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‘ . . OBBSTRACT . C . T o b - "

v o ..
- L Th1s study traces t?e 1nf1uencé of Amer1can paint1ng on art and

' .art Bducation in anland Beg1nn1ng with the: fhrst successfuJ shpw1ngs ‘ .
Vo ‘ of Amer1can pa1nt1ngs in Eng1and\3n the mid 1950 S» the study traces the ' N
‘L , ~Amer1can 1nf1uence through the artists 1mmed1ate1y affected, through art .

¢ '3

. '_movements; Abstract’ Expressionlsm' Pop Art, to.students anddeventually

»

Y b

into art education. Important changes began to take place in.the ', - o

philosophy of art. education during thls _period and th1s _study attempts to

- link these changes w1th the advent of the acceptance of Amerlcan pa1nting A
.- ;F1na11y, the change 1tse1f 1s concentrated ¥pon, and .an attempt is made "‘ T
' bt f1nd a p0551b1e direction for any future change. e C .
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The r searcher will attempt,, though a"study of erica.n\inﬂuence
on English pa nting smce 1956 to deve‘l'ob a 'possible di"rection‘\for this"
change as it apphes to the art educational system at the post se{:ondary
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The investiga\tor will, through the 1nVestigat1 on of American paint—

were lagging in art fand art education in Engiand Change as implemented
In 1957 the National Advisory Cormnittee of Art_ Education recoumended

ing inﬂ uences on Enghsh painting, focus upon areas 1n art education'where -

i
e T .o |

"i nferiori ty feehngs were deepened further by the awareness that fng]and n

lagged, behind . . . the United States . .*. in apphed arts. It‘needed Lo
only the America} exhibition at the Tate Gal]ery in 1956 to bring Eng]ish ‘

2 :
art teaching to. its knees.“—: The exhibition made artistd’ and rt. . -

educators alike painquy aware that. 1nnovation freshness and vitality

— &

R ntroduction of a new diploma of higher standards. and by 1960 another , ‘.‘

Ny )
.

.- 1956 marked the date of the first "Abstract Expressionist"
paintings from the United States, that were seen in England in the Tate
Gallery's showmg of the Museum gf _Modern Apt's touring dxhibition

- ¥Modern Art in the United States." :

r

'
Denis Young, "Art in Eng]ish Education Now," Studies in Art
Education, Vol. 5, No. 2, Spring 1964, p. 36. - -, .
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. ‘\\\\W;np1ttee under Sir w1Tfiam Coldstream had framed the structure of this S
. ard to be ca1led the D1plom§ in Art and Design (D1p A.D. )

..

’ . whether»th1s move was a step in the right d1rect10n is not being'
. ‘ cquesttoned This study will postulate that these and later ﬂmerican‘
1nfluencesq had dramat1c and far ‘reaching effects on art?sts and educatSrs, ,A
- and’ 1nqu1ry 1nto the phenomena is. 11ke1y to have further 1mp11cat1ons for

change \‘

&

. N : _ S P
The.body-oﬁ'the study will obviously be concentrated on English -

pa1nt1ng and Eng]1sh art’ education -after Amerlcan dnfluences but the T

concepts "could have 1mp11cat1ons for educational s1tuations in other
S . I . \\ . . [N
s countries, x A . g S N |
. "\\ N , , L 4 "‘ - R a
- . .

"Review oﬁSthe'Literature' : L SN

. Concentrating on the exhibition ot American painting aspect ot ) .,{
th1s study, and' upon stuﬁy1ng the gritital viewpoints of Lawrence A1loway, o
Alan Bowness, Robert MeIV111e, Bryan Robertson John RusseTl Suzi Gablik
and John ‘McHale, who all speak with some degree of authority on English
- ; pa1nt1ng, it becomes obvious th;% -they concur with Martin Fr1edman s '

statement "A stimulus that had never come to England from the other

/e '

¥ _— > Fipst Report of the National Advisory Council on Art Education.
) ‘ . William CoTdstream, Chairman for Ministry of Education (London: Her
v Majesty's Stationery 0ff1ce. Revised with Addendum, 1966).

-

1957 Sam Francis exhibitions at Tooths and Gimplés Galleries. .
1958, Paintings by de Kooning, Kline, Pollock, Rothko and Still at the
. Inst1tute of Contemporary Art (I.C. A.).
1958, Jackson Pollock ‘retrospéctive at the Whitechapel Gal1ery. ,l
1959, "New American Paint/ng" show at the Tate Gallery. i ')
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. side of the channel ndw spanned the Atiantic."

: ©+ dohn Russell uses another example: " . - -
Engl1sh painters remained’ Eng11sh but they felt about the American
) sgene in the late 1950%s and early 1960's as Goethe felt about Italy
2t in 1786. "My passtonate desire to see it with my own eyes had - -
. : grown to such a point," Goethe wrote from Venice, "that if I had not
taken the decision to come here.I should have gone comp]ete]y to ' ¢
p1eces L : - , , Lo
g »
' In the early 1950 s both techno]ogy and the mass media were very '
much more advanced in America than they were in England;™and there o
was, then as'now, a sense of limjtless possibility about American
life which does not exist in Eng]and partly because our resources .
are so much smaller and partly because the events of the last twenty - '
five years have put us temperamentally on the defensive.” It was
natural for the Independent Group to lodk to Amerita, and for Alloway
. and McHale evengtually, to emigrate there, just as it was natural for’
* the next generation English painters to seize the opgortun1t1es of
crossing the Atlantic wh1ch pro]1ferated in the 1960's.

L

‘ ) To review the 11terature perta1n1ng to Pop Art, and to study the
phenomena 1tse]f from a soc1a] p01nt of view, is to see clearly some of o .
o the bas1c difference between, not only Eng11sh and Amer1can pa1nt1ng,4 -
" but between "the twd SOC1et1es According to Alloway, a pre11m1n$ry
‘movement in the d1rect1on of Popaocturred in. Eng]and from 1949-51 -the
: per1od in which Francis Bacon began us‘Fg photographs‘in his work

4 - )

n Lippard notes: "The rea}/531nt of’ departure for Pop Art in New.

A

8
York wae the work of Jasper Johns ", Th1s study will not become.overly ™

.t

°concerned with the question wh1ch came first? but will concentrate upon

- Mart1n Fr1edman, London The New Sceney_(Minneapolis, Walker .
Art Centre 1965) p. . ° - , -

.. ‘ John Russell and Suzi Gablik, Pop Art Redef1ined, (London. Thames T
and Hudson, 1969), pp. 33-34.

Lawrence A]loway. "Thé Deve1opment of Britf/h Pop, n 1n og Art
ed, by’ Lucy R. L1ppard (London: Thames and Hudson, 1966),_ 28, .

{ . . Ir’l’ Lippard E‘ C1 . ) .p'o 6\9 00 ! l., ';, . 'I ) ‘
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the bisjc differences between the two. ' -

- Accqrdjné to Gablik:

2+ The passion to take risks and to r§11nquish all the controlling

factors' of ones ego,’ which is the- nder1y1ng\dynam1c of the most

high powered American art - whether abstract' or otherwise ~ runs,

I/—cdunter to the basic Eng]1sh character, wh1chc1s by nature caut1ous
and self restra1n1ng. _

If English Pop ‘was. pa1nter1y, de]iberater Unfocused anecdota1

R < and to a certa1n ‘extent humourous, then 1t is- on]y the t1p of the 1ce-
berg, only the merest hint” of English character - an a1together gentler

"{/ charagter, basica11y more easy going. Pop was meant as a culturiw
break’ and directad agalnst the estab11shment in genera] and the ‘art
estaglishment in particu]ar. o . _
:; American Pop was not meant as a cultura] break but a cu1tura1
cont1nU1ty, non-associative 1mages seen in 1so]at1on rather than Juxta- ]
posed, ., The d1rect experience of- Pop cu]ture and techno]ogy adapted

d and 1ncorpﬂrated actual 1ndustr1a1 processes and techn1ques inta 1ts
product1on L1chtenste1n s commercial Ben-Day techniques from photo-
Journa1ism Rosenqu1st a tra1ned billboard artist; Warhol, after a - -

1ng again - and there1n lies the crucial d1fference

[l
. o qQ I

"~ Look1ng at an art educational aspect, ft is 1nterest1ng to cite

\
.

David Hockney reflecting on his encounter %:th the .Royal College, of Art
. (]

y B )
in‘London (he attended from 1959 to 1962) . RN ) Co-
“e ‘ '10
-People were d01ng enormous paintings (a direct American influence)
- '- ¢ ‘o.; (.0. -
. v Russe]] and Gab11k op. cit. ._p, 18. .

" "'Ihis writer's addition? This fact can be traced back to the
1956 exhibition at the Tate Gallerx "Modern Art in the United States."”

_brief pqriod with pa1nt1ng, re1y1ng who]]y on silk screening, never paint-.




v remember wh1ch the College di dn t hkey) + S0 they became n
.. rather antagomst‘uc. oo . Eventually the hrew out .Allen Jones
They were trymg I suppose to frighten peop]e

~? '

| Y. "My main quarre] with College wzsn t to do with the pa1nt1ng
- . _school at all rea*Hy - it was to do with the General Studies
Department . I'm ostil] agamst them and in a way I still think
it's a great waste_ of time.l

That a certai"n amount of change indeed'took place during the,

‘ perwd under study, has prevmus’ry been mentioned (Coldstream Report, ‘
. 1960) and change was certam]y 1nvest1gated by the educatsonal estab]45h~ ¢

ment; Robb1ns Committee 1963 N Summersbn Report 1964 - One of the

results of .the Coldstream Report (1960)‘“be1n\g the introduction of the .
L Diploma: in Art and Des1‘~<l;n'(D1‘p.A.D;) to re;race the Natioha] Ddipl'om'a in
* Des1gn (N 0, D ). Students attending Art GoMeges durmg this- permd,
. however, showed thetr disapprova] of this change at Hornséy in so far . .
as’ it d1d not gO'far enough’, v_l' The unrest spread toa “few other Co(]eges’

. of Art; notably GuiTdford andan'mmgham.. . In the opinion of the staff

oavid Hockney, 'The'point is in actual fact 2. Ark Journal
of the Roya1 Collgge of Art No. 41, 1967, p. 44, * .

L}

- By

) g ' In 1961 the Robbins Committee was appointed by the Prime -
Minister to review the pattern of full time higher education jn Great
) : Britain. The repprt stressed the elevation of the Royal CoTlege of
v - Art to un'iversﬂ:y status. A ﬁagt that came about 1n 1967,
The Advisory Council recommend‘ed thatﬁan independent body
should be established “to administer the new award (Dip.A.D.), thus in, .
1961 the Minister of Educationeset up the. Nat1ona1 Council for DipJomas
> «in‘Art and Design under the chairmanship of SirJohn Summerson to.énsure

»

the courses were of the breadth envisaged in the Coldstream Repof't, and
of a height above the existing N.D.D.

Students and Staff The Horns LAffair. Penguin Books. i . .
Hammondswortm Middlesex:- The Penguin Press,T@'GQ s E
- Stuart MacDonald, “The History and Philosophy of Art Education, )

) (New York, Elsevier, 1970), p. 360. .
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and students of Hornsey Coﬂege of Ar't the rgsults of these reports,

. poured cold water on any hopes ra1sed by the advice g1ven to- the . S

Mi rnst\”y in 1982 and 1957 wh1ch exphc1t1y Crw t1c1zed the examinat'non

n '

system rather than-any’ particular exam.” . - L o

- [ .
1 ’ p‘ t, . 'S

" bata Collection L "':*";f

- »

The fnaJom ty of the datq pertlnent to this study is contained 1n
examp]es cited in -the rev1ew oF: the h terature such as: art and art
educat1ona1 magazmes, Journa1s recent pub11cat10ns, government documents

v 3

v and the text that accomemes exh1b1t1 on br‘ochures and cata]ogues. A - |

4‘ bulk of-similar data wés found _¥n newspaper and magazme\*tw]es not

_ espe‘ha]]y devoted to art education per S€. s for example: fhe Tmes

.Educationpal Supp]ement (London): ~ I17ustrations that,contmbute another. -

dimension, especially in the establishment of American in¥iuences, have @

been collected and included 1 n conjunction with the text. ’

R .
. N M
7 '

Data,Ana'lysds T ,' -y ' S A,

" The researcher will, ibyoan analysis of avaiTable dat’a,. establish
 thata knowledge of the influence of American painting on artists and in
"tup:n on' art edu;cation. i n England, gives a greater :Uﬂderstanding' of the .

changes .that occurred, and why. they occurred in paintdng and in the.

restructuring of art education at the posp—ﬁeqondary Tevel .,

*y

-
-

- f e
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ST - THE‘AMERI&)AN"INV}\S‘ION: 1956. - -

-t One of the fn‘st indications of the ons1aught of American Abstract, -

. .

Expressiom sm on England was a show caHed “Opposing Forces“ held at the Lol
" Inst1tute of Contemporary Arts (I. C. A ) din London, 1953 The exhibi tion,
; selected by M1c_he1 Tapie;. a French dealer, was ostensibly an exhibiti on 7

- ...\ of Parisian-action ’painting..\ Includéd was a nine by e'ignfceen foot -Canvas
T ot \ 'by Jackson PoHock . . 1 .
A1l the same, 11: was a great pity that the I1.C.A. Tacked the Fund_s
to present ah orderly account of new developments in American painting ..
" before “exhibiting Tapie's group: the Pollock was put on show with- '
out an” explanation, as though he were an isolated American phenomena,
and we were not well enough informed at’ *the time to realize that the, -

Parisians "attracted by authentic. adventures" vere vu1gar~1 zing . .
.- American actionjpaﬁnti ng.17 . S
. - In" 1956, the Tate Gallery in London ‘showed the - Museum of Modern L

" Art's toum ng exhi bition “Modern: Art m ‘the Uni ted States." Lgst of

7 - s

.. - "the psaintmg and sculpture d1d not arouse more thin polite cur1osity, but
e " in the 1ast gaHery of the. exhibi tion was the fi rst" sizahle group of ‘

| yAbstract Expnessiomst pictures seen in England Among them were: v s
- Jackson Ponock s *Muiber* 1" of 1948, along with "She Wolf" of 1983, "

c° K Willem de Kooning s\ "Woman 1"-of 1950- 52 Franz Kline' s "Ch1ef" of 1950.

[ ; ) - Clyfford Stﬂl S "Painting 105T", Robert Mogherwell S "Granada" of 1949.
|

R o ' ' '.3-.
L € -

" Robert Melville, "Action Painting: New York-Paris=London,» ARK
v Journa] of the, Roya'l College of Art;, No. 18, Nov. 1956 p. 30




o0 Mark: Rothko's "Number 1" of 1949 and,"Nﬁmper 10" of 1950, and pdiﬁting& + ¢

by Gorky, Guston and Tomliﬁ., . - f . S - //H

~\ Patr1ck Heron S reports from London publ1shed in Arts between /
. 1955 and 1958 reflect in exce t1ona11y revealing fashion “the redton for

an English artist and critics wholehqarted convqrs16n to Amer1can pa1nt-\

/
. ‘e - . /
[ & - ing. - He wrote of this 1956-Tate exhibition: . [
. At Tast we can see for_%yrse1ves what it is like to stand in a vzry
very large rofn hung with very large canvassed by Jackson Po]]oc
Willem de Koon1ng, Mark Rothko, Clyfford S§til1l,: Franz Kline and/others.: '
» . I think it is true to say that.the fame. of these pa1nters just-managed
L to precede the arrival of thelr canvasses in London: in other,wor S5 :
. the exhibition has come at "the ptychological moment" - the moment
when curiosity was keenest. : . . I was instantly elated by the size,
energy, originality, economy and inventive daring of many of the
paintings. Their creative emptiness represented a radical discovery,
.1 felt, as did their:.flatness, or rather their spatial shallowness.
I was fasc1nated by Q§e1r consistent denial of. illusionistic depth.

_« « . Also there was an absence' of‘relish in the mat1ere as an end
¥ 1n itself.. 18

. / . In an important point relating to shifting influenc%é, Heron
' : . v > . ) .« ’ ! i ' ‘ ¢
g , - states: . N .
. PR ? . IS l' ~
v . . the idea that this new schoo] of American painters has betome -
%ﬂ‘ an 1nternat1ona1 force, capable even, of exerting an influence on

~ 0 . -Paris - this idea has been .gaining currency to such an extent that
evehh The Times can exp1a1n, in its review of this-exhibition, that
.. the.painters . . . have "gained for the United States an 1nf1uence J
» ; upon European art which it has never exerted before."19 ‘
an’ Heron goes on to review the varied coﬁménts-ﬁn the ‘exhibition by the
£ " Sunddy Timas, Observer, Manchester Guardian, Speéiétor, New Stategman -
IS . s ]
' and Nation. Then concluding, "whatever their comments the exh¥ition
' 20
was certainly 'the talk ‘af the toWn' " . ‘
I ' e IR . .
. 5 Patrick Heron. "The Americans at the Tate Gal]ery " Arts, . b  f
- Vol. 30, No. 6, March 1956 pp. 15- 16 ) _ _ A
B P Ibid, p 15, 7 Ibid o s e
\ /,.} . . . . I" /)c.v
LS , Y . \ .

o UL
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. Two years later, in 1958, Heron stated %i‘the 1956. exhibition:

- T 3/"1 was exhilarated-at the time by thé originality and the sheer dfrect-./’

1]

. . ‘ « 21
f“%. ./ ness of these American painters,” but goes on to be more critical in /

/ his /judgement looking back at the "Modern Art in the United States" /’ B

‘ ' e&H{;1t1on But in h1s ana]ys1s of this 1958-exh1b1t1on the E. J. Powbﬁ
// Co]]ect1on at the I. C A., in wh1ch five Amer1cans showed their work: /

/ ~ Jackson Pol]ock w111em de Koon1ng, Franz K11he Mark Rothko and C]yfford Jﬂ'

T T T, ﬁeron says: "Ones- impressions are 3nce again of the forth?1ght

. 22
- daring of the attacky of the -generous scaley of the pur1ty of 1ntention."

/ o
. a statement tends to echo the commedés of the 1956 exh1bit1on4 but :

/

/ " ,tak1ng up. a moégi\r1t1ca1 approach, Hehdn continues: K\But this time I
do not react with enthusiasm to the sha]lowsspace n& to the. overt S
g . ®f the muscu]ar brushwork nor to tg;/harshTy brittég\pa1nt nof/to the
/ 'tack of subgle resonance 1n co1or.".[ ' . ‘ 7
o Apart from Heron's more critical statements concerning’thb 1aé§r
l exh1b}t1on the E. J. Power Co]lection/at the I. E\A. in 1958 /cr1t1ca1 ' -
consensus of the per1od tended to doncur with Martin Fr:edman s statement .
"A stimulus that, had never come to England from the other sidg of the
channe] now spanned the Atlant1c."2u S A . y

> This- recogn1t1on of an tnfluence coming from the United States,

] .,‘ . and York in particular, is significant. Never before had art1sts ) .
; % . . .
‘ £ 1n~England looked to New York for the lead in pa1nting, and 1ndeed some
. : ' , //

’ . Mhmfuf‘""‘7“”1f”““'Patrick Heron, - London - Arts—-Vo1“'32"No. 8 May 1958, p. 52

R . 2 P . . . ! K
’ . ~ “Ipid, p. 23, Tmbie. R Lo

24 5 T - . . .
Friedman, op. cit., p. 11. , ' :
. ', | N S
» ' : . ° .
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. ‘of the older eeneration of painters in England at this time Francis
Bacon for exampie, “an implacable oppbnent of abstract painting, could
hard]y be expected to iike the New York school." 28 Ben Nicholson was .
diateiy sympatheticr "he saw action painting as a particularly e
heaithy, free painting development, but was aware of the more traditional,
~1ess revoiutionary (1ess ?American") qualities of this painting."26
Victor Pasmore, an extreme Construct1Vist in 1986, and leader of the
Engiand avant- garde in the early 1950's had temporarily abandoned painting
in favour of reliefs, and was actively exploring p0551hiiities of col-
laborations with architects, which was a widespread preoccupation in
England at the time, eventdaiix:cuiminating in the "This is chprrow" \

exhibition at the Whitechapel Gallery ‘in August 1956.
- ~At the time of the 1956 Tate Gallery exhibition, the three English

ne

artists mentioned were well egtabiished in thei n’right and of a - ~ .
different generation to those that were 1mmediate1y influenced b{‘this

™
initial 1nva51on of American painting. The point arises; did the "4

A}

-younger generation of Eng]ish artists have an inferiorit} complex about

the direction of Engiish art in.the mid 1950's?

v
. j Throughout history it is'well recognized that an inferiority compiex Rl

\

is a rare quaiity to an Englishman, the English say “"Whenever they seé

27
a handsome foreigner: he looks like an Engiishman," ~and "I don't think

?

Aian Bowness, "Some Recent History," London' The New Scene, i )
Ed:. by Martin Friedman (Minneapolis,’walker At Centre 1965), p. 53.
Ibidt )

Nikoiaus Pevsner, The EnQQishness of Eng]ish Art, (London, .
Architectural Press, 1956, p. 19.
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there is a people, more prejudiced ‘in 1ts own favour than the ‘British.""
) Ogden N§§h writes. . ; ‘ )
' Let us pause: to cons1der the Eng11sh R
: Who when they pause to consider themselves they get all
2 : . reticently thrilled and tinglish, ; :
Because every Englishman is convinced of one thing, viz: R
That to be an Englishman is- to belong to the most exclusive
-¢Jub there is.23 _ \ o
-9 ‘ . 3]

Unfortunately, as soon as thougnts turn to art, theseé statements ~
" on English self -confidence collapSe "Nohe of.the other nations of .,
Europe\bas 50 abJect an 1nfer1or1ty complex about 1ts own aesthet1c

capab1ht1es as Endland w? ‘ : B
Q, -
An updated versiojd of th1s infer1or1ty complex about aesthetic A

_capabilities comes from Bryan Robertson:.. c

. . . there is clear recognition in Eng1and of the fact that the

expanded framework dnd references which English artists are exp]or1ng

now are ent1re1x dueto the great, revelation of American art in
P England in the mid 1950's. -This trumpet blast was received warmly’
' . - and generously as an exhilarating liberating catalyst and a new point
e~ Of departure: but for some, time many of us thad-to endure the-
embarrassing spectacle of either direct plagiarism from American ]
sources str1dent1y undigested attempts to emulate its revo]ut1onary
splendouk 31 L

What of t Anericans themselves? The critics writing in the

-

United States in the\pid 1950's give a particular 1nsighf into the

phenomena from the American side of the Atlantic. I ‘
. . . - . . I .
Modern art business has been a Parisian monopoly for more than . f)
28 ° - - . o '
Ibid, - ) :

29
-0gden Nash, "England’ Expects eyt The Face is Eamiliar. '
(Boston‘ Little Brown, 1940), pp. 217-218, -

v
o

4

R , , Niko]aus Pevsner, op. cit.

- Bryan Robertson and Robert Melville, The Eng]ish Eye, (New York,
Mar1borough, 1965), P. 6




- " v Just,’ as wor]d po]1t1cs seemyto be in a fast flux . . with the

T : i t
, two centuries; many painters involved 1n it-are repelied and bored
by its shoddy if grand commercialism. ° The Americans, even the
greatest of them, still -are carefully avoided by our b1g collectors,
. se11 their works rarely, and would be delighted with a chance to.
become disillusioned w1th mater1a1 success. 32,

C]ement Greenburgh makes an 1nterest1ng comparwson between English

and Amer1can pa1nt1ng, and growing 1nternat1ona11sm .
American art has been able to establish its full 1ndependeh§e -

not by turning away from Paris, but by assimilating her. The fate
of British art, with its repeated rejapses into provincialism in the
course -of its own effort over the last half century toward independence
forms an-instructive contrast.  Americans have no longer had to
retreat to Ryder, as the British to Palmer or Blake, in order to get

) free.-of Cezanne and Matisse. What has made an important part of —
this difference is that New York is second only to Paris as a home
for artists born and brought up in other countries. And just as

. they became French in Paris, so they have become integrally American
in New York. Thanks to Gorky, Graham, de Kooning, Hofman and ‘other.
foreign-born and foreign- -raised artists, American art has been able
to make it3elf cosmopolitain without becoming any the less American
thereby Or to put it perhaps more accurate]y international art,
Which is coterminous W1th major -art, is beginning.today to acquire
American co]orat1on.

39

In an article descr1b1ng the contemporary purchas1n§:view of‘the&Buffala
T

Fine Arts Academy, Gordon Smith wr1tes‘

e we have experienced a great burst of creative energy, especially
in the work of the Abstract Expressionists, which is unprecedented -
and it is this unprecedented aspect that becomes important, because
for the first’ t1me Amer1ca has become a leader, certainly in the
f1e1d of pa1nt1ng ~: 4 "5

Another view of this great burst of creative energy b

';

<

¢ Thomas B Hess, "Mixed Pickings from Ten Fat Years v Art News.
Vol. 54, No 4, Summer 1955, p. 37. i
~ CIement Greenburg, llNew York Pa1nt1ng only Yesterday u Art News.'
Vol. g6, No 3, Summer 1956, p. ‘86 -

" **Gordon-M. Smith, "The. Brave Buffalo," Art News, Vol. 56 No. 3,
May 1957, p. 32 / ‘ R

.
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.patterns of authority and loyalty being constantly realized’and .an
endless series of minor crises continua]ﬂy threatening precarious
balances, so the world of American arts is permeated with varied. and
sprawling activity_ -‘energies extending in all directions, \numerous
schools (with a few members) forming and dissolving, practitiopers
gaining enthusiastic, but limited and often temporary, followings;

: so that the scene as a.whole resembles, in contrast {g_the programmed .
e production line around us, a primitive workshop where everyone is off
in his.own cubbyhole doing his own work. . In art, times of flux are
times of ferment; and although any final evaluat1ons should be held
in abeyance, . % . the past six years of American art have witnessed an-
_expansion of artistic possibility and of relations within that
incrgased range, as well as numerous works of originality and sub-
stance. These years were considerably more fruitful than the pre-
ceding half dozen, and tentat1ve1y [ would say that American culture .

; ‘ was passing through da minor rena1ssance. 35

Then. in an effort to explain American art, in relation to other aspécts }

:<0f Amevican sociefy, Koste]anitz states:

. L i The origins of _this risk- tak1ng 1nd1v1dua11sm probably 11e in the
; ' s1ngu]ar1t1es of the American experience - in the exp]o1tat1on of the
 frontier, in our implicit belief that man is superior to natural .

mater1als and can, therefore, freely and successfully impose-his will
%‘gpon Nature, in an educational system that encourages 1gd1v1dua1
“initiative from,an early age, in our related compitment to the ip-
‘relevance of paternal author1ty in our even more basic assumptio
that in:America eVeryth1ng is poss1b1e 36 .

<

A11 the same,!1t is significant’ that\Hess should point out as late ds 1955

o

that the "AmergCans .'. ..sell their works rarely, and would be delighted

with a chance to become disillusioned with mate§ia1 success."37

- With the success of the 1956 and sutcessive'exhﬁbitions,

. The advanced abstract school in pa1nting 1s international,
S (5 but some of its strongest exponents have been American. If was the -
N f1rst international movement in which the artists of the Unjited -

Rlchard Kostelan1tz, "The New Arts in America"
Summer 1965, p. 11. « - .

36
Ibid, p. 6.

Ark) No. 38, .
o

37 } '
Hess, op. cit. - /

ﬂ
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) States not on]y part1c1pated 'on their home ground but were in the
. ‘ vanguard.3 e

. Jackson Pollock comments: ‘ 5 ~
The idea of an isolated-American painting . . . seem$ absurd to~
. me, just-as the idea of creating a purely American mathematics or
physics would seem absurd. . . . An American is an American and his
paintings would naturally be qualified by that fact,’whether he wills

¥ it or not. But the basic prob]ems of contemporary pa1nt1ng are
o) independent of any one country,3°
Y The remainder of the American invagion, from its beginning in

1956, can be plotted with the dates of a few significant exhib%tions:
'Mark Tubey at tue 1.C.A., 7% May 1955,.Sam Francis at Tooths in January

| and at Gimples Galleries in' ay 1952} paintings by Willem de Kooniug,

; '7" Franz -Kline, Jackson PolTock, Mark Rothko and Clyfford Still from the
E. J. Power Collection at the 1.C.A. » in March 1958; the touring Jackson

" Pollock retrospect1ve at the Whitechapel Ga]lery in November 1958, "and

, th1s initial salvo of the invasion culminating W1tﬁ the "New American

;mEa1nt1ng" ‘'show at the Tate Gallery in 1959, thereby estab11shing a
urad1t1on of American Exhibitions in Eng]and that cont1nued throughout
e the 1960's and into the 1970's. v

T -

4

oo L]o d Goodrich, Three Cpnturies of American Art. (New York. -
‘ Praeger3 1966 p. 104. :

. JacksongPo]logt "The New American Painting," reprinted from -
‘Arts and Architecture, Feb. 1944, in Readings in American Art Since 1908,
ed. by Barbara Rose, (New York, Praeger, 1968), p. 151

v -
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. \ ‘ oo o THE ENGLISH REACTION I '
\\: : . I was alone.I took a ride RN - :
. . I didn't know what I would find there ",
‘ Another road where maybe I 40 ’ )
Could see another kind of mind there \
. ,.,.#.J ) . -
English painters,reacting to the American Invasion divided them- - 4 -

selves according'tg-generaiion into three distinct groupings:

N

The Older Paqnter; . i . . . . ' 4
TN ) Those over forty five at the time of the 1956 exhibition were

-

41
scarcly affected "they were too set in their, ways." These include
Francis Bacon, Ben N1cho]son and Victor Pas%bre

"The Middle Generation

42 . :
Th1s labe] is attnibuted to Patrick Heron, and it expregied
fhe pa1nfu1 awareness of pa1nters aged between thirty and forty five in -
A .,1956 that they were no. longer the xoung generation., They had.been

laboriously bui1d1ng sbmething'out of the remnants of modern art left in

Europe after the.second wor]d war, and now they had to come to terms with

American painting.’ Painters in this grouping 1nclude Heron himself Frostﬂ

~

: Hthon and Wynter, most of them associated W1th Cornwa11 which tended to

: John Lennon, Paul McCartney. "Got to Get ¥ou into My Life,“ . ’ o
from Revo1ver, (Cap1to1 Recording 1966) track 4, side 2. , o

t

- . ~ '
y ot

\ Bowness op. cit., p. 52.

42 ' Lo
Patrick Heron first used this term for an- exhibition at -
wadingtons\GaIIery in May, 1959. A

.




_be 1andscapejbased:painting'- whefeaS'New York painting‘was not. "There . E

personal sty1e out of thé ear]y Pollocks he had seen at P gy Guggenheim*s ﬁ\
in Venlce 1n 1948. And here we find the f1rst h1nt of aZ Ang]o-AméPican -

43
dialogue." =~ ~

. N o . ,.‘ "
The Younger Painters : 0 . U
7 . .

’
N

’

. These are pa1nters that were under thirty in 1/56 members of . .

" this grouping include: - Joe T1Tson,,Haro1d Cohen, Be#nard Cohen, Richard

~ Smith and Robyn Denny. "To some extent they shunned_the1r elders, who

Jlike any older generation, barred the way of their own prqgress. Because )

" the younger men were less committed, it was much easier for them to chenge

i
.

) paanters to see New York painting for themse]ves. ‘ "Parws’no Tbnger

Exhibition of British Abstract Painting" at. the Royal Society of British
+ . ‘ /]

u . .
their po1nts of view." : Lo s .

7 One relatively 1nmed1ate reaction was the de51re by younger

) . ,/ 3 v >
existed . . . in the autumn of that year (1959) Richard Smith and Harold

- 45 .
‘Cohen both Teft for a two year stay in-New York." Durihg this peeiod,

' ‘Lawrence Aﬁ]oway,q". . . the leading British advocate of and apologist for

3

46 : - .
Amer1can action paint1ng," " was busy organizing exhibitipns of English’ ,

pa1nters "Statements" at'the Institute of Contemporary Arts in January b

| 1956, "Dimensions" at the 0'Hara Gallery in 1957, and "Sityatioh: ‘An

Arts (R.B.A.) Galleries in London in September°19§9. The "Middte

-Generation” Cornwall painters were deliberately exCIG@ed as being in-

<

43 R - uy :

Bowness, op. cit., p. 54.  ‘fbid. Ty :
45 W6 - P ' - *;
Ibid. Ibid, p. 53.

r




suff1c1ently abstract from the "Situatlon" exh1b1tion, and ‘the younger

[

47
English pa1nters exhibited enormous Amer1can -type formal, pictures.

Alan Bowness implied in‘ his blistering review of the "Situation"

exhibition that it was largely an attempt tZ/araw afténtion to a group’

of yoling abstract pa1nters who “hab1tua]ly ork on a very large scale,

and perhaps as a consequence have found it d1ff1cu1t to get their work.

48
shown," Bowness quotes Roger Coleman's catalogue introduction to

?Situationﬁ as exp1aihing that fDuring the 1950's American painting int}o:'

\

duced, among other th{gzs, the concept of the large oainting inte Britﬂsh'

49 ‘ - : :
art,” But®Bowness'N\own feelings cqgme through clearly whén he states:

"One has the impression that, so far as ainting teday is concerned the

British Istes now lie off the coagt”df America and not off the continent
of\ Eur‘ope"'50 ) ‘ " ot ‘

) Bowness' statements are an example of the type of critical attack'
%oat British abstract art underwent in the late 1950's and 5ar1y 1960'3

with no Vegard’to some of the original innovationsvthat were taking place

at the'time. Lawrence Alloway tended to defendthe young abstract artists,
] he commented avourably on the size of their work: "Large abstract paint-

1ngs were cons1dered to be a wWay of cutting down aesthetic distance' a .

s

51
big picture meant a close-up not a step(R?ck "

. 47
Ibid, p. 54.

48 ' _ . :
Alan Bowness, "London," Arts, Vol. 35, No. 2, November 1960,
p. 22, . . .
Roger CoTeman, Catalogue introduction to “Situation: An
gxhibition of British Abstract Painting," repr1nted by Alan Bowness in
rts op. cit

-

50 . .
. Bowness. Arts op. cit Allo!ey, op. c1t.. p. 46. S
. ’ BN . ‘. P ’
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A less 1nvolved and therefore perhaps a c}earer analysis of the -

T phenomena comes from Sir Herbert Read:

The real fmpact did not I be11eve, beg1n until 1958 with the ° \\
circulation of the Museum of Modern Arts "New American Painting" show
and the Pollock exhipition. However since that time it has been
over-whelning—Certainly the younger British painters have been
swept off their feet by the discovery of what' ¥s really happening in -
thé United States.- 1 remember vis1t1ng the "New American Painting"
exhibition-at the Tate Gallery and seeing the great numbers of young

. . * people, obviously art1sts, standing or sitting abso]uteﬁy qujetly
. ; before the canvasses.

Another comment on the "Situation" exhibition cones, from John Russel]
N " who certainly was more' involved than Read and in this instance takes a
divectly opposxte view to Bowness: "Yet the genena] impression was not-all
. that of a comm1ttee of copy1sts: and in the'very iarge collages of‘wather
Irwin and oils of Hirold Cohen . .+ two painters were seen to earn their

53
size,.if one may put it so, with no cross reference_to American models."

In a‘more sympathetic vein Bryan Robertson comments that he has:
. + . intense admiration for the best of what they (the artists) have
done -on the teeth of English ignorance and indifference, and vexation
at the enervating background of an English attitude to art that has
always, historically and persistently, tried to confine painting and
. sculpture to topography, which could includé mild-mannered portraiture,
S _cartography or-topiary. Art outside these prescribed limits tends.
to alarm or vex the Eng11sh though the recept1ve mental climate is
jmproving tremendously.s" - .

From the‘same exhibition cata]ogue introduction ﬁobert Me]ville'

. éomnents on an aspect of English in relation to American art:

%

’ 5
%Sir Herbert Read, "Dialogue on Modern Un1ted States Paintingp' :
Art News, Vol. 59, No. 3, May 1960, p. 33. . N

John Rus§”]1. "Art News from London " Art News Vol. 59, No. 6.

Robertson and Me1v111e, p. cit., p. 5

. October 1960. p: 49. | < ' , oo

)
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I suppose that to a greaf extent we have to rely on\gthers\fo

tell us what!s..English ahout English art, and I've been

A

articularly

impressed by a remark abolit one of our younger abstractionists made

by the American critic Gene Baro who' spends fnuch of his

time in

LY

e” Lorldon.”  "A few years ages" he writes, "I thought Paul Huxley one of . o
. the most promising of the younger BFitish.painters. I suppose I )
meant by this that his work connected with some of the good things

that were being done in the States,"S5

o

)

These reacf1ons, by artists and critics, sometimes opposing,

~*§ometimes praising, are echoed again and~again fhrough the period after

the 1956 exhibition up to the "New American Pa1t1ng" show in

[}

is not 1mportant to d1V1de cr1t1cs andvartists into "camps”;

1959¢‘ It

some for, o

existed,

some against; 1t is 1mportant o realize that this situation
generally in a fluctuating- way. concrete element that emerged among

a percentage of artists and critics was the grow1ng need to establish a

v1able English abstract pa1nt1ng trad1t1on As the Amer1can exhibitions

K succeeded each other in the prominent London Galleries, and

thinking

artists and.critics flocked to‘ﬁeep ub with them, so this need of assertion

gren +Abstract Expressionism had been assjmi]ated into the

English art

wor]d and by the time the Tate Ga]lery showed the "New American Painting"

exhib1tion in 1959 English art1sts had already begun to pai

nt Eng]ish

L 4

|
sty]e Abstract Expression1st paintings- and indeed simply English Abstract

Painting, with its roots clearly embedded in the large abstract paintlngs

. from the United States. Exhibitions that are testimony fo this fact are:

"British Art Today" (1962) that toured Sap Francisco, Dallas
Barbara, "The English EyE"-(IQGS), that offeredsy New York p

" selection of English abstract art-and was a follow-up show to "Thé American

Vision" held at- the Marlborough Gallery in London, and "Lond

55 . ,0 2‘ . , L <« ¢
Ibid, pp. 8-9. _ . . '
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New Scene," that meumed Minneapolis, Washington D.C., Boston, Seattle,

. Vancouver, Toranto and Ottawe from 1965 to 1966.

f In a catalogue, introduction for another touring exhibition
/

" spects of New.British Art," Jasia Re1chardt comments on a_grnwjng

1nd1V1dua11sm among British rt1st5°

‘e

which in England was very\ short-lived, the main trends of the late- -
fifties and early sixties, whether f1gurat1on or abstraction, were
characterized by a certain detachment. . It would be true to say
that a British style, or any overall tendency, or set of theories
which are universally subscribed to, s1mp]y\qo not exist. The

work of the seventeen artists in th1s exhibition constitutes nothing
less than seventeen individual approaches to the function and process
.of painting. .

Therefore by the early 1960 s American Abstract Expressidﬁﬁsm

had been, not’ on]y assimilated by English artis%s. but certa1n1y the

) large’ abstract canvasses had been personalized and the "individual style®
N\
of the artists had to a certain extent surV1ved the American influence,

and a personal style began to emerge and be ma1nta1ned Commenting on

a positive factor of Amerncan Abstract 1nf1uences Reichardt continues:
'American,a t was an eye opener . . . "and an 1mportant factor in the
total awarJness of the physical as well as idealogical poss1b111t1es
in relation to'art. Perhaps the notion that the expression of art
can be realized in any form, with any subject matter, and in'any
‘media. . . . If this #5 a 11berat1ng factor, it is also on that
. makes greater deman on the artist himse]f and. his ‘own inner
" resourceys#’ . ‘
o .

T re exists a def1n1te blurrjng of distinct beginn1ngs a d

A

&

. endings when the Abstraot. Expressidn1st movement began to give

.
v ' I

to

- n . -

, ‘ Ja51a Reichardt, "Aspects of New . British Art " cata1ogue
1ntroduction 1966. .

Ib.ld‘

. .
-~ . .7 @

] If expressionism was\the 1ney1tab1e 1ngred1ent of action painting,

o
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the ew movement of the 1950 s and ear?y 1960's, Pop Art. 'Enéh’sh.

, VI
artists found themselves in soMewhat of a dﬂemna the habit. of }ooking g

o t3 New York had been built upxﬂumng the previous Few years, but at. the,. k
: -~ , same t1me Pop Ar't was' developing separately and quite distinct]y in ," - [\"

~ " England. ‘ . IR .
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. THE ENGLISH. REACTION II - POP ART AND BEYOND

_CHAPTER 111

4

A significant phenomena happened between the‘time of the declining

'
>

3

’ movement of Abstract Expre551on1sm and the burgeonlng ng Art movement.

The time 1tse1fh1s d1ff1cu1t to def1ne, the question in reality: When

v

- the wafers, or to the various cubi

. context.

i s1m1]ar1t1es between the two social structures.

Abstract Expressionism ended and Pop began is not exactly relevant in this

el

" What_is relevant is the absorption of an influence, hhich was

not static and the. increasingly diverse deve]opment of artists and art,

The fact that 1mportant developments were being made -in the f1e1d of Pop

Art when Abstract Expressionism was at its peak in England is 1nterest1ng

" enough, but the fact that Pop Art deve]oned separately in Eng}and‘and 1n;.
the United States at the ‘time when great influences were being asserted"
by\the United StatES 1s even more 1nterest1ng The Pop ?pt movement Q7/

tended to 11]ustrate some of the basic differences an

té realize, at this point, that the established influence of United States

painting did net expire with the onset-of.Pop Art; nor were the ramifications

1
x-&.gi'
.

at the same time

It is also important

'1nit1ated by the influence 1imtted to one'particular'art movement.

' s has been mentioned, Pop K?t,deve1oped separately 1n~England_

and in the United étates.

The roots cf Pop could be traced back, depen-

" ding On_ones: source of reference or ones concept of "Pop, " to Picassos

painting ?Plate with wafers" (1914), which showed clear]y the printing on

Zr”—‘ques. Kurt Schwitters produced -

-

st col

. +

7
~
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o

-
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co]lages which—featured comic- strtp 1mages / But this is incidental;

numerous roots could be estab11shed that anlcated the advent of Pop Art.
For purposes of thws study, it is, the direction that Pop Art eventually
took and the tracing of an 1nfluence that wove 1n~and around Pop Art
through artists in ‘gplleges, the effects of ‘which eventua[xy influenced
the diregtion that/grt education’ wou]d take.

The. term "Pop Art" 1tse1f is credited to Lawrence Alloway, by

»

Jas1a Re1chardt, who - c1a1med Alloway used the term-as ear]y as 1954,

But AlToway credlts Eng11sh a&tist Franc1s,Bacon for mak1ng a pre]iminary

) move in the d1rect1t?ﬁ’of ‘Pop between 1949 to 1951 the period when the R
art1st began using anIabraphs ‘in his work. ? “The artists who ‘/

-~

!

contr1buted to its d%ve]opment 1n England, Paolozzi and HamiTton especia]ly,

_are still going strong. . . . A second generat1on of Pop artists and Pop

affiliated artists came on-the scene with the.sixties . . . Richard
X : .‘ 59 -
qgﬁth,.Peter Phillips anc Peter Blake."

It 15:;Eéigaps; difficult in retrospect, to remember.the impact
of the "sameneds".of Pop artists as they emerged. :A kind of obligatory ~ -
reassessment is made in this reference ' .

This kind of‘ob]fgatory reassessment is not unique to Pop Ant .
It has applied to all modern movements. André& Breton quotes a letter
from Paut Valéry which demonstrates the same process in operation.
After visiting a .Cubist exhibition Valéry wrote plaintively, "How is
one to distinguish Cubist A from. Cubist B or Cubist C?"  The
answer is . . . give it time. .

+
Ll

A1loway, "The Development of British Pop," in op Art, ed. by
Lucy R. Lippard op. cit., pp. 27-28.

59 ,
Lawrence Alloway, "Popu]ar Culture and Pop Art," Studio
International Veh 178, No. 913 July/August 1969, p. 21 S
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"For Pop Art too time has already done its work.- No one in
any way informed is likely to equate Hamilton's cool if" affectionate '
- intelligence with Blake's warm academic sentimentality, or to confuse
the thinking behind Kitaj's hermetic anarchism with Hockney's
" celebration of American west coast bathing pool culture. It's clear
now that Caulf1e1d s use of 30's Kitsch as a quarry for building

materials of a new formalism has 1ittle in common with Allen Jones'
nagging obsessions with 40's.leg @nd ‘shoe fet1sh1sm Yet in the
early days of Pop it was quite gask if you weren't at the centre to.
confuse "Pop artist A thh Pop artist B or c."860 .

' This 1n1t1a1'Engl1sh.Pop, a]though originating from some of the
© same Qburces,as Pop in the United States, was of a distjnct]y'different
character. 'Peter Blakeé:was using Pop.ieages as early as 1954, fabricating
a seriee of "walls" and dodrs™. . . . He-empioyed such devices as the .
repetition of a topical photograph Eoneidereb]y\before tﬁe technique was
associated with Andy Warhol. u )
' To perhaps illustrate this d1st1nct character of Eng]ish Pop,
Peter Blake 1s a. good examp]e when verbal1zing about his work he uses
phrases such as: "never never lahd; nostalgic; intrigued by the way 'a f
picture or sign mellowe, yusts.or browns through weathering anﬁ age;

’ gentle jrony; Victorian and Edwardian kifsch- 01& brewery letters; hotel-
door numbers' souvenirs that whimsically evoke a sent1menta1 past-

completely’ S{mpathet1c to the subject I pa1nt,ssurrounded by badges, deor

knobs and other bits of arcane insigniay a painting of a,post card or the

L 44

porf?a1t,of a pin-up girl; Elvis Presley; The Beatles; cinema starlets

and wrestlers." ,

60 | '
George Melley, Revolt into Style, (London, Penguin Books, 1972)
p. 129, - L ‘ .

‘ Friedman. op. cit., p. 12.

s Ib1d Blake's comments, on himfelf and his work are ‘the result
of direct correspondence. between himself and Friedman, which is partially
published by Friedman in th refqrence. '
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These words of Bldke s evoke a lyrical feeling, Whlch can be

para11e1ed when vieW1ng hlS work It is Pop, but the essence, the. very
spul of his work is rooted in lyricisi, nosta]gla very strong persona1

: fee]ing. and even intu1t1ve qualities when he co]]ects the e]ements that .

inspire his paintings. | -

Apart from Biake, this'"different}feeiing" (as ‘compared to
American) for subject-matter, end the world in genenal, transc¢ends the
“—_ obvious involvement with the motif. = It really comes down to thé basic
? d\fference in the national character.* David Hockney is another example .
of an EnglisH "Pop" artist that is d1st1nct1y different from any American N
. artist _or any Amer1cin treatment and involvement with subaect—matter.
Gene Baro, an American critic whites of Hockney:
- ' . . . the subject of Hockney's paintings.is relationship among images,
arb1trar11y stated but sometimes needing to seem casual or accidental.
e R Frequently, the paintings court an air of innocence. Sometimes,
' they appear to spoof art itself. The association with Pop Art is
obvious, but the proper antecedents are the British figurative N
tradition, subject to a witty and whimsical imagination 63
" The "wit" in Hockney's work is para]1e1ed 1n examp]es of titles of his
.paintings, which also tend tO‘the 1iterary' "Man Who Stood in Front of J
His House with Rain Descend1ng" (1962), “Seated Woman Drinking Tea Served

| by a Standing Companion" (1963) and "Man Taking a Shower in Beverly Hills"
| .
\*// o (1968).

)

These examples of 2 type of Eng]ish th1nk1ng sharply contrasts )
o ‘ ~with some of Andy Warhol's titles, for example: "Marilyn Monpoe" (1962).
"12 88" (1962), “Flowers" (1964), "Brillo Boxes" (1964). "Jankie" (1964)

.
' ! ’

Gene Baro, "The British Scene: Hockney -and Kitaj,» Arts.
Vo . 38, Nos. 8 and 9, May/June, 1964, p 96

Id




-the United States.

. p. 10.

and “E]ectricChair" (1965) S B .

3 This feeiing, this EngTishness exists to a certain extent in the
work of other Engiish Poﬂ'artists Richard Hamilton, Jon Thompson,

‘Richard Smith, R.B. Kitaj (insofar as Kitaj wds an. American and living

- Johnt Coplans echdes comments of a- number of critics when ‘he Tinks,

£ Y

%
|
and working in Eng]and), Derek Boshier, Allen Jones .and Joe Tilson. o 1
|
|

the end of Abstract Expre551onism to the beginning of Pop, part cu]ar]y ’

from an American p01nt of view: ’ : . -

e haY

This new art can be seen as a continuation of the earlfer Co
confrontatiof by the Abstract Expressionist painters with .the prob]ems -
of bringing forth a distinctly American style of painting, divorced

“from the stylistic ¥nfluences/and aesthetic¢ concerns of a.tradition
of European art, which has lain like a frigid wife in thé bed of an
American art since the Armourydgh 6% If, during the last decade,
Abstract Expressionism has bee thought of - at least in this country

- - as finally having solved the prob]ems of the creation of a distinctly
American art, here.is a whole new generation which has engendered
widespread confUSion by thinking otherwise.- Seen from this point
of view, the painters of the soup can, the dollar bill, the comic
strip, have in common not some moral attitude towards their subject’

L3

-« matter that some say is positive and others say is negative, but a

serigy of paifting devices which derive their force in good measure\V‘\c(*’ ’
from the fact that they have, virtuai]y no assoc1ation with a Europ-
ean tradition.®> p

& .

* Again, by the m" of a contrast with Biake and HocRney,'this : ©

fundamental difference between English and American ?op 1s evident when

* compared to the comments of Claes Oldenburg

»

I.am for the blinking arts lighting up the night. - o
I am for fa]]ing. sp]ashing. wiggiing, jumping, going on and off ..

.

-

Inxthe interests of clarity, the Armoury Show was held tn'a . e

’ regimented armoliry in New York in 1913. This.exhibition was the,

principal means of introducing "modern," i.e. post impressionist art to

4

John Coplans. Pop Art USA cataiogue. (Oakland Art Museum,- 1963),
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: - 1 am for the art of fat truck-tires and black eyes.
I am for Kool Art, &-UP Art, Pepsi Art, Sunshine Art, Dro-bomp
Art, Vam Art, Panryl Art, San-o-Med Art, 39 cents Art and 9.99 Art.
I am for an art that embroils itself with everyday crap and . -
still comes out on top. -
I am for an art that spills out,of an old man's purse when he is’
bounced off"a passing fender. : : .
I am for the art out of a doggy's mouth, falling five stories
from the roof. - ! ' :
I am for the art of .ice-cream cones dropped on concrete,
I am for the white art’ of refrigerators and their muscular -
. openings and closings. ‘
I am for the art of punching and skinned knees afid sat-on
bananas. o .
I am for the art of bar-babble, tooth picking, beerdrinking,
egg salting, in-sulting. ‘ 66
" I am for the art of ~falling off a barstool.

Not ‘only does Oldenburg capture tb some extent the essence of

American Pop, but his.comments lean heavily on a certain type of humour, -

which is définitely American.” . . - T
For more ofgzygjessence of American Pop, in this context -

e the remarks of Robert Rosiﬂ93ﬁm as he severs the _ -

o

especially cutting a

ties with the Abstract Expressionists:

o Q

. . . the real Pop artist not only likes the fact of.his_commonplace
. objects, but more important exults.in their commonplace look, which

. is no longer viewed through the blurred kaleidoscope lenses of Abstract
Expressionism, but through magnifying glasses) of factory precision.

When Roy Lichtenstein paints enlarged Ben-Day dots, raw primary colors,

and printers ink contours inspired by the crassest techniques of com-
mercial illustration, he is exploring a pictorial vocabulary that
would efface the handicraft refinements of. chromatic nuance, calli-
graphic brushwork, and swift gesture pursued in the 1950's. When
. Andy Warhol claims he 1ikes monotony, and proceeds to demonsirate this
by painting ten times twenty cans of Campbell's soup, he usés the
potential freshness of overt tedium,as an assault upon the proven
staleness of the de Kooning epigones' inherited cbmﬁositional complex-
ity. When James Rosenquist becomes infatuated with the colop of
Franco-American spaghetti or a slick magazine photograph of & Florida

t

66 R .: . a

Claes Oldenburg, "I am for an Art . . ." reprinted from "Store

Days" in Pop Art Redefined, John Russell and Suzi Gablik, (London, Thames
and Hudson, 1963), pp. 9/-98. ] )

-
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orange he employs these bilious commercial hues as tonics to the
thinning blood of chromatic préc1osqty .among belated admirers of
'Guston or Rothko. And when Robert Indiana salutes the heraldic
symmetry, the cold and evenly sprayed colors of road signs, he is
similarly opposing the academy of second-hand sensibility that
inevitably followed the crushing author1ty of the greatest Abstract
Expressionists.®’

This feeling of needing to break with the past, or the need for

3 newness in the United States, .is echoed by Robert Fraser: "American Pop

is aynore deeply rooted thing, born of desperation with painting and with x<.

'life, which gave it an intensity the European equivalent lacks.  But

68

4

. , 69

In response to the question "Is Pop Art Americgn?®  Roy
\

Eng]ishfPop'is more playful and affectionate . . .

Lichtenstein answers:

_ Everybody has called Pop Art "American" pavnt1?§}; but it is actually
industrial painting. America was hit by industrialism and, capital-
isp harder and sooner and its.values.seem more askew. //’I think
the meaning of my work is that it's industrial, it's what all the
worid will soon become. Europe will be the same way, soon, so it
won't be American; it will be universal, .

Robert Indiana amswers the question: "Is Pop America?" "Yes, '
America is.very. much at the core of every’Pop work. "British Pop, the
first born, came about due to the 1nf]uence of America.“ , -

The effects of th1s "industrialization" and capitalism", mentioned

by L1chten§ée1n; are evident in thé’work of American Pop artists, also

: Robert Rosenblu?,ngop Art and Non-Pop Art"™, in og Art

. Redefined op. cit., p

68.

’ . Robert Fraser. "Protagonists of Pop," in "Five interviews con-
ducted by Suzi Gablik." Studio Internatignal, Vol. 178, No. 913, July/
AUQust 1969, p. 12

) 9Gene Swenson, "What.is Pop Art" (Part 1), Art News, Vol. 62,
No 7, Nov. 1963, p. 63. Lichtenstein and Indiana are interviewed,
among other Pop artists. in this article and asked the questions "Ts Pop
Art American?" and "Is Pop America?" .




the extent to which their pafnti'ngs are e ‘reflection of their lives.

Indiana's involvement with the $ymbolstin his_painting "USA 666" is a
relevant examn]e. . Every sign and symbol in this painting has not only
a 'per\sc’mal meam‘ng,fer Indiana - but they form a part of his life - he.
.actuaﬂy grew up' with them‘— for example the Phih‘.ps '66" ‘s)ign is the -
“sign o/f the'g;asoh'ne c;‘ompanyu his father worked for, and the single six
represefts June; the month-of his father's birth - hence 666.
The same involvement between art and 1ife is evident when Andy

Warhol answers the question "Why did you star't pa1nt1 ng soup cans?", '
"Because 1 used to drink it. I used’to have the same lunch every day;,
for twenty years, I guess, the same thing over a_ry)ver again."”1

_ This repre’sents two different painters' views, but for both the
same involvement exists between art and life, and it is this involvement

that is,an important characteristic ofsAmerican Pop.  John Russell clarifies

-~

the train of thought when he states: ‘
. < 3
. «-. what .I mean by the difference between English and American Pop:
it js the difference between the thing chosen, as an act of the
1nte1ngnce, and the thing lived. American Pop Art is neither a
freak, nor a provocation, nor a perversion, nor a betrayal. It is
©a natura] art, and one that is continuous with American life and
continuous with American painting. Roy Lichtenstein stands for Pop -
., " indeed, is Pop - for thousands of people who have never looked at his
) (; source - material or bothered to study his own career in any détail.
Roy Lichténstein is penetrated by Americana, thought of nothing el
for years, and made the move t? pure P? materia] without any fund
mental shift of \{nterest . . .

70 '
An excellent explanation of Indiana's sources for this painting .

appears in the text Pop Art*Redefined, op. cit., pp.»36-37. Indiana goes
into detail on this painting and descm es the fine 1ine between s1gns,
symbols influences, and their involvement with his 1{ife. -

71
Swenson. op. cit., p. 62.

/
RusseH and Gablik, Pop Art Redefined op. cit., P. 37 S
v ' :
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Then commenting on-an—asfect of the “industriali zatiop“'nfen'tioﬁed
/ .

by Lichtenstein, .in reference t0 the availability of consumer 'gbods,
. Russell states: : | ' .

The members of ’the_ independent Groﬁp had® grown up at a time when it ’

was about as easy to see a new copy of Life Magazine as it was to

pick up a First Folio at W, H, Smiths. . Even those that were. there -

at the time have forgotten how limited weve supphes of literally .

everything: food, books, magazines, pictures, air tickets, foreign

currency. First hand knowledge of 1ife outside England, was very
difficult to come by, and I see no reason to think that John McHale"
exaggerates when he describes the impact of the consignment of
American mA%azmes which he brought back w1th him in 1955.73

Lawrence Alloway) takes up the same point when he writes:

It 1s true that Enghsh Pop artists used to be accused of pro-

than that. American pop culture was valued because it was the
product of an economy more fully industrialized than Europe's. We
looked to the United States as our expected future form, the country

at a 1eve1 of industrialism to which all countries were headed, though

at various’speeds. This outlook had a mood of optimism that 1s not
in accord with present feelings, but the point remains that Pop Art
is the art of industriaTism and not of America as such.”?

A]'Ioway continues, p_erhaps apologetically, to give some interesting :

. insights into Pop Art in England, as it declined: J

Smith, Peter Phillips and Peter Blake) have.not beehable to take
hand, which seemed a bit slow to me compared to London at first, has
produced a vast body of work, and so have Los An eles ‘and Ch'icago.
The reason for the disappointing record in Englanid may, perhaps, be
found 1in the particular character of artists as a|group in London.”S

A'Howay hwthghtsﬁsome differences(\between rtists in London and

1] >

73
Ibid, p. 33.

74 ’ Qs _ .
Alloway, "Popular Culture anﬁp Art," op. cit., p. 2‘[.

75 . ‘ o
Ibid.

. Americanism but -the nature of the interest can be gefined more sharply

-

: Eng]ish pop culture has’ prospered (mus1c and c]othes) but English Pop
Art has not. The painters, aside from the exceptions noted (Richard

‘:advantage of getting for once, an early start. New York, on the other

-
c

.
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"New York, which he poses as réasons Pop continued. to prosper in New York: .

) Here (in"the United States) there is almost no-professionalism
among the artists, by which I mean a level of interpersonal contact -
which is susta1ned and open to newcomers. In London no artist seems

to know enough other artists: there will be a few others, of his own
generation probably, and some of these will probably teach in the same
art school with him. The art scene is broken into small groups who
have only occasional and suspicious contact with each other. An
artists best audience is other artists who know, from the inside, what -
he is doing while it is new, and this is the best functién of the .
professional art world in New York. London, on the other hand,
artists work with an audience that is igually too small and either too
friendly or too hostile to provide cohérent reactions to current work.
One needs more than friends and rivals.?”

These differences between Amerlcan and Ehg]ish Pop ranging from
the obvious to the subtle, could be 1nvest1gated much more exhaustively ;
than was agkempted here. But, paralleling the hr1g1ns of Pop. it 15
."not the purphse of this inquiry to pursue this end. ;ndeed. Alloway
when speaking of artists teaching in the same schools as\bthérs gives -
a preliminary indication that the direction this study now takes.

An Abstract Expressionist influence has been established. The man} and
varied qualities that differ;ntiate English from Amer{can Pop have been,
_if not dealt with fully, at 1éast‘dwe1t Shon to a tertain extent.

Thet next direct%on this study now takes is into the field of
education. Not education per se, but specifically ARE education, located "
in time after 1956. Artist§,“many of whom were hentioned previously,

* will serve as a link between the prior established influences and the

coming changes in art education. \jy T ' .
. , - ,

2 : ' [ )

the 1950's and early 1960's, accepted the position of curatorAt the

This writer's addition. - Alloway, after being in- the vangua .
of all authoritative writ1ng on Art and Art Movements in Eng]agd durin
Guggenheim Museum of Art in New York in 1960. ﬁ/////—_s

77 :
£ Alloway, op. cit. o ‘ '
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TENSION AND CHANGE IN ENGLISH ART EDUCATION

. 41 used to get mad at my school ,
The E%achers that taught me weren't cool ¢

, ’ . Your holding me down, turning me round ° , : ¢
- . Filling me up with your rules . . 78 - '

David Hockney serves as an excellent link from the preceding?
\chaﬁters to the present. During \the 1960" s Hockney was one of Eng]and'
best knoWn younger artistsg and the reason he "belongs" so wel]l at thiS‘
; ‘ "'po1nt 1s that he also attended the Royal College of Art from 1959 to 1962.
* The fact that Hockney was a student during this period serves as a 1ink
' to the educational aspect of this,study, but the actual time he was ;here,
serves as link to effectively i1lustrate American i f]uenﬁbsvdiréctly T
‘ and'indifecfﬁy upon artistg\igﬁ students, and the é;Lect of these influences, |
.in this Barticu]ar case, on'thg Royal CoJTége of Aﬂﬁf | .
“In the interests of clarification, it would be useful at this
"point to e¥p1ain that at the Royal College of Art'Hockney-f0110wed a.
course of study thai divided york into fwo djsﬁjplines - genera} studies.
and studio, of which the studio section formed the major Pért-,ﬁ A student
lﬁeeded to be successful ip both areas of study_before he would be awarded

a graduating diploma. Hockney faiTed the general studies course. Hg'

John.Lennon and Pau] McCartney, "Getting Better," from Sergeant
track

Peppers Lonely Hearts Club Band, (Capitol Recording 1967), side 1,
7. rseter Biake -and his wi?e. Jann Haworth designed the cover of this Y
reco .




 admits:

S simp]y ignored them {(General Studies). I never did anything.- I
think perhaps I did half an essay for them. It simply finally re-
sulted that in the final year they said "You have FAILED AT THE
GENERAL "STUDIES 'COURSE." which in a way was perfectly right. ~ It
was obvious I had because I hadn't done it.7°

The college suggested that he do extra work to-become e]igib'l.e‘ for the ' /
- ' )

- diploma, a suggestion he ignored. "But of course what happened in-the '

end was they passed me."'30 : ' o j»
" "A sub-committee o the Academic Board examined the marks of all
stu&ents as a r:esuh: of -a reores'er;tation by the Jstudo‘nts who- fai 1eo the
fma1 examination. Foﬂoim‘ng their report the: Board took the‘viéw that-
dev1 ations had occurred m “the computation of the numbers of this examin- )
atiod. It therefore ruled that all resu]};s be set’aside and that ‘a1l the
students, including David Hocknéy’ were a Eudged to have passed the examin-
%. 81 : 5 S ' , i)
ation. : - . x . .o ,
An interesting point relating\o hi¥ matter, in the students' |
attitude, is that the students 1nvo]ved (s1x other people failed the
cqurse in the same year) did not seem to care 1f they were awarded the \
diploma or not, "Nobody seemed to worry part from them" (Genera] Studies) i
‘»This attitude gives an indication of the stydents view of art education's ;
direction, in this case at the RCA, at‘ this time: 1962, Th;s theme, in
part will be taken up by other students at Hornsey Co]]eg/é of Art in 1968,
To return to an American influence, in th1s contéxt, Hockney him-
se'lf explains the situation that existed at the time:

2 O o -
. \ .

79 , - 80 o
Hockney, op. cit., p. 44.  Ibid.

8 - X
'1bid. * This fact is published in this reference b the Royal
College of Art reg'lstrar, J. R P. Moon. .

P b, p. M S

-

\
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. Peoplé were doing- enormous paintings I remember, which the College .
didn't 1ike. They just didn't like you doing enormous paintings - .
. . . S0 they became rather antagonistic. People put their backs ’
up. Eventually they threw out Allen Jones. They were trying I
suppose to frighten'people.®? »

This comment of Hockney's was describing the period of time when >

-he\fi,rstitﬂﬂld_eﬁ the Collge” in 1959. He himself at this time was doing .

' . 8u
. « « Jjust drawings of skeletons. I spent a who]e term drawing them."

0

The fact that the College did not 1ike large painti ngs is important.’

 They, the admi n_istrators and faculty, were reacting -to large paintings in

rﬁucih the same wa'y that the o1 dg\ganeration of Ené*lish painters, previously
mentioned, reacted, including thé ¢ritic Patrick Heron. To dwell onan
afspect of American paintihg it bécomes necéssgry to q'uot._e from Patrilck

Heron, and use hj‘s critical comgents and a ret'a'liat'ior{ by Hilton Kramer,
as a an betweenj art and &rt education in England’,‘ versus the same in the

United States. = .l - .

Heron? An artist and critic sy}npathetic to American infl u'ences

duripg 'the' middle 1950's, reverses his position completely in this
B 8s - -
relatively recent critical attack, in-which he decries almost’ every-

" thig American about painting, and exhaults everything English. In this

article, "Two Cultures," hev accuses the American “Ma'cﬁsson Avenue technique/s
’ © 86 "
of publicity ang Wa}l Street financial resources" . combining in an all- -

out effort 1ike a gigantic steam roller to establish the United States as ' /k

v
1

83. 84 _ !

7 - 7lbid.  Ibid. |
85 - - ' 3

Patrick Heron, "Two Cultures," Studio Internatibnal, Yol. 180, -

. No. 925, D#c. 1970, pp. 240-249, . C s

86
Ibid, p. 242..
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‘, ‘gIOba'] leaders in the world of art. Singled out for critical annihilation

-

-

L ‘ y

are de Kooning and 'F‘?'ank stella, .,
As vastly superwr to de Kooning, Heron suggests the late English

N

artist, Peter Lanyon, of whom Heron implies far from being an imitator
@ ‘ ~ of 'oe Kooning, as critics Jjudged Lanyons memorial retrospective at.the

. Tate GaHerj/, "half of Lanyon's Tate show was painted before Lanyon or

88
anyone e]se in Europe had even heard of de Kooning . . ."

Heron then goes on to suggest that in aH probability the
~ \ ' * {nfluence was in fact the reverse as:

e ..de Koomng did not seriously turn to landscapes until 1mmed1ate'ly
~after Lanyon's first major one-man show in New York - and even then
he (de Kooning) at first.used Lanyon's colors of the period, 1i.e.

. dirty green, dirty white and dirty Corni sh cerulean - so that I once
thought, in New York, that I had come across-some rather over-relaxed
Lanyons, when I was in fact looking at some new de Koonings.89 -

/ /

} . Then instead of English artists and critics "falling flat on.

. 90 .
their faces in front of Ste]]a.". Heron suggests Engh‘sh artist Trevor
Bell as cons1derab1y further advanced, and more deservmg of Eng]‘ish
¢ 1‘ ' praise-and admwation. of Beﬂ 's exhibition at the Mappin Art Ga’llery,

Sheffieldy Heron states: - ". . . proved to me . . . Trevor Belt achieved

a major breaKthrough in the field of the ehaped canvas and is an infinitely

. . 91 . .
greater painter in every way than Frank Stella." -  Heron accuses Stella

" of relying on symmethy and any unit that relies on s:ymnetry is "b‘\oring';

) ' 187 ’

/ e Lanyon was also a contemporary of Herons both being associated
with the Cornish school of landscage-based pamting. which enjoyed a .
certain amount of popularity before the advent of American painting into
England in 1956. .

-
'| N . . .
88 -

"Heron, op. cit., p. 241 ' _ o , -7 s
e\ a0 91 ] . .
Ibid. AL;Z p. 240.  Ibid. -

»
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L e P and gives the workya "spurious]y powerful presence," that he Judges to be

verude. Then takfng a s1deswipe at sizeﬂitse]f Heron ment1ons more of
. this " ;- - Same crudeness which’ we unfortunately 1dent1fy with America, -
92

.- as: that which asserts that "bigger is better.“,

In a reta'ﬁ’atoay article Hilton Kramer acknowlédges Heron's

%]

Mvirtual declaration of war.on American art and on Ame/rwan domination

: - 93
of the Britrsh art scene.'j o Then. continues to- 1n1t1a11y lTaud Heron 4

with praise for past cr1t1caﬂ acccmﬁT jshments: ~
S o “This attack comes_.from an art1st and crit1c whom 15 years ago,
was one of "a tiny majority in the London art worTd in providing
nArg_erJ,cah painting with an 1nte1hgent and sympathetm critical -
reception. I can speak with some authority in this matter because
_it.was I, .as editor of an American-art journal (Arts) who commissioned
and pubhs ed Mr. Heron's writings on this subject. Mr. Heron was
then one of the very few critics in‘London from whom one could expect
R an informed, disinterested, aesthetic analysis of pamtmg - American
.or othervnse. I cons1dered him then the best art critic to have
emerged ir London since Roger:Fry, and I thmg his wrnitings of the
period, the nineteen fift1es stﬂ] make his Claim to that position
unassaﬂab]e. 9k :

-

»

¢ <

Kramer continues to say, however, that Heron's attacks are "ex 11citTy

. . olitical" and "overstated," and conc]uding that Heron "Sounds \ .' &
alamingly like an apo]ogist for verxthing British -How ironic 1t
would be if the American steamroner u]timately s\ucceeded in ﬂattening
this gifted tri tic 1nto jdst another two-d1mens1ona1 1dea‘logue. "95

To ~take Kramer's “apologist -for everything Bri tish" view of Heron's
. .'0 . e ’ : N

92. ., ‘ . -
Ib]d pa 246 % ‘o . . . 4 v

3 ‘Hﬂton Kramer, "The American Juggernaut," Studio Internattonal .
.Vo1l, 181, No. 930, Feb., 1971, p. 44 Originally pubTished by the New
. York Times, cepyrighted 1971. : s T )
Mbtd, - Cibid, p. 45. I
. , B I H
¢ i . ’
N R




'tergiversate opinions, and hroaden fts‘scope to include inferiority -

*continues:

37

feelings about everything British, supplies an excellent vehicle to an

art educational viewpoint when Denis Young states:#

-

As .the fifties progressed, inferiority feelings were deepened further
hy the awareness that -England lagged behind.. . . the United States

.. . in applied arts. It needed only the Amer1can exhibition at qf
the Tate Gatlery in 1956 to bring English art teaching to its knees.

Heron' s‘fee11n95'about pajnting, it seems, are shared by this art

educator about art education:‘ Following the American exhibition Young.

A

What was to be done? Certatn aft schools responded with at¢empts to

. reorganize teaching programs around aesthetic fundamentalism of the
twenties, and their doctrinaire intensity became a focus of health
giving controversy . . one realization ‘became clear: the National
Diploma in Design- (N D.D,), to which all art school courses led, was
not framed adequately to meet the changing situation. The central
issue soon became whether this d1ploma should be replaced.?

In 1957 the National Adv1sory Counc11 on Art Education recommended
the introduction of a new diploma of higher standards, and by 1960 another
- R \ : .
committee under the chairmanship of Sir William Coldstream had framed the

\
structure of this award to be called the Diploma in Art and Design .

\

(Dip.A.D.) " o . .

should be estab11shed to administer the new award, to be responsible for
approva] of the courses "from the academic point of view," and ‘for

examination arrangements: thus in March -1961 the Ministey of Education

;96 ’ ”
e Young, op. cit., p. 36. . . -
97 . ) ) o
Ioid, | | | L

A First Report of the National Advisorﬁ Councig on Art Education.
‘Nflliam Coldstream,-Chairman for Ministry of Education, op. ¢

l
\ .
The Advisory Counc11 also ‘recommended that an 1ndependent body \\\\\ .




set up the Natlonai Counc11 for Dipiomas in Art and Design under the

chairman ship of Sir John Summerson 40 ensure. that the new courses were ‘
of the breadth env1sagéd in the Coldstream Report. and of a height above

the ex1st1ng N.D. D

-In 1961, another committee, the Robbins-Committee was appointed
by the Prime Mlnister ‘to review the pattern of full time higher education
in Great Britain. Because: of the cUrrent Coldstream and Summerson com-
mitteesf the Robbins report published in 1563 paid little attention to -

the position of local art colleges, and one of its major recommendations

/{/was'that the Royal College #f Art be brought within the ambits of the

) . ‘
University Grants Commission, elevating it to university status. This

\ . : .
fact came about in 1967. . The Robbins Committee also expressed the hope )
that Colleges of Education would be federated in university schools of

education, and would prov1de four year courses ieading to the university

_ degree of Bachelor of Education. . This offered a unique opportunity for

studenfs’to take art together with education and other academic subjects,
and by 1966 several ‘of the more progressive universities ha&vapproved
ssuch courses. |
This therefore presented a unique situation, as all art courses
#%;the past (N*D D.), that were given at Colleges of Art, together with
the Art Teachers Diploma (A.T.D.) were recognized as a degree equivalent.

Nherees, before the Robbins Committee recommendations, any art courses

. taken in a College of Education were inferior to the equivalent art college

courses, insomuch as the Tatter was not recognized as a degreé equivaient,
( . co ‘ ‘
more of a teaching dipioma

The discontentwith the art educational system. showy by David .~ 7
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Hockney and the six other, students who failed their general studies .

- coarse in 1962, and the "inferiority feelings" voiced by the educator,

Dends Young - "Art in Edglish Education Now" i964, reached a'peak in 1968

when the students and staff of Hornsey College of Art,'in London, clearly

showed their dissatisfaction with the art educationa]'establishment with
P @ ¢

a sit-in, a take-over of the telephone exchange and by forcing the

principal, H. H. Shelton, to leave. the premisés. . The students target

. pecomes extreme1y clear in this extract from the book that was wrjttep

by the students and staff’td publish their actions and the reasons for them:

J .
The Hornsey Affair: "If we follow sequentially the educational reforms

of t?e last ten years, We can see how each new injectton into the system
ot art education triggered off a new set of disEOntentssand contradictions
to ameliorate which yet another 1njectiqn had to.be admihistered.' These
"antibiotics" usually toor the form of exams."99 '

_. As._ far back as 1952,'the National Advisory Council on Art Education

(N.A.C.A.E.) had said what the students and staff at Hornsey*repeated in
May 1968: "Of all forms of education art education iS the least quSceptible

to examination." In 1957, this same “counci proposed that the examination

system should be scrapped and that colleges should assess their OWn students
work. They advised that a nationaI council should be set up to maintain
the standard of art education in the colleges. The dismantling of the

impersonal national examination system and thé replacement of it by the
Lo

‘ obvious]y more persona] college assessment presented a new danger - how .

were arbitrary and personal biases to be minimized? Again thé obvious

9a_ . : : S
The Hornsey Affair, op. cit..,pp.‘75—26.
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presented itself to the N A.C.A.E.: set up another national body: - the

{nmates. - "qg o : . ‘ : .
" While ‘the students had contro] over ‘the college, they produch a
" Q v

Coldstream gnd Summerson CounC1ls - th1s time to inspect the art colleges
*and not thi

number of ‘documents, " the first of which said:

v

Hornsey College of Art, Students Actjon Comﬁittee

The students now control the Co]leg/ and will continue “to do so.

The Yollege authorities and administrators have no power,

.Negotiations and confrontations are not necessary, .
Future Action: Seminars on the basis of hand-outs,100

The documents that followed this in1t1a3 communication were ﬁost]y
_the }ecords of the decisions or majority views arrived at in these seminars.
A1l the documents are not reproduced in this reference, but reférred to-as
the principal subjects that dominated}afl the eddcation debates namely:

1. Conditions of entry into the art sphere of higher education.

2. The prob]em of beginning stud1es and by imp11cat1on of art
education in schools. -

. , 3. The question of spec1a11zatﬁon (the old structure was 1argely
‘ . ruled by rigid specia]xzation) .

W ' ' n 4 The outdated distinction between "d1p10ma and vocational"
| : S courses in art education + . .
|

5. The conception of an "open-ended” type of education with more
freedom and flexibility built 1nto it thanm the old one that
“was in the process of reaection. 01 .

As the writers, in retrospect, pointed out, that to some observers‘
this overwhelming concern with educational euestions seemed 'a narrowness,
- o e
‘a weakness. , Why should revolutionaries be so prebccupieq with their own

[thing, and so indifferent to the deeper and wider implications of what

: S 100 101
. T UIbid, p..106. . Ibid.

— N N 1 .

‘ ’ ' ~ . " M
\ Ve ™, ' .

"
s b - VY . - . R
. ‘ .. -
| . \ - N N
. . . . . .
B ’ . & v, . . .o
N « .~ . ‘ v PR . | ,
v . \v L . A . .
. ‘ . - . o T . . A SPPRE P
. ' ; . s BN PPN P IEE A AN
, Lo o Viemnd . D ,
. . . ey AR . N Eal i
L' N Ve fa T T 2 o «




~ ‘ ‘ ) . R .,\b
they were doing? Tb‘others, it lodkedllige a reassuring strengtﬁ. \\\
- Hornsey rebels concentrated on what mattered to them and other students, \
changing| their own scene rather than the world! Yet to°the student§ there
seemeq‘some truth jn both céntfasting judéements. Perhabs, théy surmized,
they were too narrow, in a very British way, too little concerned wigp the
philosophy and meaning for their,actfons. Yet {t ségméd no leés true |
thgt by such limitations tHey achieved a great ampunt that Qould other-
wise have been.impossible: the rapid diffusfon of the'mOVem nt to otﬁer
col‘h]eges.l‘02 Th% great wave‘of\Q§p1ic opinion and support, the wide
consensus that they achieved victory, retained by the student body - none
. l"‘\\\g; these cddld have been won by a more. "political".movement in $harper

. . . 103
. nflict with British ways.

~ The G.C.E. Problem - . &% . o
L As “has .been estab1i§héd previdusly, a minimum of five '0° level
G.C.E.'s are an entrance fequirement to a College of Art. This became
i an impoftant point to ﬁhicﬁlthe student; at Hornsey gave some attention and
pointed out that the question g;;éelection was a ]eading one in the »
educational debates of the French student movement of 1968, and that the
emphasis was eradl'y th3 same as in this inst.ance": ‘towards openness and

* against an academic structure which is in effect a class structufe/jn/”/

disguise. ~-

, MacDonald, op. cit., p. 360. \'The unrest spread to a few
other Chlleges of Art, notably, Guildford and Birmingham, and some
principals awaited the coming session with anxiety."

102

jo3
The Hornsey Affair, op.- cit., pp. 106-107.;-
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1

The students therefore proposed three ways of al]eviat1ng the

¥ problem: One would be to install a selection scheme, make the pre-

dictions, then for a year or two let .everyone in, or let in a random sample.

‘This would allow for a comparison'gf éhe proportion of successful students
16 each of- the two categories - thése'studenfs who wou1j}ﬁave been~$dm1tted
-and those who would not;. .The students concede; however, that fhis
proposal does not have a high likélihood of acceptance as it may entail
furnfng away a student whé may appear particularly promising.
fhe second way is to have some method of following up rejected
. Students. This could be a ;iofitable exercise for Ebe art colleges, and
| is fac111tated by the fact that many art college s%uéents apply to more
' than one college. Relevant information.could be obtained, it is pointed °
out, by comparing the progress of at “least some of the rejected students
. to ihb;e»of'accepted students. =, .
The third way is to admit half the students using ghé Colleges'
. usual procedure and the other half using a scheme which is thought to
/ make some improvement.. The proportion of good and pbof stud;;is admitted
N under each scheme can be cdmpared. It is recognized, however, that this
® gives dg information about how many good students would be turned away.lou
_ 'Iﬁ practice) the students alee—revognize that a combination of
this method and a fol]dw-up of all rejected students is probably the
- most acceptable, although they assume the first method is probab]y the

best from a technical point of view. L R

o

Lending credibility to their thesis that the G.C.E. is inadequately

Y

o4 3
Ibid, pp. 110-111,



" framed as an admittance requirement for art cob1eges, the students quote

extensive]y from various educational sources Tncluding a research proaect \
at Penn State Univers1ty on the relation of 1nte111gence to art ability,
in a doctoral dissertatlon, Robert C..Burkhart says:

In particular this research ra1ses doubts about the re]atednéss of
measures such as academic achievements on 1.Q. to measures of creative
expression. According to this study, these measures are not measuring
creative ability. . . . Achievement in art is evidently then the result
of intelligence factors other than those measured by standardized tests.
It _.may be that some kind of intelligence not measured by the usual I1.Q.
test is involved in creative performance.10%

The controversial proposed dbolition of the G.C.E. drew flak from
other educational sources: \ .

It is clear from Document No.1l of the Hornsey studeﬁts' action committee,
and from the resolutions and actions at Birmingham, that some students
doubt the need for any §erious academic studies either in their school-
days or at a College of’Art. They not only demand the abolition of
G.C.E. entrance requirements, but the e11m1nat1on at art college of
compulsory examinat1ons based on academic study.l

MacDonald quote$ the students at Hornsey gs saying that an art

§iudent should not necessarily be "particularly fluépt with the pen," then

goes on.to suggest that a_"meée five '0' levels &oes not demand “pgrtiéﬂlar'
f]uency at anything," and continues that this'minimum requirement merely
ensures a minimuﬁ level.of intelligence, and even cites thg Coldstream
reports' "loophole" that allows for students of particular promise to
enter art colleges, and that the G.C.E. restrictions be waived in such

cases.  Although, “Theré are not many such admissions; thirty six were,

105 o .
Robert C. Burkhart, "The Relation of Intelligence to Art

' Abiiity,“ in Readings in Art Educat1on, ed. by D. W. Ecker and E. N.
‘Eisner, (Na]tham. Mags.: Blaisdell 1966) p. le

MacDonald op. cit., p. 360.
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allowed in 1967, for example." - MacDonal recogné&es that the most
r
intense oppOSItion to the entrance requirements and the need for academic

studies comes from the students on vocational‘eourses, who started hopeé
fully in.Pre-ﬁip1oma courses, and complete their courses with no diploma
in design recognlzed at a national level and who complain that 1n the

. 108
second Coldstream Report,  -vocational courses were defined-as low 1eve1

semi—apprent1cesh1ps. He concludes, however, that "some of the objections -

. 109
raised by students are by no means unreasonable.”" -
Anogher source that recognized the students' situation was The’

‘Times Educational Supplement: "Students revolt echoes from the newspaper "’

headlines, sit-ins, boycotts and free universities spread 1ike"'a red stain

L)

device - Student Power . . . students aim is to get a voice in the
' 110 :
organization of universities.

In another article in the same issue, Paul Medlicott stated:

Students from fourteen Colleges of Art met at the Roya1 College

of Art in London .. . . to discuss plans and grievances. - ¢

A statement issued after the meeting called for the e]iminaffon
of G.C.E. as an entry qualification, the elimination of the distinction
between diplomy/ and vocational courses and for flexibi]ity between
Colleges of Art. . . . There was an attack on the National Union of

Students (N U\S ) wh1ch said that the students “deplored-the attitude .

.
!
107 N : . o

Ibid, p. 361

Al
"

) . Second Report of the Nationa] Advisory Council on Art
_Educat1on, Vocational Courses in Colleges and Schools of Art. William
Coldstream, Chairman for M1nistry of Education, (London, H.M. S 0. 1962).

109 .
e MacDona}d op. , ‘ )

11

10

Geoffrey wanse11, "Student Power Progressive Report » The
Times Educational Supplement Friday, June 14th, 1968, p. 1974

across the campuses of Britain, and all beoeath one banner. Bearing the

lid
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. of the N.U.S. executive, and in particular the president, Mr. Trevor
Frisk, regarding student action at\Hornsey Art College and elsewhere
claiming it was irresponsible and misdirected."111

’

In a later issue that month, while the student activity was at its

- peak, The Times Educational Supplement sums up the issue from both'sidds
. \\\_/, .
part1cu1ar1y well 1n this extract:: . ‘

Art students are in open rebe111bn against the old order in their
colleges. - They are protesting against unrealistic and restrictive -

*+ entrance requirements, illibeFal curricular;-and—put-of-date-teaching.
They indict-the-system—of art education as too cerned with academic
ability and too little interested in creativity.. The movement started
at Hornsey College of Art in North London, where the students formed
their own miniature sorbonne, even to taking over the telephone
exchange., . . . . ) -

-That this is another aspect of student revolt is an over . ~
. Simplification., . Art education in this country is still in the
. , proces$s of reforming after the Coldstream Reports. New courses
still have their troubles, and the.new-found freedom of the art col-
leges does not always operate in the students' favour. Indeed as .
one college principal told us: "It takes a long time to get over
the habits of twenty years, and we have not quite got used to it yet."

The students case for more flexibility in the adm1nqstration of
courses would probably find considerable support among teaching staff,
_as would their insistence that talented.individuals should be allowed
to participate in art courses whatever their academic qualifications
"But it does not seem likely that the academi¢ quality of the Dip.A.D.
courseés will alter in the future - if only because there has been a
long and hard struggle to get it recognized as a degree.” That gain

will not be sacrificed without a fight.112

To begin to update the proceeding, and pé?ﬁaps take a less
invo1véd_ﬂook at the éituation, Norbert Lynton begins an article by put- :

ting down some of thé ideals held at Hornsey, using the cover of the

book The Hornsey Affair which ., . . shows manacled hands desperately
- , ..

o — . .
Paul Medlicott, "Art College Grievarces," The Times Educational .
Sugg]ement, Friday, June 14th, 1968, P. 1974 ,

peter Scott and Geoffrey Wansell, "What is wrong in the Art
- Colleges,” The Times Educational Supplement Friday, June 21st, 1968,
" p. 2048,
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: I hes{tate to say the Coldstream system is good. , What I know is

) -

46 ’ B

r

~ : —reaching up to the white bird of 1iberty. This just shows how Judiqroysﬁ

——

113
the whole bus1ness has got."

-1

Then attemptlng to look dlspa351onate1y at the situation. " Lynton

offers this analysis: . . . ¢

that it has hardly been tried. 'From personat exper1ence I know that,
compared with the N.D.D. system that preceded it, it is liberal op-
timistic, non-authoritarian. The befter Dip. A.D. schools in this
country, meaning those not overly burdened with self imposed fears,

Y
A

|

“few educational symbols which they would recognize."

\st eam system had to be sold to people who had 1ittle thought -of needing
\
.ﬁrt\sch§OIS, or of supp]ying ‘funds for improved building fac111ties. and_

are the most open-minded, open ended p]aces in the world (ask anyone.

- who has studied art on the Continent or in America: compare notes
with“people in other sorts of educational institutions). They take
the few 1imitations of the Dip. A.D. system in their stride; they have

- their own ambitions'and standards, their own character; they pick
external assessors who are going to be equally open- m1nded they go
ahead with what they want to do, and lo! -the Summerson Countil! S.
blessing goes with them, 11*% . ,

&

e
o Lynton recognizes that there are 11m1tat1ons and that the Cold-

a favourable student/staff ratio. . Therefore ": . .. it had to include a

~ 115

' : . . ) 116
wh11e<§ypton's main concern is with an art history discipline,

he voices apprehension in waiting for the educational establishment's

official reaction to the events of 1968.  He perceives one reaction as:
w

"Some 1oca1 authorities . . . are now proposing more cumbersome boards of

)

Norbert Lynton, "Waiting for Co]dstream u Studio International.
Vol. 178, No. 914, Sept. 1969, p. 58, oo ,
1

<

1y 115 . ) ,
Ibid. . Ibid, . : R

At the time this article was pub]ished Sept 196&' Lynton was
head of the Art History Department at Chelsea School-of Art and expressed’

“the fear that - .. if art history ceases to be an obligatory course in

b4

art sﬁhppls it will wilt and die.”

[y
ot

[
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governors, involvinb staff and stvdents, as a way of seeming to encourage
democratic methods and of?é/}ua]]y forstalling future protest movements. w1
He concludes this train of thought by not1ng that 1n fact governors .
can do very little. e . .
' Lynton openly speculates whethef Fbundetidh Courses should or - :
should not be 1ntegrated with Dip. A. D. courses, nd31ng that the existing
sifuat1on is odd and wasteful, but that the principle of a course in
visual studies preceding spec1alizat1on still holds good. Also he
specu]ates whegher the marr1age of .art and design has fai]ed noting that
1nf1uentia1 designers should 1ike to see design taught in separate
institutions, talking of wanting links w1th technology rather than with

118
art. °

;S v

In a later article %ynton gives his 1mpressions of the 1ater

‘ Co]dstream REport wh1ch envisages "a more fluid system in which-students ( '

may, if appropriate, -pursue a broader range of studies wh1ch_cross or

’

. , 119 ]
overlap the boundaries of chief studies." "So much," adds Lynton,
"for innocent dreams of an individually operated network structure. .
. u . 120
Everything will depend on a schoo]‘s°resources and attitudes as before."”

Lynton hints that his pess1mism might be excessive. Not

-believing théﬂwkhe events of 1968 and the more general pressures of doubts
. Y

11 .
Lynton g » p. 59. Ibid

The Structure: of Art and Design Education in the Further
Education Sector. ~ Report of a joint committee of the National Advisory :
Council on Art Education and the National Council for Diplomas in Art and - -
Design6 wi}lia? Coldstream, Chafrman for Ministry of Education (London, \
H.M.S.0., 1970 3

Norbert Lynton, "Coldstream 1970.“ Studio Internationai Vol.
. 180 No. 925, Nov. 1970, p.-168. ! . p

’
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The Times Edugational Supp]ement, Friday, Sept 11th, 1970. p. 8.

‘about knowledge, about teaching and iearning. about social pat ern,Xabout

art and design within that pattern, have deprived the art scho 1 wo

1d of

- years.  "The ne Report Tets - schoo]s drift back 1nto something vefy

the N.D.D. system to which the first Report had been a reaction.”

A major Yecommendation of this report was the development of two

.

S

distinct course structures. The first of these structures laﬂelied Group

A courses - would be provided by the continued Operation of coursesu

similar in form to the present three year Dip. A. D. but "modified to.

122
’ permit a greater f]exibiiity of approach." Courses need not neces-

<

sarily b& confined to any of the four areas of study, "Wherever practicable

ey

. ‘ 123
within the areas, any rigid concept of chief studies shouid be e]iminated "

h

The second course structure - Group B - would con51st of a rahge
f courses directed more spec1fica11y towards certain categ ries Of ‘ .
ndustrial and profe551ona1 design practice. f\dia h
. ,Some serious studies in the history of art and design mustiform a
pant of each students' course (such work must be assessed).  The s tudy of
fine art is not now regarded as ‘necessarily central-to all dipioma studies

l.’ .
in the design ield . e . }

-~ - t

|
"Apart fr m this 1970 Coidstream Report and Sproule S interpretation

nton's pessimism is obvious " To counteract it with optimism.

.\'«

122 i '
A na Sproule, "Coidstream Report: Two Course StrUctures.

NS
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American, about an Eng]tsh Art Co]]ege (Leeds) and only one year after
LW the events at Hornsey and elsewhere in 1968.

|
: ‘ e Meryle Secrest is'a wrlter for the Arts page of the Washington
|

Post, and describes himself as ". . . (An) Amer1can observer visiting the

. 125
fine art department of Leeds College of Art.” and the students as’

4

having a creative attitude towards. thejr work themselves and their lives:

What 1is be1ng attempted here is a way of putting the student
back .in touch with those wellsprings of §is creative being which
Robin Pagel26 asserts, we @11 had jonce, but whieh are bound. to be
“damned up in a soc1ety where conformity and emotional contro} are

r  the values of which are prized.™

Everything depends on how well th1s goa] 1s achieved and very
little on what comes out "of the process; a point of view which
N runs counter to traditional art education thinking in Britain and
) e .the United States. ‘The countries are alike in their pragmatic °
concern with output, results and product1Vity.127 :

{
Secrest notes that a response to the quest1on, "What does a o

, Student need to/know in order to graduate?" is met W1¢h po]ite amusement,

.. The concept that students shotld be judged by the techniques they have

—

- J/) learned has beer ‘abandoned by the Leeds staff since the mid-nineteen

~ fifties, when Harry Thurbron first formulated his theories of art
128 ' '

-

education there . s ,
“"The students," Secrest observes, "can't be m1staken for anyone

; "else.  You spot them coming a mile away,_since everybody e]se.in ‘this

-

Meryle Secrest, "An ‘American at Leeds,“nStudio International,
Vo] 177, No. 911, Max\1969 p. 206. L

125

Py . 126Robin Page is a faculty member at Leeds College of Art and is
— quoted in this reference along with other faculty members: The Principal,
. Eric Taylor, Department of Fine Art Head, Eric Atkinson, Miles McAlinden.

- and Roy Slade. '

AT . 127 o :
. , - - Secrest, op. cit. “ Ibid. 0 ™

,
2
. - e
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129 .
working-class town Tooks sohd and respectable." o : <

A. number of creative peophe have bee/xg, pulled mto the orbit of - © ]
# the CoHege Secrest cites: Cornehus Cardew, George Brecht an AmeMcan, ‘-
¢ wa1ter De Maria, R1chard Hamﬂton, Yoko Ono, A]an Davie, John T1]bur‘y, | s
Terry Frost, Bruce- Lacey, V'ictor' Pasmore, Jasia Rei chardt George Meﬂy,
. 4
v‘ .
Pat("I-leron and Jeff Nutall. - i _
b et * ) N
‘ The pt"inmpa] %f the College, Eric Taylor,is quoted as ‘saying: ~

a ", . : they are trying to fmd out what the 1nd1v1dua1 can achieve on the
130 .

theory that the ass1m11at10n of knowledge co}“s through self d1scovery oo §'
. ‘ancfEric Atkmson the head of the Department of Fine Art "We have had
five years in wh1ch to interpret the Summerson Report and 1. think" that this

4
'mystique; it's legalized witchcra t.

1
L] '

has been dong with succe§s. In S7C n%, science is the great
Thi

was a great need" to ba]ance

» this mt;?’an interest in the humamties S . . S ‘

- Atkinson points out that in the previous ways oi trainiof;. SRR
person never had his own 1dent1ty, he stud1ed ‘under. six d1fferent tutors® ,

' and 'learned six different ways of paifiting, th1s trammg of the eyes and ' (

‘ hand was m1sgu1d1ng when it's the brain that a"l)oWs you 10 see. He also C
says tha; he wou]d Tike-to make a student S ma,]or subjects those which

* are the centre of his interest, and gives an 'examp’le of 4 student whose
?nteresté’ are a cho?s/betweeh wite1ess-; theatre and computers - the’ L‘

- \lzgibid‘ ‘13°rbia} B T
. » 7~

!

Ins-t1tute of Technology (M1.T.). Gyorgy Kepes'is amalgamating science

T an *art the?e by ‘working in 1light sculpture. Under the direction of
e prestdent, Jerome B. Wiesner, an attempt is being made to impart -
1n scientistﬂand “those -that will shape the future witp a sensitivity»

) 13
. ’ ’ This theme "is currehtly be'ing investigated.by the Massachusetts ?

C . . - they haven't known." "M.1.T.: Beyond Tethriology," Time, Feb., 26th31973," SRS
| N ~. pp. 37-38: - . R - '\. - . ) . . M;
* \ 4 e i “’ - i \9 ) "_’
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teach1ng staff he]ps the student to dtscover this, but at’the moment,

- - 132
he concedes, he has to give such a person a d1p10ma in painting //

..

The two men most responsible for the success of the first year’
course at Lee§§, according to Secrest, are Robin Page and Miles McAlinden,

who “are convinceq that the approach must be open-g¢nded and enquiring,

[
¢ N

;\;ﬁ/////en attitude rather than a method, built on a generous concern for the
— whole man. They encourage_‘tg:entsrto make mistakes an the .assumption
‘', that th15r1s an essent1a1 part of .the 1earn1ng process.

4
-

|
Another staff member, Roy Slade, po1nts out that because British .' )

society cannot adequately support those artists it has now, the colleges . :
‘ which are not product-oriented mey be an expensive luxury and one which

the society may decide it cannot afford. He offers a possitde future

direction for Art Colleges if they can shift their Semphasis to the
, deve10pment of the creative 1nd1vidua1 he believes that the possible

- 133 %

benef1ts to soc1ety wi]] become much. greater.

»

-

v

A possible indication of that direction is found in Secrest's -

4
{

concluding comments on his visit to Leeds:

. There is, on the face of it, something outrageous about-an Art
College that -doesn't care whether its students ever paint; that
" cares less about the eternal riddles posed by art than the-develop~
‘ment of the human potential. But on exam1nat1on, the concept is
not as far fe%;hed as it might appear..

;"“\ ‘The days when art could be defined only in tef of sculpture
: and painting, or eveg as the uniqye works of one man hands, have
disappeared. P .

&

of artists, £ngineers and scientists working in collabdration through

02e~h:ef2 on]y to tour the New York galleries or. fo)llow the work .
Exper1men s in Art and Technology\‘o see that the rules have changed

. . . ' 133
5  P%Ibid, p. 207, Ibid,
S ’ .. i
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at the moment when the artist looked at a plastic advertising sign
with a contemplative eye; first mentally re-arranged the images on
a célor television screen; first played idly with the idea of °
producing a picture through a computer, and first enuisioned the
poss1b1e sculptural uses of laser beams.

‘\\, ) The o1d definition of art as ah object to look at.in a ga]]ery

has been abandoned by these men, who have no single approach to

their work, but who share the 1mpulse to re-define the human condition,

create a total environment and place their humanistic imprint on the
fabric of\an increasingly de-humanized society. . . . The avant-garde
theatre being developed by .the Living Theatre in the United States
and France, the musical environments created by Cornelius Cardew, the
experiments in sensory perception being conducted at the Esalen
Institute in Big Sur, California, and the experiments at Leeds, seem
. . . to share similar goals: to bring about changes in human
behaviour. T

. There is a common recognition running through these experiments,
however varied a method, that unless we become more self-aware we
are ultimately bound to destroy ourselves; because no system of

government can finally siuceseed until human beings have learned the
art of self-knowledge,13%

‘ " A more recent development, that tends to reinforce'previeué
deve1opments are the exhibits by students of Leeds, displayed at the
Institute of Contemporary Arts (I C.A.) in London "In May (1972) 110
of_the 130 students . . . displayed exhibits for two-weeks at the {gc.A.
in andon, 1ndic3ting that the"unconvengiona1 methods epopted by the
depertment are deeply respected in certein quarters.“135

Apprehgpsion, however, is voiced by Kenneth Rowat, a'senior
1ecturer'1n the Depaﬁtment of Fine Arts at Leeds _now incorporated in

a po]ytechnichl col]ege. that the policies of an "emphasis on creativity”

and the ﬁhiIOSOphy of the department "which thrives on the unexpected"

~7

" 1b1d..

Roger Grinyer, “Art 'velnerable' to C.N.A. A takeover,"
The Times Higher Education Supplement, No. 41, July 21st, 1972, p. 5.

13

0
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~ just been awarded his Dip. A.D. because of his fir

qupossib1e to even criticize. On can only criticize onself."

53 | ' ' '
could become vulnerable if the Council for Nationa}‘Aéademic_Awérds ’
. 3 . ? .
.N.A.A.) takes over from the.National Council for the Awards of

Diplomas of Art and Design (N.C.A.D.A.D.). Accordind to Rowat:

+ In other colleges, students are expected to paint and are

looked at askance if they do not do that. They are a bit afraid
~of what is happening at Leeds. Here a student is encouraged to

examine his notions, and nobody tells him what he should do. - We

hope in fact for the.unexpected. Students find out who they are

and then operate in a medium which is appropriate to their own’

identity-. . . if a student was painting at the end of_ three years, -

it would be the result of having found his identity.136 -

The exhibition at the I.C.A. tended to-support Rowat's statements

- ‘an exhibit which attracted most interest was an old Ford car whose
inside had been replaced by sheet metal that could be heated up to" 600
/ ' ) -
degrees Fahrenheit by special burners. It baked bﬁ!jgé A student had
e-e

137
ing act -

both certainly fitting into .the Pqnexpectédf category of " the "department's

bhﬁlbsOPhy.-

A student'commenting on Leeds, in this reference says:-‘"The
course. Difficult to detect, difficult to recognize. Difficﬁ]f*to
imagine. . Probably not provably existent. Impossible to fault.

138

These ldtter documented changes seem distantly removed from the

- original American Invasion. The‘origins of these changes, it mg;t be

emphasized; emanated from_the influences that ‘came from the United States. ,

Without the original 1nf1ugnces, the impetus and direction of art?

‘education could have been entirely different. -

. ‘1‘/' P . v .. . . - o
136 137 X 1 . I . .
Ibid.  Ibid.-  { Ibid. o -

-

-
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To name a particular aspect of influence that necessitated anyﬁ
specific‘thanée ts difficult. .The point remains that certain asbects
of 1nf1uence' size and dynamism of painting,'and the 1nternational '
momentum of the abstract expressionist movement had certain semina]
'effects at the time, .and 1mmed1ate1;\bgfore new polic1es were being -
formulated,and decisions made coneerning the future of art education.

It 'may have been that the.suecessful exhibitions from the United

States, helpqﬁ‘Bui]d an "awareness" of the United States in art and- i

" educational circles that previously did not exist. This "awareness"

ygu1a be synonymous ﬁithqsuccess,and excitement,'and tended to exist,at)
the same time that the United States was exerting influences in many
areas of soc1ety. The Un1ted States rapidly became "the place to look
to" for those facets of society that were "ripe" for change. It was also -

at this time that the Un1ted States was becominga1nternat10na11y recognized

“ras a world 1eader, and any new deve10pment that or1ginated there was

almost guaranteed a receptive welcome in Eng]and and other countries. .

The American Ihvasion may well have been in fact a synthes1s of a"‘D%ti- L |

tude of varying and diverse United States phenomena.

. . T used to get mad at my school
The teachers that taught me werem\t caol
Your holding me down, turning me riqund “
F1111ng me up with your rules .
I've got to admit it's gettin tier
" A little better all the time
, 4

P

v Lennon and McCartney, op. cit.
SRRV
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. " CHAPTER YV

¢

' OBSERVATIONS ON THE NATURE OF CHANGE - CONCLUSIbNS

C Atﬁthe basis ef'eultural change 1ies innovation. Innovation |
appears to be the process by which we put together existlng things ‘
differently than we d{d before. Some people seem to innovate more ' v
significantly than others; and certain societies; cultures and times |
. appear to create, an environment that is more conduciye to 1nd1v1dua{'
innovations than others. -
:/ g \ A point seems to have been reached when.a certaih readiness
manifested itself, a readines; to look elsewhere than the traditional
| . sources for innovation. The ihfihence from the United States“on,artiste
| 0 tehded to override any other influence that existed. This {nffuence is
7 seen as a part of a much Yider social and cultura] 1nf1uence. The
‘ United States was seen -as a world leader in technological advancements
| _ and as the place where important and exciting things were happening. It
’ “ 0 could be described;as a kind of "swepﬁ aMHWf feeling; the {hfluences.from.
i the United States swept away any other influences §hat might have existed
at the time. ) ' ’ '
"From a United States point of view. this was an interesting
phenomena.  Previously, paintings could have been readily identifiable
a; Hudson River painting: or West Coast'painting. but never before had i «
painting stood for “America“ as these abstract expression1s¥ paintings

/o tended to. To pe0p1e in other countries ‘viewing Jackson PQTTock'
= : 55 ' ) ' S o g
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‘thap other elements of society were-experiencing. In paintings of an

\

large canvasses, they were looking not only at an American artist or an.

" artist from a particular part of the United States; but they were looking -

at a representation of Amenica. The fact it was a Po1aock, and the fact

1t was large, meant.it was America to the people that saw these paintings.
- To artists in the United Statea. the size of paint}ng.could be
looked Jpon as a natural inheritance, reflecting the size and importance

of the country. A$ the country was large @ every respect 1nternationa11y.
so painting kept pace wihh advancements in other :ields, and began to
reflect the size and importance of the(?nuntry as a whole.  The abstract
expressibnist movement, exciting and dynamic in itself, verified thie‘ t |
importance by becoming a movement, an American movement, that had signi-
ficant impact on an interna?ibna] level. | ‘
. To artists in England; it woudd have been a1l too easy td be
influenced by size of painting alone, and to incornorate this aspect into

their own paintings without understanding the implications of that size.

Th1s wou]d have tendeg to be an obV1ous change at a superf1c1a1 level.

The more fundamental 1nterpretat1on of what change in size 1mp11ed
was understood by certain artists in England.  The “nmst important” and
"advanced" country in the world was influencin evehy other country, in

many aspects of soc1ety. * Patntings were-pnd uced by artists 1n that

\\country of a certa1n style and size that ref1ected that advancement and

importance. The 1nf]uences that were being felt in a vast number of

'fielde npened'up many possibiIifies 1n'those fields.  The size of painting

was seen in England as a chance to break away from a slow moving tradition. .

to be a libenating factor, to become part of a wider "swept away" feeling

kY 1
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artists. . The establishment had made an attempt at flexibility in the o

light of a changing situation; but "the younger artists and'students had"

57

[

expanded size, an‘opportunity was seen to open up and expand the “horizons

and possibilities -of painting in England. This actﬁa] change'1n131ze

of painiing that younger artists rapidly embraced,'fgcilftated some

interesting reactions from the established order. 1 ’
_The establishment, in this instance established or older artists

and estdb]ished art*education,'reacted to this particular change with\\\

considerable reluctance. In all probability, they assumed that what -
was happehing was an exposure to & new experience, which §ét a precedent ’;,/’
{n that it originated in the United Stdtes. In this totally new e
sitﬁation, a'likelihood, exists that students were viewed as "copyisté,“—"

and the establishment had to face the fact that thgy had a tendency to e

be prejudiced; to be pro-European rather than anti-American. Equilibrium

was diéturbed, that required considerable energy to construct a new

relationship that would take into account the new evidence.

Reacting Fo pressure from students, and possibly from American
art, an attempt was made by‘the established order t6 assimilate the new
experience, but becauﬁé of its_bhreacratic and predictably slow-moving

\ .
qualities the réql{and rapid assimilation was carried out by the younger

recognizeﬂ the possibilities of creating their own "cuiture" out .of the

phenomeria. The American influence was seen as a basis on which new

‘standards could be built, standards that would be different to the

~ existing ones. D , .

|
This can bé interpreted as an example of a new géneratibn critical i . {

of {ts predecessors, creating its own culture, basing it on a phenomena

P

-

o
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that’ was dynanic and exciting and that offered possibilities that
previously did not exist _ )
Reacting to this situation. the estab]ishment initiated change
within itself. An attempt was made to come up with a new philosophy to
deal with the situation. This was documented as being a new diploma,
. an attempted’cha;xge from the old order. Tiiis could be interpreted as an
attempt at f'lexi/b’iiity, or appeaseme'nt. initiated by the establishment.
To the younger artists, and especially students, this a'ttempt'by

the establishment fell short of their expectations and’the students

initiated change theinéeives with a tool that seemed the, oniy alternative
- revolution. This radicai attitude predictably alienated the estab‘lisi}
ment. Revolution inherently comures up images of v1oient change, -
exp]oéive action and even subversion. This tended to be the nature of
change f‘t this point. Student involvement is important, as students had
never been invo]veti with change to.this extent before. | Decisions were
being made by students, with regard i:o the future.of art education as 'they
saw it. e | . IR 5 ‘

' Some of tiie results that came out of the students' involvement and ‘
decisi on-making was a reactivated inter;est in creativity, a need foi- more
‘individuality, a realization of the importance of humaness and freedom, ‘
which ied to an interest in se]f—discovery They were saying in fact -
should not these: creativity, mdwiduaiity, freedom and self discovery

be, the goals and ideals of art education now?

These ideas tended to disseminate from their‘ ‘revolutionary origins
and take root in the 1iberal thinking art ecfucationai establishments through- -
out the country. »




®

What type',of soctal change could be pected to| result from sﬁch)
beginnings? Would any fdture‘ eoi:ia'l change be H‘mite to an "art world"
_environment? Could the change transcend this barrier and {nfiltrate 1nto
other spheres of socfety? Even returning to the original stimulus or

influence: what effect. 1f any. did the society that originated the
i nf'luence, have on the somety that was responsive to 1it? N
This of course could. have 'an]ications outside the society and
cu]ture concentrated upon in this study; art in Canada. for example, and.
% in Quebec in particu]ar, were affected by the same 1nf1uences froth the
United States that had a proﬁound effect on art and art education in

England. What the long tem effe_ct these influences have on a "Quebec

" Art" culture could prove to;be‘ a fascinating area for study.
/ When considering these and ‘more global questiofus. this researcher
“has clearly concentrated on only a small aspect of response to a stimulus, -

| . and he suggests that other i nquiries could “take up"' more‘g]ob'a] implicatio

~
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APPENDIX A B

AN EXPLANATORY GDIDE T0 TERMS : .
USED IN#ART EDUCATION IN ENGLAND - ce

, The fo]iowdng serves as an explanation 'of terms that viere used
in the preceding chapters They are pr1marﬂyl 1/ntended for. North ’
American readers, unfamiliar with terms and abbreviatio?as used in art
education in England' Th1s hst is arranged in chronological ‘order,
-'the way in which a student gomg through the educationa] system wou]d
come into contact with them, beginning with a pre-high school- Ieve'l

rather than alphabetically, which would tend to be too- arbi trary.

N
t

M plus) .
2 G.C.E, (Genera] Certificate of Eduoatdon).
" College and Universit,y. - _ < AR
N.D.D. (Nationa] Dip'loma, in Desin). : ‘

Dip. A. .. (D1p ma in A\ and Design) ‘

A

i
1

R.C.A. (Roya'l College of Art) -\

3.

4.

5.

. 6. AT.D./A.T.C. (Art Teachers Diploma, Art Teachers Certi ficate)

7.
8. I.C.A. (Ihstitute of. Contemporary Arts).

L 1. 114011 plus).
’ A student comp'leti ng Junior Schoo1 (Junior High Schoo]) wou'ld .
" write the ETeven Plus Examinat'ion 1n order to g0’ to Grafmar -School. (High . -

Schoo!l that 1s co'Hege or1ented) . A student fa’lHng thi's examinat'lon SR {
«would be directed to a Secondary Modern SchooL. in whi ch trades and |
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i ‘ : ‘ 61
and vocations are emphasized rather than coliege.
_ ' J is only fair to say that the system has changed rapidly to

- thelext t that the N plus examination is almost defunct. The 11 plus

' is in the process of being phased out and all Junior High School students

attend a comgehe‘nsive eduoation eystem after the age of e]even, therefore

eliminating the need ion this exami nation. In a comprehensive system,

all students, if they“so/liesire, and have the ability, may direct their
aims towards a college education.

/

The 11 plus is mentioned in. this context because the period u

’ S |
study begins in 1956 when the examination was in full employment.

'\\

2. G C.E, (Generai Certificate of vi':ducation)

This has its North Amer1C\n equiva'lent i the High School Leaving’

»

- Certificate. The G.C.E. is separated, however, 1 tWteg
level and 'A’ 11eve1 | ) :
The ‘0’ ieve'l (Ordinary iexe]) is the certificate generaﬂy
awarded the grammar school and comprehensive school 'Ieaver, and is used
as a prerequisite for admittance to a college or university.

The 'A' levei (Advanced level) is self explanatory. Both levels
3

may be taken concurrentiy. but this level is usual]y taken after qaining .

-a number of '0' levels, and*{ s approximate‘ly equiva'lent to a North

Ameritan Junior College level of education.

3

1

S ’ For ‘a practical example, in the field of art education, before a.
;:‘ student can be admitted to an Art. Co(\lege. except in very exceptional
cases (the "Co]dstream ioopho»ie" previously. inentioned) he must have a

T miliimum of Five-'0" level passes in G.C.E.

t K - 2 &
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on ich side of the At antlg: it or1g1na es; whereas.."UniVersﬁy" translates

| , 3
wi{t(kh a certain amount of propinquity. VoL
The words "Cgllege and Univer31 ty" i ‘ply a h1erarch1cal order
’ i
in North Amemca, that does not exist to the same extent 1n Eng1and - A
‘concrete ‘example being the Roya] College of Art in London The College-
& was granted University status 1n 1967, after the recorrmendati on of the .

‘Robbms Commttee in 1963, bui: in its one hundred and thirty year history.

up to H;s new status in 1967 it was, generany recogni z%j as being the

. secp'lon, to break with the old Beaux Arts re

“and test . simply dfawing and painting from life and fi gure compos”it‘lon. LT

leading graduate art centre in the country, the fact it was a "CoHege"

notwithstgnding. . The title "Royal College of Art" ‘was retained, even

after its University sta‘tus was achieved, Therefore, if the 'University

was a consanguineous offspring of the Coﬂegey i t certamly had a proud

& &

parent. - N

4. R.D.D. (National Diplomi in Design).

This diploma was granted to sﬁident;s who successfully completed

a four year program in an'art collegg: *

>

- -Instituted in 1946, the N.D.D. had bjep interfed, 1n' the fine art

ime of anatomy and perspect‘lve.

. In ‘other' words, tesfs which contéiped mainly objectively measurable

! /1.

elements were elimmated and those retained where the criter'lon of - ' o

,

exce)lence would rest in the examiner s sensitTvity.

The four years were divided in two sections. the first two years

.& student spent becoming acquainted wfth a variety of s;ud!o areqs. then




i)

after passing an intermediate examination, spen‘t()\the' remaining two

years speciaHzing'dn a chqsen studie area.. ' This diplom was—bhaSed P
! ' ) ‘. ’ . \ ‘) . !

out in 1953.y?nh the advent of the Dip. AD. . S

5. Dip. A.D. (Dtp'loma “in ArLand Desfgn)

X ’ iy
This d1p1oma was the d1 rect resu1t of the First Riort of the

Natwona‘l AdV1 sory- Cduncﬂ onArt Education (1960) under the chairmanship

,of William Coldstream, whwch stated "It is the Minister's poHcy that
the new diploma 15, to be of a higher standard than the present National

Diploma in Design.” Then concerhing the principles on which the aourses

-

were to be constructed: ' . o o .
(1) The .courses are to approxmate in quaH ty and standard of
achievement to a university course of-the same length and 1ead1n§ to a .‘
first degree. . \ '
(i1) The f:ours_es are to.last three years fulll time,
. UH) Entrents ‘to the courses shou]dhave a godd standard 1_n )
@'genera'l educat'i on before they are adm1 tted..- ‘ ',‘ | o
{iv) Entrants must have produced evidence of abiH‘ty in art
(v) AN students should receive some fine art training as the
basis for any 1ater“spec1a1izat‘bn. ) E ' -

oA

(vii) The new system shou]d be based on a re'lativety small number

(vi) Students should not speci aHze too narrowly.’
of grouped courses rather than numerous single subject courses of the ‘

kjnd now accepted for the National D'ip'loma in. Design. R

-

AT These outlines ‘are directed towards: pre,dtpwma students.

v ‘. ‘ post-dtploma repdrt suggested that the pre—d'r;ﬁoma Coursé: "must be o

;’,———
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: a quahﬁcatwn in 1tse1f and not merely the first part of‘a qua]ification, '
and th@t' "post d1p10ma work wiﬂ build ubon the foundation 'lajd by the . ‘_ .
D1p A D by aaprocess of; spec1a11‘zation.'f A “\ - A
s, ‘
* The .Dip. A.D., therefore, named four broad areas of 5pec1alization‘ )
ftne art graphic des1gn textﬂes and fashion and three dimenswnal ‘
des1gn 1nc1ud1ng product des1gn¢, _ S =

; Under these head'mgs aﬂ the’7\r71ous courses 6f the old N.D. D

' »or two narrow]y extended eatures\« he wﬂ] now range- over approximately

"half a dozen. Fllctherm re, Jns specnaHst study wﬂ'l stem from experiencer
Fh fme art whatever course he takes <and fifteen per cent of his time
-will be taken. upq:ﬂhla generat\ceurse in comp'lementary studies. North

Amer1cans, for whom general study quotas amount to fifty per cent, shou}’d \

4 »

. realize that a similar amoht wﬂ] be 1mpract1cable in English drt schools . ', s

untﬂ €hey become 1ntegrated w1th umvers1t1es~ | ‘ .’ ' Lo . \(
. Sy . ‘ |

6 A T C /A T D, (Art Teachers Cert1f1 cate/Art Teachers Diploma) ? T
) a

Upon comp'letwn of any of the prior céurses (N.D.D., Dip A D.
student 1s ehg1b1e to teach @art but many ele;ct to take a one year course kb' A
of forma1 teacher trammg, whi c’h has art courses on]y as a secondary

' requirement A The only d1fference between A.T.D. and A.T.C. is'that the .

coHege that grants the latter, would be affﬂiated with a university, X

hence cert1 ficate, whne\tn;ormer wou'ld ,not,‘ hence diploma. . - A
‘7 RC[\ (Roya]CoHegeofAt) ,‘,,",“ L ‘.

., w®
(0

Previous]y cited in term number three. "Co]'lege and University .

. The. Ma'l Co]lege of Art offered a three-year graduate pr‘ﬂgram (up to--

N . D . ﬁ‘
. . > - - .
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/1967) resu1t1ng in‘the awards of Associate of the qual Co¢1ege of Art
* HAR. C.A. )Jand Designer of the Royal Co]]ege of Art (D R.C.A. ) . Since -
ts un1versity status was ach1eved in 19f7 it now awards Master of
Art deSIgnated M.Art (R C.A. ) and Master of‘Design designated M. Des.
CNggAd. S

i

T

Until its un1ver51ty status 1n 1967 the former- degrees were

" regarded popu]arly, though not academ1ca11y, as h1gher degrees and 1ts

influence has been-seﬁfnal to the changing scene 19 higher art education
&L

" pver the last decade\ I o ')

t‘

8 I C A (Instrtute oF{Contemporary Arts) S ' . .,

LA
Lawrence A]]oway was - deputy d1rector of thewLnndon based I.C:A.,

: throughout/the 1950 s ~;’s:e headed a- team of self appointed pi%neer

* with va11dat1ng pop -art iconographies as ear]y as 1952,

" thinkers- who cal]ed the lves the "Independents”, and who became concerned

-t
Much oe/iye cred1t for the v1ta11ty of Br1ttsh Art must go—to ﬁ
¢ A.' He was the first chtic to welcome United States

I
painting to Brita1n~wand through his writing and personal contact. to -

S
Alloway. and th

graft it on to the Royal Co]]ege of Art. Alloway's leaving the I C.A.
and appointment as curator of the Guggenheim Museum. in New York has
/éonsiderab]y depyessed the London art world

!

"




. ‘0 s APPENDIX B Core " T
“ 'A PHOTOGRAPHIC STATEMENT. - - .
. OF UNITED STATES PAINTING , *, " .- -
J . “ ; . !

The pa'int'lngs dep1cted span the pemod of time from 1947 to 1960.

| when the most 1mportant and inf'lueqtial paintﬁngs pertaining to this
study were exhibited * The dates foﬂowing the titles indicate the date

the. pai nting was comp'leted B ’ o
Jackson Pollock: "Nﬁ;ﬁi)er T 1948.
‘Jackson Pollock: - "Number 8" 1949. -
Arshile Gorky: : "Agony" 1947, ’
. t’i:enz F.Kﬁrpe: T "Chief" 1950, ‘
=" MarkRothko: - "Number 10" 1Q50 e
| '. . Mark Rotjﬂgo} - "Sketch for. Mura\l No. 6" 1958 Yo | s
: "_w" - J “Sam Etancts: . "Big Red" 1953.. ™ a L
- , o Phj;rip:éuéton: . “Beggar Joys" 1954 5.
/ s l.djilem de Kooniyng:' © Marilyn Monroe" 1954

Willen'de Kooning: ' "Dobr to the River" 1960.

o o 'hobert Motherwe'i:! . ;g;igy to the Sp(anish RepubHc XXXIV

s . - \ L ¢
* Adolph Gottlieb: ~ -"Exc;lamations" 1958, -

. T ; :
Q : . . . X
. . . . . . .
‘e - . . 4 . ' M
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