand is being run. These are
simple, and are designed mainly to ensure that the
Association covers the expenses incurred in setting up
ART HISTORY BOOK FAIR LONDON 1985
and manning the stand. They are briefly as follows:
A straight percentage deduction will be made on
each sale; the size of this has not yet been decided
Next year's Art History Book Fair will be held on
Monday 1 April, times to be confirmed, at The City but it will be either 10% or 20% depending on the
size of the response. At the same time each participant
University, Northampton Square, London ECIV
will be asked to forward a deposit of £5; this is to
OHB.
ensure some coveraage of the expenses of the stand,
The Fair is open to everyone free of charge and
and it will be refunded in full if the return on your
the extremely useful catalogue of exhibitors is also
sales matches it, or in part pro rata.
free to all visitors.
4 By 9.30am on the day the Book Fair opens you

present circumstances students usually encounter the
discipline for the first time on coming to higher
education. There are therefore practical reasons for
maintaining the present system over and above the
fundamental reasons to which we have just referred.
John Steer

should arrange for the books on your list to be left at
the stand, where they will be taken over by the staff
running it.
5 Be sure to call at the stand before the end of the
Conference to collect any unsold books.
6 After the Conference is over you will receive a
personal account, with a cheque for the books that
were sold, from which the Association's charge has
been deducted.
The success of this enterprise clearly depends in
the first place on a sufficient number of members
regarding it as a worthwhile service, so if you think
you want to lighten some of your shelves, here is the
opportunity.
Paul Hetherington, Wimbledon School of Art,
Merton Hall Road, London SW19 3QA

Question 5
This question asked why members could not attend
conferences.
Time of year - 41; Expense - 82; Programme - 6 1 ;
Location 87; Other - 52.
Question 6.
This asked, 'How many years have you been in
membership?'
8 years (founding members) — 99; 7 years — 22;
6 years - 18; 5 years - 21; 4 years - 13;
3 years - 17; 2 years - 13; 1 year - 12.
Question 7
This asked i f any financial subsidy had been received
for attending conferences.

THE CONFERENCE QUESTIONNAIRE 1983

Yes-

A questionnaire on the annual conference was
distributed with the February 1983 issue of the
Bulletin. At the time of distribution membership
stood at 800 and most of those who filled in and
returned the questionnaire did so before the 1983
London Conference. This full record of the answers
and analysis is based upon the total number of replies,
216, and thus represents a 27% return. The
questionnaire sought to find factual answers to a
band of 6 simple questions on the first page titled
Past Conferences, and to 6 questions on the second
page titled Future Conferences, which sought opinions.
The identity of those who completed the questionnaire
was not sought although a general profile of the
respondent clearly emerged. The raw statistics of the
answers are here given in the order of the questions.

Question 8
This asked if future attendance depended on the
receipt of a subsidy.

Question 1
This asked for a record of past conferences attended.
1975 (London) 1977 (London) 1979 (London) 1981 (London) -

80; 1976 (Glasgow) - 60;
105; 1978 (Cardiff) - 6 1 ;
119; 1980 (Norwich) - 85;
117; 1982 (Manchester) - 89.

Question 2
This question asked for a simple record of domicile,
'Where do you live?

Yes-

79;No - 136.

46; No - 169.

Question 9
This question asked for the rank order of importance
of five reasons for attending a conference: A. Location
(city, town, district); B. Academic programme; C. To
make or renew social and professional contacts; D. To
find out 'what is going on'; E. For special visits to
local houses, museums, etc.
Total scores
1st
A. Location
B. Academic
programme
C. Social contact
D. What is going on
E . Special visits

2nd 3rd

25 38
139
39
19
5

37
58
55
25

4th 5th (5 for top)

45

44

62

562

26
52
61
47

10
42
43
67

1
24
31
69

942
691
615
469

Thus the academic programme is ranked top in
64% of the answers.
Question 10
This question is asked which days were preferred for
conferences.

Overseas — 3; Scotland — 9; Ireland - 5; Wales — 10; Saturday - 179; Sunday - 162; Friday - 147;
North 20; Midlands - 28; East Anglia - 16; SouthMonday — 100; Thursday — 34; Wednesday — 19;
South-West - 10; South - 17; South East - 98.
Tuesday —15;
Question 3
This question asked 'With which group or groups do
you associate your interests?'
University - 110; Polytechnic/School of Art - 65;
Museum/Gallery - 64; Student — 25; Secondary
School - 21; Other - 19.
Question 4
The answers to this question are not easy to quantify
for the question, 'Which subjects or historical periods
are of most interest to you?', was interpreted in a
wide range of ways. The following is therefore an
approximation.
Ancient — 6; Non-European — 5; Medieval — 30;
15 th Century - 49; 16th Century - 45;
17th Century - 26; 18th Century - 34;
19th Century - 85; 20th Century - 62;
Design History - 11.

Question 11
This question asked, 'In the academic sessions, what
do you consder to be the relative importance of the
following factors: —
A. The intrinsic-interest of the subject; B. The
reputation of the speaker; C. The current relevance of
the subject; D. The attractiveness of the venue'.

A.
B.
C.
D.

Subject
Speaker
Relevance
Venue

1st

2nd

3rd

4th

184
16
18
2

22
110
81
12

6
81
97
27

2
7
15
172

Total scores
(4 for top)
816
570
524
270

The subject (A) was ranked top in 85% of the answers
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Question 12
This question asked, 'Are there any general comments
you wish to make about the future organisation of
conferences?'
•
Fractionally over half (109) filled in this section.
Answers ranged from terse comments to short essays
spreading into the margins. For the most part these
comments amplified some aspect of the questions
previously answered. A small but articulate and
trenchant group of comments criticised the academic
level of papers presented at the conferences. An
equally small group expressed total satisfaction with
the conferences they had attended. Few significantly
new points emerged in this section.
In attempting to make sense of this questionnaire
the first question must be related to the 27% return.
Does this represent the views of the membership at
large? As can be seen from Question 6 a high number
of founder members returned answers. Equally a high
proportion of answers came from those living in the
South-East of England. I checked the percentage of
these replies (45.4%) against the total membership list
where 48.8% live in the South-East. Similar tests for
the other regions demonstrated a reassuring
correlation.
The Questionnaire can, I believe, be reasonably
regarded as a reliable guide to the views of a
cross-section of the core membership. The answers to
Question 3 demonstrated that many associated their
interests with more than one group; in these cases
'University' was usually linked with one of the other
groups. Question 4 showed that a clear majority from
all interest groups were concerned with post-1800
studies. Question 5 showed beyond doubt that the
connected factors of expense and location dominated
attendance at conferences. In assessing Question 7
and 8 it can be assumed that the high proportion of
answers from the core membership, (those in
membership since 1977 or earlier sent in 64% of the
replies), coincided with members in established
professional positions whose apparent disregard of
the need for subsidy is shown in these answers.
Questions 9 and 11 showed a very consistent pattern
of academic concern mixed with a milder interest in
the social side of conferences. In Question 10 the
preferences for Saturday, Sunday, Friday and
Monday, in that order was perhaps predictable.
Overall, the Questionnaire has not thrown up any
surprising results or radical suggestions. It characterises
the typical AAH member (or is it simply typical of
those who answer questionnaires?) as a serious, even
staid, nineteenth century specialist living in the
South-East of England. But this character, i f it exists,
is only superficial and the completed Questionnaires
are being made available to future conference
organisers for study in depth.
Peter Fitzgerald

Hon. Secretary
University of Reading
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ANNOUNCEMENTS
Christmas is Coming
This year the Association will have its own Christmas
card. As a registered charity this venture could provide
a modest profit for the Association as well as giving
members the opportunity to purchase an attractive
card at a reasonable price. The cards will come in
packs of 10 and full details of price, image, size and
how to order will be in the November Bulletin.
We need your support for the success of this
project so please, i f you can, delay ordering any rival
Christmas cards until you have had the opportunity
to consider our offer.
Pamela Courtney

Director of Publicity
The Alexander Prize
Applications are invited for the Annual Alexander
Prize awarded by the Royal Historical Society for the
best ESSAY upon any historical subject. Candidates
may select their own subjects but they must submit
their choice of a subject to the Literary Director for
approval and send in their essay, which should not
exceed 6,000 words in length, by 1 November of any
year. The successful essay will be published in the
Society's Transactions and the author will be awarded
a silver medal. No conditions in respect of academic
qualifications or place of residence are imposed. The
essay is required to be a piece of original research not
hitherto published. In recent years the Prize has been
won by graduates who are getting near to the
submission of their theses and by university lecturers.
Further particulars are available from The
Secretary, Royal Historical Society, University
College London, Gower Street, London, WC1E 6BT.
Scholarship for Huguenot Research
1. The Trustees i f the French Protestant Church,
Soho Square, have decided to award, on the advice
of the University of London Institute of Historical
Research, and in collaboration with the Huguenot
Society of London, an annual scholarship of £500
a year.
2. The award will be made to a student working for a
higher degree on a Huguenot subject, i.e. the study
of any activity of the French, the Dutch, the
Flemish or the Walloon Protestants from the 16th
century to the present, in any geographical area.
'Activity, will be interpreted in the widest sense to
cover religious, political, economic, social and
intellectual history as well as the history of the
arts and sciences.
•

3. Candidates for the present award must be below
the age of 25 on 31 December 1984.
4. Applicants should submit a typewritten application
giving full name, address, telephone number ( i f
any), date of birth, nationality, details of first
degree (subject, class, university, date) and of the
higher degree for which they are working
(university, date when started, for Ph.D. or M.Phil.,
etc. and thesis title). Applicants should state
whether they are in receipt of any other
postgraduate, studentship or grant for research.
The names and addresses of two referees should

also be given. A synopsis of not more than 500
words, outlining the scope of the thesis and the
sources to be used should accompany the
application.
5. Candidates may be required to attend for interview.
6. Applications should reach the Secretary and
Librarian, Institute of Historical Research,
University of London, Senate House, London,
WC1E 7HY, not later than 30 September 1984.
New Society for Visual Artists to Protect their
Copyright and Collect their Copyright Dues in the
UK and Worldwide
DACS (Design and Artists Copyright Society Ltd.) is
a new, energetic society, created in December 1983
for the protection of copyright and collection of
British artist's dues in the UK and throughout the
world.
The service we offer for visual artists, i.e. painters,
sculptors, printmakers, photographers, illustrators,
architects, designers, craftspeople, etc. is as follows: —
— DACS will collect your copyright fees in the U.K.
— Through our sister societies throughout the world
we can collect copyright fees world wide.
— Our structure of copyright fees payable by
reproducers of artwork is standard — i.e. the same
rate is applicable to a Picasso or a 'Blogs'.
— We offer a policing service to seek out unauthorised
reproductions in the U.K. and through our sister
societies, world wide.
— Should a court case be necessary in respect of
unauthorised reproductions, DACS will bear the
legal costs.
— As a member of DACS your name will be circulated
to reproducers of art works, i.e. publishers, TV
companies, etc.
DACS is part of the international network of
copyright collecting societies for artists, whose
operations are co-ordinated by CISAC (the
international society for composers and authors).
Response from our sister societies (worldwide) in the
visual arts has been positive and supportive. We are
now able to represent British artists in France, USA,
Netherlands and Belguim (photographers only at the
present time) through direct agreement with the
societies in these countries. We can also offer
representation in Austria, Belgium, West Germany,
Hungary, Italy, Portugal, Senegal, Spain, Sweden and
USSR through our agreement with SPADEM (our
sister society in France).
What does it cost? £15 initial membership fee and
a commission taken when we collect copyright dues,
and that you, the artist, add your signature to a list
which includes Mattisse, Warhol, Dali, Picasso, Le
Corbusier, Lartigue, Leger, Lichtenstein,
Rauschenberg, Escher, Vasarely, Mondrian,
Beckmann, Rietveld — to name but a few.
The service which DACS offers is also available to
the estate of a visual artist for 50 years after the
death of the artist, which is the term that copyright
subsists in UK law (and also honoured worldwide).

For further information write to:
The Design and Artists Copyright Society Limited
FREEPOST
London E l 7BR
(Please note - no stamp required when using
FREEPOST)
Telephone 01-247 1650
(DACS gratefully acknowledge financial assistance
from the Calouste Gulbenkian Foundation).

FORTHCOMING EVENTS
The Age of Vermeer and De Hooch
Royal Academy Exhibition: 7 September — 18
November 1984
'The Age of Vermeer and De Hooch' opens in
London on 7 September 1984 and will be the leading
event in the Royal Academy's autumn programme.
The exhibition was made possible by a guarantee
against loss by the American Express Foundation
who have in addition made a generous donation to
the Royal Academy Appeal Fund.
The exhibition is currently drawing record
attendances at the Philadelphia Museum of Art and in
June it will go to Berlin before coming to London in
the Autumn. It will be shown in the Eastern half of
the Main Galleries of Burlington House.
Public Lectures: 20 September — 25 October
A series of six lunch-time lectures on aspects of 17th
Century Dutch Genre Painting will be held on
successive Thursdays between 1 -2 pm in the Reynolds
Room at the Royal Academy:
20 September
An Introduction to The Age of Vermeer and De Hooch
Exhibition
by Dr Christopher Brown
27 September
Techniques of Dutch 17th Century Painting
by David Bomford
4 October
Perspective in Dutch I7th Genre Painting
by Colin Wiggins
11 October
Jan Steen
(lecturer to be announced)
18 October
Vermeer
by Christopher Wright
25 October
The Dutch Interior: Furnishing and Decoration
in the 17th Century
by Peter Thornton
8th October to 12th November — In addition, the
Extra-Mural Department, University of London, is
holding a series of evening lectures on aspects of 17th
century Dutch cultural History; these will run on
consecutive Mondays. Further information from the
Department of Extra-Mural Studies, University of
London.
Education Programme
— educational conferences, which include lecture(s)
and a gallery visit commence at 2 p.m. on the
following dates:
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For Teachers
The Age of Vermeer and De Hooch:
Approaches to the Exhibition — 19 September
For Secondary School students:
Introduction to the Age of Vermeer and De Hooch
3 October, 7 November
For Sixth Form students:
Introduction to the Age of Vermeer and De Hooch,
and Perspective in Dutch 17th Century Genre
Painting - 10 October, 24 October
For University and Art College Students:
Subject-matter in Dutch 17th Century Genre Painting,
and Techniques of 17th Century Dutch Painting
— 19 October, 26 October
— an Academic Symposium on Dutch Genre Painting
within the political and social context of 17th
Century Holland Provisional dates 9th-10th
November.
The Symposium, which American Express have
also kindly agreed to sponsor in addition to their
support of the exhibition, will be jointly chaired
by Dr Christopher Brown, Deputy Keeper,
National Gallery and guest curator of the exhibitioi
and MaryAnne Stevens, Head of Education at the
Royal Academy. The proceedings will be
subsequently published by the Royal Academy.
In addition the Education Department will be
publishing the following material for the exhibition:
— two sets of slide packs, each containing 12 colour
slides plus introductory text and commentary
— background material for secondary school teachers
— a sixth form booklet, produced in association with
ILEA
— Acoustiguide tapes for children and adults
(type-script of children's version available)
Modern Masters from the Thyssen-Bornemisza
Collection
Royal Academy Exhibition: 12 October — 23
December 1984
A major exhibition sponsored by Mobil, of 123
modern European and American masterpieces will be
on view at the Royal Academy of Arts from 12
October to 23 December, selected from what is
regarded as one of the greatest private collections in
the world, that of Baron Hans Heinrich
Thyssen-Bornemisza. The Baron himself has chosen
his favourite paintings for the exhibition, with the aid
of the collection's Curator Simon de Pury and the
Royal Academy, from the 800 or more late 19th and
20th century works of art belonging to him.
This will be the first time that a part of Baron
Thyssen-Bornemisza's modern collection will be
shown in this country, although an exhibition from
his renowned collection of Old Master paintings was
held at the National Gallery in 1960. Begun in the
1920's by the present owner's father, the
Thyssen-Bornemisza Collection has grown steadily
since and now numbers over 2,000 paintings and
works of art, from treasures of the Romanesque and
Renaissance to contemporary paintings. In 1932 the
first Baron bought the Villa Favorita in Lugano,
Switzerland where he built a museum large enough to
show 300 of the family's old master paintings. After
his death in 1947, the present Baron continued the

collection by first reacquiring some of the paintings
which his brother and two sisters had inherited. It
was in the early 1960's that Baron Thyssen-Bornemisza
began to form the modern collection which is the
basis for this current exhibition. These paintings
normally hang in his private apartments in the Villa
Favorita and in Daylesford House, his Gloucestershire
residence.
Education Programme
Educational conferences, which include lecture(s) and
a gallery visit commence at 2 pm on the following
dates:
For Teachers
17 October
For Secondary School Students
14 November
28 November
For Sixth Form Students
21 November
5 December
For University and Art College Students
23 November
30 November
In addition the Education Department will be
publishing the following material for the exhibition:
— a slide pack, containing 12 colour slides with brief
introduction and commentary
— background material for secondary school teachers
— Acoustiguide tapes for children and adults narrated
by Baron Thyssen-Bornemisza (typescript of the
children's version available)
Enquire to:
Mary Anne Stevens or Simonetta Fraquelli
Education Office. R.A. 01 734 9052.

CORRESPONDENCE
Dear Editor,
Members of the Association of Art Historians may be
interested to know of the existence of a sister
organisation: the Association of Irish Art Historians.
It was founded on 29 February 1972 on the instigation
of James White (then Director of the National Gallery
of Ireland) who was elected Chairman, James
Ford-Smith (Ulster Museum) and Homan Potterton
(NGI and now Director there) were elected as joint
Secretaries. John Hutchinson (NGI) succeeded as
Secretary in 1975, followed by John Turpin (National
College of Art and Design) in 1980 and Frances Ruane
(NCAD) in 1983. James White resigned as Chairman
on 15 May 1982 and was succeeded by Anne
Crookshank (Trinity College Dublin) whom he
proposed; in turn she was succeeded on 28 May 1983
by John Turpin whom she proposed. The Treasurer is
Paula Murphy (University College Dublin).
A short constitution has been adopted which
states 'The aim of the Association is the advancement
of the study of the history of art at every level in
Ireland: in galleries and museums, in universities, in
art schools and departments, in the school system and
through independent scholarship and publication'.
There is an executive committee, elected at the AGM
which manages the Association. The current
membership is nearly 100.

Meetings, for most of the Association's existence
until lately, have been on an annual basis, devoted to
general discussions relating to the Association's
interests, attended by, about twenty people. These
general business meetings have been held mostly at
the National Gallery of Ireland, but also at the Ulster
Museum in Belfast, the Crawford Art Gallery in Cork,
at Trinity College Dublin and the National College of
Art and Design.
The Association has become affiliated to the
Comite" International d'Histoire de l'Art. Peter
Harbison represented Ireland at the Vienna Congress
of 1983. The current Irish membership of the General
Assembly of CIHA is A. Crookshank and J. Turpin.
As a result of the affiliation costs, an annual
subscription had to be started in the Association.
From the beginning of the Association's life the
promotion of academic work has been regarded as
important; consequently an arrangement was agreed
by James White with Fr. John O'Connell S.J. editor
of the learned Irish quarterly publication Studies,
whereby two articles on art history would be carried
in each issue; the first issue which marked this
departure, was entirely devoted to papers in tribute
to Franchise Henry of University College Dublin,
(since deceased). The publication of art history
articles in Studies is now well established, and much
valuable material has appeared there on both medieval
and modern studies, but not exclusively relating to
Ireland.
As part of its academic work, the Association has
been in correspondence with the Thieme Becker Art
Dictionary since 1973, whereby members of the
Association have contributed entries on Irish Artists.
After the early, somewhat leisurely years, and as
an extension of the Association's activities, it was
agreed to inaugerate academic meetings. On 19 April
1979 at the NGI, Maurice Craig and Alan Bliss spoke
on T h e Philosophy of the Export and Import of
Works of Art' and Anne Crookshank spoke on 'Irish
Landscapes, prior to 1763 and their attribution'. In
Spring 1980 a series of four evenings were organised
by Alistair Rowan (UCD), with two speakers on each
occasion; he also arranged for John Newman of the
Courtauld Institute to speak to the Association on
Nathaniel Hone's Conjuror. On 15 May 1982, the
Association held a day visit to Cork, to attend a
seminar on the Cork Landscape artist Nathaniel
Grogan, at the Crawford Art Gallery, as well as a visit
to Mount Vernon where some of his decorative panels
are to be seen. On 4 December 1982 there was a visit
to the paper restoration department of TCD and the
conservation laboratory of the NGI. On 28 May 1983,
A. Crookshank organised a visit to the Provost's House
TCD, a magnificant Palladian City house. On 3
December 1983, a day seminar was organised by J.
Turpin and the present Committee on 'Collectors and
Collecting' at the National College of Art & Design.
Richard Wood spoke on the restoration of Fota
House, Cork, (which he has funded) together with his
collection of Irish 18th and 19th century paintings
there. Harold Clarke spoke on the restoration of his
Dublin city centre Georgian terrace house and his
collection; Patrick Murphy spoke on his collection of
Irish, far eastern and Ashanti works of art and craft;
John Turpin spoke on 'Exhibitions of Art in 19th
century Dublin' and Theo Cowdell spoke on 'The
Royal Academy and the Chantrey Bequest'. The
event, which included lunch, was attended by about
50 people, including academics, collectors, school

teachers, students and the art public in general. On
Thursday 22 March 1984 William Feaver, Art Critic
of The Observer, lectured on 'British art today' in
connection with the Peter Moore's exhibition at the
Douglas Hyde Gallery in TCD.
The Association has always been concerned about
matters relating in general to the Irish visual heritage
and the profession or alteration of important
buildings, the conservation of works of art, and on
the role of art history in art and design qualifications
being validated by the National Council for
Academic Awards (the Irish CNAA). Members of the
Association (in their own right) have acted as External
Examiners for the NCEA at the art and design
departments throughout the Republic. An active
committee is in office and further events of a scholarly
nature will be planned to extend the Association's
range of activities.
John Turpin, Chairman
Faculty of the History of Art and Design &
Complementary Studies,
National College of Art and Design,
100 Thomas Street,
Dublin 8.
Dear Editor,
I would like to draw members' attention to the plight
of the Czech art historian Ivan Jirous, and to urge
members to appeal to the relevant authorities.
Ivan Jirous, a Czech art historian aged 39 is
serving a three-and-a-half-year prison sentence imposed
in July 1982. Held in Valdice prison, where conditions
are known to be particularly harsh, he is reported to
be in poor health.
A signatory of the unofficial human rights group
Charter 77, Ivan Jirous was arrested on 10 November
1981 after widespread house-searches and
interrogations by the authorities in Northern
Bohemia. Three associates were arrested with him.
The four men were charged with 'breach of the
peace': they were accused of publishing and
distributing an unofficial cultural magazine, Vokno
(The Window), alleged to contain 'anti-social' material.
Ivan Jirous and another defendant were charged
also with being in illegal possession of drugs. AI has
investigated this charge and believes it to be unfounded.
The four defendants were convicted and sentenced
on 9 July 1982 by the Chomutov District Court to
prison terms of up to three and a half years.
Ivan Jirous received the highest prison sentence,
plus two years' 'Protective surveillance' by the police
to follow his release.
He has three previous convictions for 'breach of
the peace'. The first goes back to September 1973,
when he was sentenced to 10 months' imprisonment
for provoking an incident by swallowing a copy of
the Communist Party newspaper, Rude Pravo, in the
presence of a State Security officer.
Please send courteous letters appealing for his
release to: His Excellency/JUDr Gustav Husak/
President of the CSSR/11 908 Praha-Hrad/CSSR;
and to: JUDr Antonin Kaspar/Minister of Justice of
the CSR/Vysehradska 16/Praha 2-Nove Mesto/CSSR.
Colston Sanger
6 Baalbec Road
London N5 1QN
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DIVERSIONS
Readers are invited to identify the texts from which
the two separate quotations are drawn.

1. 'The warmth and directness with which ages of
craft and a more personal relation between architect
and client endowed buildings of the past may have
gone for good. The architect, to represent this
century of ours, must be colder, cold to keep in
command of mechanized production, cold to design
for the satisfaction of anonymous clients'.
2. Design is not some curious contortion of form, or
some super-added atrocity, but it should rather be
conceived of as the fitting of means to ends in the
production of works which are good each in their
own order.
There is a liquid prize, so please send your answers
to Quizmaster, c/o The Editor of the Bulletin.
The answers to the quiz questions in the previous

two Bulletins are:
Bulletin no 17
no 1 Conversations of Goethe with Eckermann and
Soret; Bohns Libraries edition 1898. (p.68).
no 2 William Gilpin, An Essay on Prints, 3rd edition
1781 (pp. 230-1).
Bulletin no 18
no 1 The artist and the actor were: Hogarth and
David Garrick.
no 2 The sitter and the portraitist were: Mrs Sarah
Siddons and Sir Thomas Lawrence.
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ADVERTISEMENTS
University of St Andrews
Department of Art History
M.Litt. (Gallery Studies)
A 2 year postgraduate course for students with a
degree in art history, practising art or other relevant
subject. The first year will consist of taught courses.
During the second year a dissertation will be prepared
in assocition with one of the following collections:
The National Galleries of Edinburgh, the City Art
Gallery in Glasgow, and the Burrell Collection in
Glasgow. The purpose of the course will be to ally
academic study with object-based skills. Further
particulars from the^Associate Dean for Postgraduate
Studies, the Faculty of Arts, University of St
Andrews, St Andrews, Fife, K Y I 6 9AJ.
M.Litt. (National Trust Studies)
A 2 year postgraduate course for students with a
degree in art history, practising art or other relevant
subject. The first year will consist of taught courses.
During the second year a dissertation will be prepared
in association with the National Trust for Scotland on
some aspect of the buildings or collections held by
the Trust. The purpose of the course is to ally
academic study with first-hand contact with original
material in the fields of architecture, landscape,
design etc. Further particulars from the Associate
Dean for Postgraduate Studies, the Faculty of Arts,
University of St Andrews, St Andrews, Fife, K Y I 6
9AJ.
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