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CHAPTER I

INTRODUCTION

During the span of over two decades of teaching art in secondary
schools in England, I have been witness to a number of shifts in
curriculum focus, which have sent art teachers scurrying to revise
their syllabi to be more in keeping with the current trend. I have
often wondered from where such decisions spring, and indeed what has
been the catalyst for such change. Though there is a national
educational system in Great Britain, and Her Majesty's Inspectors of
Schools are charged to advise; there is at this point of time no
National Curriculum, yet if current trends prevail, it does not appear
to be too far off before such a policy is implemented in British
schools.

The national examination systems has, and continues to have a very
direct influence and control of what is taught in the schools. One
only has to review past art examination papers to detect a marked move
away from concerns of personal expression in arts and crafts to a
current focus on matters of visual awareness, critical thinking, and
problem solving. It becomes very obvious that there has been a quite
definite shift from fine art to design. For example, my own career as
a Head of Department, reveals chameleon-like title changes. The early

seventies saw me as "Head of Art and Light Crafts," in the mid
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seventies I became "Co-ordinator of the Design Faculty," and finally I
completed the metamorphosis as '"Head of Art and Design." I suggest
that these changes were not mere expedient titﬁlar revisions, but
external symbols of belief systems as to what should be taught in the
name of art.

My interest centres very much on the increasing role played by
Design in the curriculum of British schools. My interest is further
sensitized by an intriguing realization that there appears to be a
concerted promotion from various sectors--governmental, educational,
and industrial--for Design Education at both the primary and secondary
school level. 1Indeed this promotion is further highlighted because
there has been for so long a dearth of recognition of the intrinsic
value of art in the schools of Britain. As in the United States,
British public opinion has tended to believe that art is an educational
frill rather than a necessary component of a student's schooling. The
emergence of Design, particularly at the secondary school level, has
undoubtedly brought with it a level of support for art hitherto
reserved only for those prestigious 'academic' subjects on the school
curriculum. The support, however, is heavily qualified in so much as
it can be proven that Art and Design can be shown to make a
contribution to the nation's economy. Steers (1987) suggests that this
support is more closely related to economics than enlightenment; he
states, "at all levels there are demands for greater accountability;
and for the curriculum to be more 'relevant'; relevant perhaps to the
Government's perception of national economic health rather than the

educational health of the nation'" (p. 16). Sir Keith Joseph, the



former Secretary of State for Education and Science, is quoted by
Steers in the same article as suggesting that "in so much as art and
design and CDT are directly concerned with the process of design they
clearly have a particularly significant role" (p. 24). The
justification for Art's continued includion within the curriculum
therefore, using this criterion, depends on the potential economic
usefulness of the subject. It appears that it is vocational rather
than aesthetic considerations that are to determine the value of art in
schools.

As design has taken a more prominent role, and as art has moved
towards technology, questions have been posed as to the nature of the
relationship between art and design in a school setting. In some
schools art all but disappeared as Design Faculties mushroomed
throughout the country, and in Lecistershire particularly. In many
schools now there exists an uneasy situation in which art and
technology teachers vie for the responsibility to teach design.
Teachers are more than cognizant that design brings with it the kind
of kudos and levels of financial support that have seldom been injected
into Art departments. The arguments rage, though, as to the
independence or the interrelatedness of art and design. Yeoman (1984)
however, cautions any moves to separate Art from Design or vice-versa,
stating that "both equally, contribute to the quality of life, each is
ignored at society's peril" (p. 366).

The purpose of this thesis is to make a historical inquiry of
art education in England in order to see whether in reflecting on the

subject's historical development as a school subject, the origins of



current issues and attitudes towards the relationship between Art and
Design Education may be traced. There are certain threads which I
believe have interwoven themselves throughout the subject's history,
and it is these which I intend to examine. The following are the three
most significant strands upon which I will focus:

1. Government intervention as a factor in the development
of Art Education programmes for schools.

2. The independence or interrelatedness of Fine Art and
Design.

3. The commercialization of Art Education.

For the purposes of this study, I will start with the July l4th
of 1835 when Ridley Colborne M.P. registered his satisfaction with
parliament's willingness to establish a Select Committee to inquire
into the arts. This action was the first occasion that encouragement
stemmed from Government rather than private sources. He states rather
sarcastically, "it was a fact that in England alone not a shilling was
given by Government for encouragement of art" (Hansard, 1835, p. 560).
This is indeed then, the first interventionist action by Government in
art education. The study will not, however, attempt to consider the
whole gamut of 150 years of state supported art education. I will
restrict myself only to those developments within nineteenth century
England. I have striven to make use of both primary and secondary
sources. The use of secondary sources Carline (1968), Bell (1963),
Sutton (1967), Pevsner (1973), Thistlewood (1986) and Macdonald (1970),
is essentially a literature review of material dealing with the
historical development of art education in Britain. In primary sources

I rely heavily on the use of British Parliamentary Sessional Papers.
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These contain both reports and minutes of evidence given to the Select
Committees established to inquire into the state of the arts in England
and the Council of the Design School, the governing body of the Design
Schools. In addition to the sessional papers, I have also sought to
trace contemporaneous journalistic opinion of events and issues related
to the developments of art education. I refer in particular to the Art

Journal, The Journal of Education, and Punch.

It is important I believe, to view my focus of interest not in a
vacuum but as being a series of events that are inextricably linked
with prevailing social, political, and economic factors. ¥For this
reason, this chapter includes a presentation of "Historical Headlines,"
the purpose of these being to provide the reader with at least some of
the flavour of the period under investigation in the particular chapter

and against which one can view the matters relating to art education.

Historical Headlines: 1830 - 1850

The introduction of the first version of the Reform Bill to the
House of Commons in 1831 and the ensuing Act of 1832 was a signal of
commitment to long overdue parliamentary reform. The domination of
politics by an elite cadre of landed gentry was no longer seen as
tenable. Rampant corruption and abuses of the electoral system had
essentially disenfranchised the middle classes who were to become the
major beneficiaries of this new legislation. Universal suffrage was,
however, too radical a development to contemplate at this time by the
cautious Whig architects of reform; so the working class were as yet

without a political voice. Thomson (1950) suggests that the



significance of that Act was that it "whetted the appetite for more; it
left abuses enough to provoke sustained for another generation"

(p. 67). The Reform Bill was one parliamentary Act in a sequence of
legislative reforms affecting Britain's agricultural, commercial,
industrial, and social spheres. The fast establishing middle class,
whose interests were in urban manufacturing, began to flex their newly
found political might by supporting a repeal of the Corn Laws which,
because of duties levied on corn, created high food costs. It was

a situation in which the landowners got wealthier and the poor got
hungrier. The Hungry Forties is perhaps a most apposite epithet for
this miserable time for the working class.

Sir Robert Peel had the unenviable task of guiding this reform
through parliament without the fullest of support. The protectionists
among his party believed that this reform was yet another challenge to
the privileged status of the landed gentry. These critics even sniped
rather sarcastically that the manufacturers were only supporting lower
food prices as an opportunity for themselves to lower wages. By 1845,
though, it became blatantly obvious to Peel that Britain was not a
self-sufficient nation and what with several poor cereal crops and a
potato famine in Ireland, it became a matter of some urgency that the
Corn Laws be repealed. He further argued that tariffs on a variety of
manufactured goods should be also reduced. Peel was castigated by
a large majority of his party. He was convinced however that this
action, far from jeopardizing the status of the aristocracy, would
indeed preserve it; for it might otherwise have been overwhelmed by

revolution amongst a most disenchanted working class. In the opening



years of the nineteenth century, considerable unrest was prevalent
among the agrarian working class. They had suffered wage reductions,
food was expensive, and often the seasonable nature of their
employment, together with the introduction of the threshing machine,
created forced unemployment. They were indeed the human casualties of
the Industrial Revolution.

1834 saw further developments of the reform of the Poor Law
initiated in 1796. Supplements to income had been granted to workers
at times of high bread costs; but the 1834 Poor Law effectively
curtailed the distribution of this "outdoor relief." Its place was
taken by a centrally directed network of poor houses to which the needy
would only be granted access if they had reached the most humiliating
of circumstances. The workhouses were intentionally created to lack
comfort and be dehumanizing so that they might not, as Denny (1963)
states, be seen by the poor as "a bounty to indolence and vice.'" The
ruling classes generally believed that poverty was not of society's
making but was somehow self-inflicted through an individual's own lack
of moral fibre or even his criminal tendencies. Indeed throughout much
of Victorian Society there was a great lack of sensitivity and little
support for poverty reform. By 1847, however, those more philanthropic
legislators had recognised the state's responsibilities and Poor Law
Schools were established with hospitals and dispensaries following
on their heels.

1834 saw the abolition of slavery in the British Empire; and
closer to home, Lord Shaftsbury fought the '"child slavery" that was

very much a part of English textile factory life. The appalling



conditions under which children were forced to work was something that
even shocked the landowners who possessed a rather paternalistic
attitude toward their own workers. Shaftsbury was not able to limit
the hours worked to the extent that he had hoped; but the Act did -
succeed in forbidding all children under nine from being employed, and
in limiting nine to thirteen-year-olds to a nine-hour day, forty-eight
hour week. Thirteen to eighteen-year-olds were limited to a twelve-
hour day, sixty-nine hour week. Furthermore, factory inspectors were
appointed as a means to minimize violations.

In the field of education it was again privately sponsored bills
which were also to cause the government to act. As early as 1820,
Henry Brougham had campaigned unsuccessfully for a national education
system. But his efforts were largely stifled by squabbling between the
National Society and the British and Foreign Schools Society,
charitable organisations which had established their own schools.
State intervention in education effectively took place for the first
time when in 1833 the government awarded 20,000 pounds to each charity
for school building, on the understanding there was matching funding.
An increase of funds in 1839 bought with it a greater degree of
government control with the establishment of a schools inspectorate.
Initially the school's population was low with parents preferring
have their children as wage earners; but as the Factory Acts gradually
became more effective, so the numbers of children enrolling in school
grew.

1837 saw the accession of the young Victoria to the throne.

England was in a period of rapid population growth. The Industrial



Revolution was responsible for considerable economic growth, but
workers were not the immediate beneficiaries of this new technological
age. Often displaced, they fought for recognition, and we see the
development of trade unionism in England, a movement viewed with
considerable alarm by the Government who saw these moves as a working-
class challenge to the ruling elite. This collective voice had to be

stifled, and one attempt was by outlawing trade unions.



CHAPTER II
THE ESTABLISHMENT OF A SELECT COMMITTEE TO INQUIRE INTO
THE BEST MEANS OF EXTENDING A KNOWLEDGE OF THE

FINE ARTS AND THE PRINCIPLES OF DESIGN

It is important not to view the creation of a select committee,
charged with an inquiry into the state of the fine arts in England, as
an isolated event. It ought to be considered against a background of
other demands for change which were responsible for dubbing this period
of the nineteenth century 'the age of reform." Enlightened individuals
were slowly but surely coaxing a somewhat reluctant parliament to
extend governmental influence on a national scale. In the field of
education, grants made to the two major charitable organisations for
the building of schools, led to the beginning of a state education
system. The establishment of the 1835 Select Committee is also the
first documented account of government intervention in art education.
The Committee was appointed by the House of Commons on a motion from
William Ewart, M.P. for Liverpool, who was also to chair the Committee.
Ewart brought the motion before the House that:

A Select Committee be appointed to inquire into the best means of

extending a knowledge of the Fine Arts, and the principles of

Design among the people--especially among the manufacturing

population of the country; and also to inquire into the

constitution of the Royal Academy and the effects produced by it.
(Hansard, 1835, p. 555).

10
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The 1835 Select Committee was to be an important milestone in the
development of art education in Britain. Here for the first time, key
questions were being publicly debated. The issue of the value of art
to the individual, its-usefulness to manufacturing industry, the
economy and society as a whole were for the first time given a platform
in the context of education. What was to emanate from this dialogue
would be commitments, not only for the establishment of a Design
School, but a realization that drawing should be introduced into
elementary schools, and further that the fine arts ought to be far more
accessible to the population at large. The debate also attempted to
clarify the question of the relationship between artist and designer, a
debate which seems just as fresh now, some 150 years on.

It is quite obvious from William Ewart's opening remarks on the

July 11th debate, that there was considerable concern that England
lagged far behind France in encouraging the fine arts amongst its
citizens. France, it was stated, had, since the reign of Louis XIV,
created an environment conducive for the development of a respect for
the arts. This encouragement, it was argued, helped create designers
who had greater sensitivity to the needs of the manufacturing industry.
They key to the successfulness of the creation of an informed public
was, in Ewart's opinion, due to the establishment of teaching
programmes and the popularity of exhibitions. The french had, it was
argued, managed to produce, as a result of these initiatives, a more
informed producer and consumer. This was not the case in England;
Ewart believed that the Government need not only consider developing

"among the people of this country a taste for the Arts'" (Hansard,
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p. 554), but also to enhance the status of artists within the community
which, "he was sorry to say, stood in a lower degree than that of
almost any country whatever" (Hansard, p. 554).

Not all present however agreed with Ewart's contention that
England failed to recognize its artists. Lord Francis Egerton, 'could
not, however estimate the merits of our professors at a lower degree
than those of foreign artists, nor could he admit that there was any
want of encouragement of art in this country" (Hansard, p. 560). Lord
Sandon took an equally patriotic stance, and was most defensive, even
suggesting that British artists were indeed highly sought after by
other countries, in spite of the absence of any national scheme for
encouragement:

Without a single encouragement being given to the arts by the

establishment of a public school our artists exceed those of other

countries who were petted and fostered in national academies.

(Hansard, p. 560)

Sandon further displayed his prejudices, stating that he
"preferred the landscapes of British artists to the stiff and academic
figures of Rome and Milan'" (p. 560). Ewart's admonition of the country
was supported by a Mr. Wyse, M.P. for Waterford who seconded the motion
and believed "that artists in this country were not sufficiently
appreciated" (p. 557), and indeed went further, suggesting that
whatever encouragement for the arts existed had little to do with the
furtherance of art. He states:

But it was not the love of art which prompted that encouragement;

it was merely vanity in individuals or some other causes equally

unconnected with a due appreciation of the arts. (Hansard,
p. 557).
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The debate must also be considered in the context of a society
very much enshrined in rigid class structures. The aristocratic
solidarity of certain M.P.s is further exemplified when Sir Robert
Ingiis stated that he '"could point out many artists of eminence who, in
addition to the applause of Europe, received in this country those more
substantial rewards which their talents deserved" (Hansard, p. 558).
The Chancellor of the Exchequer was equally emphatic in his denial of
Ewart's proposition concerning the status of the artist stating,
"generally, however, talents, in this country, obtain a certain and
large reward."

The debate further focused on issues arising out of a lack of a
coordinated approach to the teaching of art in England. Considerable
time was spent in making comparisons with the procedures in France,
where even by 1834 linear design was mandated to be taught in every
school. 1In many towns, art schools had also been established with the
specific purpose of establishing a relationship between art and
manufacture. Mr. Wyse stated:

It was observable that all these schools of art were carried on

for practical purposes, and the designs were connected with the

labour of silversmiths, upholsterers, sculptors, including every
manufacture that came under the cognizance of taste. (Hansard,

p. 556)

Mr. Wyse, in his remarks about the impact of the interrelationship
between the elementary school and art schools in France with its

central and regional schools, was to foreshadow the network in England

which was to be South Kensington:
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The remarkable effect of this was, that in every canton, however.

remote they might be from the capital, a taste for the arts was

perceptible in the pursuits and the general feeling of the

inhabitants themselves. (Hansard, p. 556).

Clearly in Wyse's view, the French had established an effective
programme that embued its people with a taste for the arts, a quality
which would transfer with them from school to workplace. France's
success and Britain's uncompetitiveness in manufacturing was
highlighted in the production of silks and cottons. In silks
particularly, the French were market leaders; and in Britain there
had been many a call for heavier taxes to be placed on French imports.
There was also a demand that more stringent efforts be made to curb the
smuggling of French silks into the country.

The manufacturing industry in Britain had not seen the importance
of employing designers, this compared to Lyons where there were
"between 200 and 300 professional artists, acquiring an honourable
subsistence by turning their knowledge to the sue of manufactures"
(Hansard, p. 559). Even as early as 1832, Sir Robert Peel had spoken
to the House of Commons and had blamed falling English exports on our
"incompetent designs.'!" His recommendation had been for the funding of
a National Gallery of Art to "instill a sense of design in the
manufacturer and to elevate public taste'" (MacCarthy, 1979, p. 8). In
1835 the same proposition was being presented again; a Mr. Potter M.P.
supported the motion before the House, expressing 'a wish that the
public might be able to see the specimens of the Fine Arts in

Westminster Abbey on a Sunday" (Hansard, p. 560). Mr. O'Connell

contrasted the magnificent exterior of St. Paul's with its depressing
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interiors and compared this with the situation on the continent, where
churches were filled with exquisite examples of fine art. 0'Connell
declared that in the case of St. Paul's:

Would it not be better if fine paintings replaced those emblems

of war, and an opportunity were afforded the people to admire

within that splendid building some of the noblest specimens of

art. (Hansard, p. 561)

Churches, of course, had the advantage that they were accessible
to all, no matter what their social class; and it was obviously
O'Connell's belief that contact with such beauty would result in
material and spiritual benefits to the onlooker, as this contemplation
had the power to '"raise and soften the public mind, religious
enthusiasm being mingled with an admiration of art" (p. 561). There
was a general feeling, however, that the lower classes were unable to
appreciate art and were likely to carry out vandalistic acts upon works
they disapproved of. The Committee set out to investigate the
feasibility of introducing free admission to collections of art. Mr.
Borthwich M.P. suggested that the Motion could "rescue the character of
the lower orders in this country from the charge of barbarism in
disfiguring statues and works of art such as were respect in other
countries" (Hansard, p. 561).

The debate in the House of Commons reveals three major concerns:
the position of art, particularly in its relationship to manufacture;
the need to develop an aesthetic awareness among the general public;
and the hierarchical position of fine art. These concerns were to form

the basis of the Select Committee's investigation and were expressed in

the foreward to the Committee Minutes:
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The Committee began its labours by dividing the subject into the

following parts:

(i). The state of art in this country and in other countires as
manifested in their different manufactures

(ii). The best means of extending among the people, especially
the manufacturing classes, a knowledge and a taste for
art.

(iii). The state of higher branches of art, and the best mode for

advancing them.

Some twenty-eight witnesses were called before the Committee;
their backgrounds were fairly diverse, manufacturers, retailers,
wholesalers, artists, and architects were called to give evidence from
which it was hoped a clearer picture would emerge as to the state of
art and its relationship to industry in Britain. In reading the record
of the House of Commons debate of July 14, 1835, it soon becomes
apparent that in the minds of many Members of Parliament, the situation
in Britain was pretty deplorable compared with her continental
neighbours, particularly France and Prussia. The witnesses called
before the Select Committee would, it was hoped, provide some clues as
to how the situation could best be remedied. Their evidence did indeed
confirm the Committee's worst suspicions; and one after another, the
witnesses catalogued a succession of failings in a wide variety of
areas related to English product design and the availability of art to
a diverse population. A recurrent theme which interweaves the
testimony of many of the witnesses was a general feeling that the
situation had arisen out of a lack of positive government support for
art. It was argued that interventionary action was desperately
required if the country wished to reverse the present state of affairs.

Charles Cockrell, architect to the Bank of England and Associate of the

Royal Academy said:
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The indifference shown by the Government on the subject which

materially concerns the honour and character of England as

respects arts, and which is of paramount commercial and national
importance in a manufacturing country, where the cultivation of
taste only is wanting to give superiority over the world.

(Sessional Papers, 1835, p. 102)

Cockrell was quick, however, to point out that blame should not
only be put at the door of the Government, as manufacturers also had to
take their share of the responsibility for a lack of encouragement of
innovation in design:

The manufacturers are not sufficiently impressed with the

necessity of a higher culture of design; they generally dabble

themselves and put things together from books; they purchase books

of design with audacity. (Sessional Papers, 1835, p. 103)

Samuel Wiley, a representative of Jennings and Betteridge,
Birmingham Japanners, adds a third group for criticism: the indifferent
consumer, He stated that he could "frequently sell bad articles, bad
in execution and design, for the same money 1 could sell the best"

(p. 53). Witnesses agreed that Britain was not deficient in quality
personnel; Cockrell declared, '"there is an abundance of talent, but a
want of opportunity of obtaining more correct knowledge of design"
(p. 103).

There existed in England no comprehensive and integrated programme
for the training of artists for industry as there were in Prussia.

Dr. Gustave Friedrick Waagen, the Director of the Royal Gallery at
Berlin, showed the committee (as he outlined the structure of art

education in Berlin) just how far Britain lagged in art and design
education. In Prussia, a network of art schools had existed since

1810. The Royal Academy, with its emphasis on the teaching of the

fine arts, and the Gewerb Institut with its. emphasis on the arts in
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relationship to industry, complemented each other's mission. Students
from the Institut were free to study anatomy at the Academy or life
drawing, should they feel it necessary. What is more, students
selected to attend the Institut were given a free education, paying
only for the board and lodging.

Waagen's evidence does betray an implied hierarchical distinction
between the branches of the fine arts and the applied arts. There is,
however, at least a recognition of the value of unifying aesthetic and
functional qualities. He states:

The object of the institution is to unite beauty and taste with

practicibility and durability, and so to form the imagination and

taste of pupils as artists, by studying drawing after beautiful
models, that each may be enabled with facility to make discoveries
in the branch which he particularly knows. (Sessional Papers,

1835, p. 3).

It is important to note that in Prussia at this time, drawing was
a compulsory part of the curriculum in the national schools. The
"popular schools" were allocated small amounts of time, but in the
"eymnasia" greater time allécations were awarded. In this system it
became possible to detect potential talent on a regional scale, and
talented students were channeled to the central Gewerb Institut. It is
possible in Waagen's evidence, perhaps more than in any of that of any
of the other witnesses' accounts, to catch a glimpse of the model on
which British design schools were to be modeled. The Prussian
infrastructure, with its central school with regional affiliates and

programmes of drawing in the national schools, was to be the blueprint

for the South Kensington School. George Rennie, the sculptor warned,
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however, against too much centralization lest it produce a "house
style":

At the same time great caution is required that too much should

not be done. The effect of what I allude to would be to establish

a sort of central or general mannerism by too much legislative

interference. (Sessional Papers, 1835, p. 68)

William Wyon, the chief engraver at the Royal Mint and an
Associate of the Royal Academy, saw the necessity of introducing
drawing into elementary education. He believed that drawing was a
fundamental subject. His words, though spoken over a century and a
half ago, ring true loudly for contemporary education; his comments
would not be out of place in any present journal in the field of art

education:

Do you not think, as reading and writing are made a portion of

education, and as music is made a portion of elementary education,
you might also educate the eye--it has been a source of very great
regret to me, that at our universities, the arts of design are not

considered an essential part of education. (Sessional Papers,
1835, .p. 130).

Many of the witnesses saw the development of museums and galleries
as a means not only to bring designers into contact with exemplars of
decorative art, but also as a means with which to encourage taste in
the wider population. George Rennie foresaw a central museum in London
with branch museums in the provinces and with objects being constantly
transferred among them. John Martin, the eminent English painter, saw
the museums playing a central role in the training of the designer; and
he proposed a master/apprentice type programme with its focus very much
on the museum as a resource.

The museums, hwoever, that did exist served only a small, elite

section of the population; in some an entrance fee was charged, while
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others were only open to subscribers. Dr. Waagen, indeed suggested
that a charge ought to be made, as there would be greater respect shown
by visitors if they had to make a financial contribution. Other
witnesses sought the development of provincial museums which reflected
in their collection the manufacturing base of a specific town. William
Wyon advocated such museums for Sheffield, Manchester, and in his own
town of Birmingham; he called for the Royal Society not only to advance
the fine arts but to "direct the attention of that society to that
species of decorative design required in the manufactures of the town"
(p. 127). It was his contention that there was nothing in Birmingham
which instructed the artisan in art and design as it related to their
area of manufacture.

It is impossible in the minutes of the Select Committee as it was
in the House of Commons debate to discount the impact that class had in
the arguments which were being put forward. Many witnesses agreed that
there was a problem that needed to be addressed, but it seemed that it
would have to be solved without challenging the fabric of the English
class system. James Skeine, Secretary of the Board of Trustees for the
Encouragement of Manufactures in Scotland, alluded to refined taste as
being classbound:

I attribute very much the proficiency that exists in foreign

countries in the knowledge of design, and the higher scale of

taste that exists amid the middling classes of society abroad,
compared to what it is in this country, for here it seems to be
confined to the higher class alone almost. (Sessional Papers,

1835, p. 87)

Witnesses did generally concur with Skeine's belief and calls for

greater accessibility to the fine arts by working people were tempered
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with caution, lest the artisan lose sight of their '"place'" in society.
A clear distinction was being made between the "higher" and the
"useful" arts. Skeine was anxious that any programme directed at the
artisan should be constructed in such a way as to narrow the student's
focus primarily on the areas of design directly related to manufacture,
the fear being, it was not altogether unfounded, that if the artisan
was allowed to pursue the fine arts, he might jettison the useful arts
in favour of becoming an artist. Charles Cockrell suggested that
perhaps the artisan's knowledge of fine art' should be intentionally
limited:

There is a wide distinction between art and fine art; in the

latter the knowledge of artisans whose bread is earned in

laborious work, must always be very limited, compared with those
who have an original genius for it, and have been brought up in
the highest schools, and with the best opportunities of

instruction. (Sessional Papers, 1835, p. 104)

The 1835 Committee interviewed their last witness, William Wyon,
on 4th September, after which proceedings were halted. It was not
until 9th February 1836 that parliament ordered the Committee to
reconvene; this time with only fourteen members, a reduction of some
thirty-six from the earlier committee. The interruption of the inquiry
had been brought about because of the number of Private Bills
introduced into the previous session. This leaner group concentrated
their attention almost exclusively on the state of affairs of the Royal
Academy. Many of those called described the Academy as being somewhat
akin to a private club, a place of privilege, with a jealously guarded

membership. Macdonald (1970) suggests that the Academy was not a place

where art education per se was considered of importance; indeed
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teaching came a very poor second to the professional development and
advancement of the Academy's members. The teaching positions were
therefore either given as a perk to senior members or as an income
supplement to elderly associates.

Benjamin Haydon, John Martin, and George Rennie all gave evidence
which supported the notion of the Academy as being controlled by '"a
select aristocracy" (Macdonald, 1970, p. 66). All three artists
considered they had been unfairly treated by this all powerful elite.
Haydon in particular was still enranged over the Academy's handling of
his work "Dentalus,'" which in the 1809 RA Exhibition had been removed
to a dark spot in an ante room after initially being hung in' the
premier room. Haydon realised only too well that the Academicians had
the power to make and break reputations and it understandably felt
impugned. His continuing sense of outrage at the Academy's system is
very evident in his reply to a question regarding to Academy practice.
He states:

The Academy is a House of Lords without King and Commons for

appeal. The artists are at the mercy of a depotism whose

unlimited power tends to destroy all feelings for right and
justice ... It is extraordinary how man brought up as Englishmen,
could set up such a system of Government. The holy inquisition
was controlled by the Pope, but these men are an inquisition

without a Pope. (Sessional Papers, 1836, p. 93)

The final Report of the 1835-1836 Select Committee published in
August 1836, provided, as Bell (1963) states, "the first rude shock
that persuaded the public about the business of creating art schools"
(p. 60). The Report's recommendations had been to a certain extent

pre-empted by the Government's allocation of 1,600 pounds to establish

a Normal School of Design, a development which was certainly motivated
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by the concerns expressed by Witnesses at the 1835 Select Committee.
The final Report was, however, an extremely comprehensive compilation
of a considerable weight of evidence which clamoured for initiatives to
be taken that would draw art closer to manufacture. The irony of the
separation between art and design in England was not all together lost
on the Committee members; though their motivation for change was
unashamedly clearly in the economic, rather than the esthetic, realm.
The report states:

Yet, to us a peculiarly manufacturing nation, the connection

between art and manufactures is most important--and for this

merely economical reason (were there no higher motive) it equally
imports us to encourage art in its loftier attributes. (Sessional

Papers, 1836, p. iii)

The Committee was clearly impressed by the more sophisticated
levels of taste that were apparently the norm amongst foreign workers.
It was reported that the French had the advantage of state
encouragement and that the people had greater, freer access to museums.
In addition to the Committee's criticism of a lack of government
encouragement for the arts, they were also critical of a woeful lack of
instruction. The Report paints a scenario of an eager working
population, denied not only exposure to the higher arts but also to
instruction in skills which it was thought would assist them in their
employment. The Report suggests that '"this scanty supply of
instruction is the more to be lamented, because it appears that there
exists among the enterprising and laborious classes of our country an
earnest desire for information in the Arts (Sessional Papers, 1836,

p. 888). 1Indeed, the Committee had been extremely impressed by the

publications authored by M. Beuth, the Director of the Gwerb Institut,
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and saw inexpensive publication as a means of reaching a large audience
of artisans. The Committee did acknowledge the value of the

unsponsored publications such as the Mechanics Magazine, The Penny,

and Saturday magazines. Anderson (1987), sees The Penny Magazine as
being, she states, '"the first successful effort to popularize knowledge
about art: an inexpensive, mass circulation pictorial miscellany"
(p. 133). The Committee obviously saw these magazines as providing the
working classes with education in art, at a time when schools of art
did not exist. The Report states:
Such instruments may be said to form the paper circulation of
knowledge; and while friends of education lament that people are
yet most insufficiently provided with places of instruction, they
are somewhat consoled by the reflection that these works convey
instruction to the very dwellings of the people. (Sessional
Papers, 1836, p. vi)
The Report was clear in its demand for a comprehensive programme
of art education for England. It saw that it was '"most desirable with .
a view to extend a knowledge of art among the people, that the
principles of design should form the portion of any permanent system of
national education" (sessional Papers, 1836, p. vi). As to what should
be taught, the Committee favoured the geometric precision of the
Prussian design schools. They further wished to establish not only a
central school but also regional schools, each one developing its own
character based on the manufacturing emphasis of the particular area.
In adopting such a policy, the Report anticipated that it was "'probable

that the Arts will eventually strike root and vegetate with vigor"

(Sessional Papers, 1836, p. v).
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The Government's intervention in art education in 1835 was
undoubtedly the seminal development in the history of a national art
education programme in England. It was responsible for the birth of
the Royal College of Art and the network of art schools that to this
day cover the country. To a certain degree I would contend that the
nineteenth century development of a national curriculum in elementary
drawing is the parent of our contemporary public examination system.
One must also recognise that the report was further responsible for an
awareness of the need for the collection and display of artifacts, a
policy which was to later create the Victoria and Albert Museum.
Indeed, the Committee in its closing remarks of the Report were clear
with regard to their ultimate mission:
It will give Your Committee the sincerest gratification if the
result of their inquiry (in which they have been liberally
assisted by the artists of this country) tend in any degree to
raise the character of a profession which is said to stand much
higher among foreign nations than, in our own; to infuse, even
remotely, into an industrious and enterprising people, a love of

art, and to teach them to respect and venerate the name "Artist."
(Sessional Papers, 1836, p. xi)



CHAPTER IIT

THE ESTABLISHMENT OF THE SCHOOLS OF DESIGN

It is certain that the evidence presented to the 1835 Select
Committee provided such an indictment of British art education,
especially as it related to manufacture, that a government earnest in
its desire to make Britain not only competitive with her continental
neighbours, but indeed superior, granted 1,500 pounds to establish
the Normal School of Design. The awarding of these funds was
ultimately to be responsible for the development of the national art
education programme we see in contemporary Britain. The founding
establishment, the Normal School of Design, though born as the result
of a consensus, was to experience in its infancy, such internecine
struggles amongst those charged with the mission to draw art closer
to industry, that it is somewhat surprising that the School survived.
Two major problems were to plague the Design School throughout this
period and indeed were to continue until the helm was firmly taken by
Henry Cole in 1851. The first problem was an absence of authoritative
leadership; the second was a lack of decisiveness with regard to the
implementation of an appropriate curriculum strategy necessary for the
School to achieve its educational goal.

It is necessary to recognise that England did not have the

advantage of a Ministry of Education at this time; the responsibility

26
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for the Design School was given to the Board of Trade, where Charles
Poulett Thomson was President. Bell (1963) quotes from Scrope's
biography of Thomson stating, ''the friends of art in our manufacturing
industry will no doubt always be ready to acknowledge their obligation
to the founder of the Schools of Design'" (p. 64). In view of what was
to unravel over the next thirteen years, Lord Melbourne, the then Prime
Minister's statement that '"God help the Minister who meddles with Art"
(Bell, 1963, p. 64), has quite a prophetic clarity to it.

John Buonarotti Papworth was created the Design School's first
director in 1837. Macdonald (1970), and Bell (1963) indicate that in
these early days of the School's existence, the students were given
much more freedom that at any other time in the School's history.

There was, however, still an emphasis on '"Drawing from the Flat." 1In
the Elementary Course, students copied architectural ornament and
outline vases all being copied from a range of primers and prints.
Having successfully completed the Elementary stage, students then
progressed to further outline drawing to which shading was applied, the
visual references for these exercises being plaster casts from antique
ornament. It was hoped that by constantly referring to historic
motifs, students would eventually acquire a glossary of visual forms
from which by synthesis '"new forms' would emanate.

Macdonald (1970) indicates that the vocation of the largest number
of the students enrolled in the Morning, and later the Evening school
was, '"that of interior decorator officially classed as Arabesque (or
Ornamental) Painter and Decorator" (p. 74). This group were apparently

receptive to a systematic mode of instruction which resulted in the
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production of repeat patterns which could be applied to wallpaper and
plaster. Others were not so happy; Benjamin Haydon, the omnipresent
critic of both the Royal Academy and now the Design School, was
scathing in his criticism of the syllabus of this fledgling
institution. Haydon believed that the self-imposed limits that the
School had placed on itself was a costly was '"to keep the mechanic as
ignorant as before" (Bell, 1963, p. 17). He was an ardent advocate of
the concept that fine art training could transfer to the elementary
instruction of the artisan, without modification. Haydon was quite
emphatic that figure drawing was the fountain-head from which all
design sprung; and in an encounter with Poulett Thomson, President of
the Board of Trade, he declared , 'depend on it ... if the figure be
not the basis of instruction it will all end in smoke. The Government
will be disgusted and it will all be given up" (Bell, 1963, p. 72).

Haydon's opinions ran counter to those of the Academicians and
manufacturers who constituted the Design Schools' provisional governing
body. The Academicians no doubt motivated by self-interest, wanted to
prevent any possibility of the Royal Academy having to compete for
students with the Design School. This was particularly important at a
time when the 1835 Select Committee had severely admonished the Academy
for its poor record of teaching. The manufacturers, likewise, wanted
the School to be clearly a school of design, not a school of art. They
were, however, not at all impressed by the emphasis placed on interior
decoration, which was very much the hallmark of the Papworth era. Here
again, one cannot altogether rule out a measure of self-interest as

Charles Poulett Thomson and William Ewart, both Members of Parliament



29
representing Lancashire constituencies where the import of continental
designs had severely affected the textile industry, needed to be
politically shrewd in any support they might declare for a design
programme. Bell (1963) suggests a further reason for a policy of
training designers rather than artists: "a school which allowed a
proportion of its students to become painters or sculptors might well
be accused of wasting public money" (p. 68).

It was not only in Haydon's written or speech criticism that one
could see his philosophy with regard to the relationship between art
and industry; he translated theory into practice, when under the
auspices of the Society for Promoting the Arts of Design. And together
with Joseph Hume M.P., Philip Barnes, William Ewart M.P., and Sir
Thomas Wyse M.P., he established a design school in Leiceister Square
in which drawing from a live model was taught. This rival school was
seen as serious competition for the Design School, and this together
with unrest concerning the curriculum was instrumental in Papworth's
removal as Director in 1838 and for the reversal of Council policy
relating to figure drawing at the Design School.

Papworth was replaced as Director by the painter and teacher at
the Trustees' Academy in Edinburgh, William Dyce. Dyce had been
courted by the Council of the Design School ever since they had become
aware of the report that he and charles Heath Wilson had prepared in
1837 for the Board of Trustees for Encouragement of Manufactures, in
which the two young men outlined a means of improving the relationship
between art and manufacture. The Board of Trade and the Council of the

Design School were at this time in somewhat of a quandry as to how to
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achieve their goal of harmony between art and industry. It appeared
that Dyce might have some useful ideas, and that they might be able to
learn something from their competitors, so Dyce was dispatched to study
the methods of art teaching in Prussia, Bavaria and France. The
opening paragraphs of the Report published in 1840, indicate that Dyce
was very aware that the assignment would only have value if his
observations of the art schools were made in the context of social and
economic climates:

It was necessary to view the subject of the inquiry commercially
as well as artistically; to consider the manufacturing and
commercial conditions of such countries where schools are located;
as well as the-schools themselves; which it may be supposed have
been intended to meet certain exigencies of inudstry; and that
this, not only to show the applicability of the means of
instruction to the particular exigency of the case, but to examine
what kind of influence is exerted by schools of art; or whether
(and this is not an idle question) they, by themselves alone,
confer the great and palpable benefits on manufactures which it
has been so much in fashion in this country to ascribe to them.
(Sessional Papers, 1840, p. 1)

Dyce's observations of the methods adopted in Prussia were to confirm
the evidence given to the 1835 Select Committee by Dr. Freidrick
Waagen. In Prussia there was not the schism between fine art and
design that existed in England;and the programmes in the schools very
much reflected the complementary nature of the fine art/design
relationship. In the report Dyce states:

Under the general term "Fine Art" every species of decorative
design is supposed to be included; no difference in principle
being recognised between the kind of art which is applicable to
manufacture, and that which has for its object the poetical, the
imaginative, or the historical. The immediate result of this
opinion is that in the education, the difference between a school
of design for manufacture and an academy of fine art, is made to
consist not in the kind of instruction afforded but in the amount
or degree to which it is carried. The latter, indeed, in the
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absence of schools of manufacturing design, are supposed to
include all studies which ordinarily form the business of these.
(Sessional Papers, 1840, p. 3)

The description of the Prussian methods of art-teaching are not
too philosophically different from those held by Haydon. Dyce, on the
other hand, while warming to the systematic and scientific nature of
the Gwerb Institut, seemed not to be able to avoid supporting an
educational strategy that categorised individuals as being either
artists or artisans. Bell (1963) suggests that there were indeed quite
contradictory elements in Dyce's makeup; he was often accused of being
both liberal and autocratic. Pointon (1979) extends this hypothesis
further, arguing that Dyce believed in a social order which, while
actively encouraging the artisans to improve themselves, only provided
so much scope for the improvement. Pointon (1979) states that Dyce's
plans were "assisting to the mechanic to rise but determining the
direction in which he would, placing a master in control who had
himself, received a different sort of training" (p. 45). The question
of what should or should not be part of the training of the artisan
was to be a thorny problem which was to cause intense conflict during
these early days of the Design School's existence.

Arguably, the most contentious issue was whether the artisan would
benefit from drawing from the figure. The academy approach to the
teaching of art in France, which encouraged greater artistic freedom
in the training of designers of ornament, did not appeal to Dyce, who
Pointon (1979) describes as being "preoccupied with methods not with
art" (p. 49). Macdonald (1970) suggests that Dyce's vision of the

artisan was that of a medieval craftsman working for the glory of God,
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and for whom the humanism of the Renaissance would be an unnecessary
distraction. Dyce, describing the use of figure drawing in French art
schools, questions its relevance to a potential fabric designer:

The human form, as a means of study, and the human figure employed

as ornament, are not identical; and though in proportion as an

artist, has laid a foundation in a higher kind, he may with less
application, become expert in the practice of the inferior; yet it
must be remembered that a power of designing the figure as
consummate as that of Michael Angelo, does not in the very
smallest degree imply the capability of producing a useful pattern

for fabrics of the loom. (Sessional Papers, 1840, p. 31)

Dyce's battle against the figure being used in the Design School
was to be lost, partly as a result of the competition from Haydon's
rival school; and in 1841 J. R. Herbert was engaged as Master of the
Figure School. Dyce, though during the initial period of his
superintendancy was-considered to be more than capable of steering the
School towards its ultimate goal, was to have to fight numerous battles
with the overbearing administration. He was not altogether the easiest
of people to get on with; Pointon (1979) quotes Sarah Spencer, Lady
Lyttelton, as describing Dyce as '"one of the most dry and half-sneering
mannered men'" (p. 44), that she had ever met. Pointon further suggests
that '"Dyce's intellectual arrogance probably irritated many but his
good sense also drew him friends" (p. 44). The history of the Design
School is liberally peppered with problems of conflict, both in the
realm of dogma and inter-personal relationships; and Dyce's tenure was
no exception. Pointon (1979) states:

Disturbances punctuated Dyce's period in office. The causes

ranged from the inefficiency and pedantry of the Council to the

carping and backbiting that went on between students and among the
staff themselves. The Superintendant was determined to adhere to

his doctrines but was harassed by the critical attitude of the
Council and of members of the public and by overwork. (p. 47)
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It was Dyce's firm belief that the curriculum for the artisan

should be as practically based as possible; and he absorbed elements of
the Prussian Gwerb Institut into the Design Schools' programme. Dyce
was fervent in his belief that the mysticism that surrounded fine art,
particularly historical painting, was not an appropriate educational
experience for the artisan. Bell (1963) states that it was Dyce's
contention that "it was the business of the School to supply industry.
It was not a school of art but a school of design'" (p. 68). Indeed
this was such a passion with Dyce that he insisted that potential
design students declare that they had no intention of becoming artists.
The Provisional Council floundered somewhat in establishing what they
wished to be "a proper system of tuition, adapted to the precise
purposes of the School" (Sessional Papers, 1841, p. 2). The teaching
in 1841 was divided into two sections:

1. Elementary; embracing the usual branches of study; viz,
outline drawing of ornament and the human figure, shadowing,
drawing from plaster, modelling and colouring.

2. Instruction in design for special branches of industry; under
the head is included-- 1lst, The study of fabrics, and such
processes of industry as admit only the application of design
under certain conditions; and 2nd, The study of the history of
taste in manufacture, the distinction of styles of ornament,
and such theoretical knowledge as is calculated to improve the
taste of the pupils and to add to their general acquaintance
with art. (Sessional Papers, 1841, p. 2)

The programme under the direction of Dyce was very much that of an

industrial school, a policy opposed by Haydon who traveled England
generating support for a fine art orientation to the artisan's training

in the mushrooming provincial art schools. Haydon's diaries reveal an

almost religious fervor in his mission. He states 'the people are more
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alive to Art than ever. Everywhere I have been received with
enthusiasm, and the importance of High Art is no longer a matter of
debate with them" (Pope, 1963, p. 536). Dyce's enthusiasm for a more
practically based mode of instruction was not supported by his pupils,
and their indifference was largely the reason why the weaving class was
finally withdrawn from the School's curriculum. This was the last
vestige of practical training, and it was replaced by a series of
lectures on the theoretical aspects of design, conducted by Mr. Cowper
from Kings College, London.

The 1843 Council Report was optimistic about the achievements of
the Design School during the Dyce regime, they congratulated themselves
on the increase in enrollment; numbers in the Morning School had risen
from 17 in August 1837 to 62 in December 1842. There had been no major
philosophical changes in curriculum; but the Report states that it had
been placed '"on a more systematic footing--which the intended formation
of Provincial Schools rendered particularly advisable'" (Sessional
Papers, 1843, p. 4). (See Appendix A for syllabus). The need for the
Head School's curriculum to be more systematic was becoming
increasingly vital as a centrally controlled programme of art education
began to unfurl. The council of the Design School was effectively the
agency through which government funds were to be distributed to the
Provincial Schools. Manchester and Birmingham had already laid claim
to funding, and the 1843 Report also discussed the merits of claims
from York, Coventry, Norwich, and Sheffield. The Council was

particularly responsive to Sheffield's request for aid:
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That there were probably few places in England where manufacturers

were so likely to be benefited by such an institution and that the

large sums of money were yearly paid to distract artists, many of
them foreigners, for models of designs of articles which are made

in that town. (Sessional Papers, 1843, p. 11)

The Government's intervention through the Council of the Design
School followed the pattern of its approach to general education. As
in the case when grants were made to the National Society and the
British and Foreign Schools Society, the Government, because public
support was being given to private organisations, sought to exercise
control. So it was with the funding of the provincial art schools; the
control was not only related to the actual building of the schools, but
to the curriculum they adopted. Here then is the beginning of a
government funded national art education programme overseen by a
centralized inspectorate. Teacher training was seen as an extremely
important means of dissemination of the authorised syllabus; and six
exhibitions were established for talented pupils who, once trained,
would take up appointments in regional schools.

A very vital part of this "system" of art education was the
creation of drawing books, authored by Dyce, sponsored by the
Government, and published by Chapman Hall. These workbooks reflected
Dyce's theory that ornamental design was akin to science. Macdonald
(1973) states that '"Dyce preferred analysis of ornament because
ornament demonstrated more rigid geometrical structures than nature"
(p. 124). The workbooks, known as '"Dyce's Outlines," became the core
of the early nineteenth century scientific approach to drawing. The

use of the books produced a house style of mechanical, flat,

geometrical designs which did little to develop the individual pupil's
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creativity. The emphasis on structure and geometry led Dyce to insist
"that only geometrical patterns should be used on carpets as they would
then appear suitable flat and solid" (Macdonald, 1970, p. 124). One
wonders whether the novelist Charles Dickens was wryly commenting on
this concept of design when in Hard Times, Mr. Gradgrind challenges his
pupils regarding their taste in interior design:

"You must discard the word Fancy altogether. You must have nothing
to do with it. You are not to have, in any object of use or
ornament, what would be a contradiction in fact. You don't walk
upon flowers in fact; you cannot be allowed to walk upon flowers
in carpets. You don't find that foreign birds and butterflies
come to perch upon your crockery; you cannot be permitted to paint
foreign birds and butterflies upon your crockery. You must never
meet with quadrupeds going up and down walls; you must not have
quadrupeds represented upon walls. You must see," said the
gentleman, '"for all these purposes, combinations and modifications
(in primary colours) of mathematical figures which are susceptible
of proof and demonstration. This is the new discovery. This is
fact. This is taste.'" (pp. 16-17)

Dyce was constantly frustrated during his term of office by not being
able to devote as much time to his painting as he would like. He
experienced conflicts of purpose , in which he was torn between his
ambitions as an educator and his aspirations as an artist. The 1841
Provisional Council Report on the School of Design did little to
alleviate Dyce's workload; indeed the duties of Director, Professor,
and Secretary were combined as a cost saving measure. The 1843 Report
acknowledges the increased responsibilities and Dyce's annual salary
was increased by 100 pounds to 500 pounds. John Herbert, the Master of
the Evening School, saw an increase of 50 pounds, bringing his salary

to 200 pounds. The Council were obviously well pleased with Herbert's

contribution to the School, stating that 'his labour is very
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considerable, and greater than be fairly required from an artist of his
attainment" (Sessional Papers, 1843, p. 48).

Dyce's resignation as Director of the School of Design, and his
replacement on 9th May, 1843 by Charles Heath Wilson, formerly the
Superintendant of the Department of Ornamental Art in the Academy of
the Honourable Board of Trustees for Manufactures in Edinburgh, brought
with it no respite for both men from the ever critical Benjamin Haydon.

Quentin Bell in The Schools of Design quotes Haydon's letter to Dyce

upon his appointment as Inspector of Provincial Schools. The letter.
reveals true British understatement, as Haydon with one hand questions
Dyce's qualifications, yet on the other claims the criticism not to be
personal:
My Dear Sir,
I tell you frankly I regret at such a critical period if
British Art you are appointed Inspector of the Country Schools, if
I could have prevented it I would--I know you to be an obliging,
accomplished and amiable, kind man, and as such have always and
will always speak of you, but I believe you to be too much of an
experimentalist to do any good as Inspector. I anticipate, my
dear Sir, without any feelings but regard for you personally the
greatest mischief. May I be mistaken.
Yours truly
B. R. Haydon : :
(Bell, 1963, p. 148).
If Dyce was perceived as an "experimentalist," and there is
sufficient evidence that he indeed sought to develop and refine
programmes which would better meet the needs of the artisan and
manufacturer alike, one has to view Haydon's criticism as being laden
with negative connotations. It seems somewhat reactionary of Haydon to

decry experiment during this period in English history, which was

benefiting from the Age of Reform. If one considers Dyce to be an
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experimentalist, his successor was very much the opposite. Wilson was
asked by the Council of the School soon after his appointment to review
the existing programme and to present proposals for yet another
"systematic programme' for both the Central and Provincial Schools.

The Council had already decided to separate the Directorship from the
Inspectorship of the Provincial Schools. The newly drafted job
description for the post of the Director (see Appendix B) indicates
that it was the Council's intention that the Director should be held
accountable for the very close supervision of syllabus, students, and
teaching staff. Wilson's plan for the programme of instruction differs
very little from that implemented by Dyce. It is obvious though that
both the Director and his Council had foresaken any idea of
incorporating practical training as an integrated component of an
artisan's course of instruction. Students were to be divided into
Elementary and others and were to occupy designated places in the
classroom according to level of attainment. As students progressed
through the programme, so they moved about the classroom. The 1844
Report indicates that students would not be permitted to advance to the
next stage until they had mastered the Elementary Drawing in Outline
Class. Wilson suggests in the Report that it was important for the
students not to develop any mannerisms in their work:
The outline examples must, if properly copied, cause him to draw
with accuracy, and by their graceful forms will improve his taste
without giving him any bias in the foundation of a peculiar style.
He will thus be taught to draw but will not be made a mannerist.
(Sessional Papers, 1844, p. 9)

Wilson's adherence to a philosophy of the imitation of Classical

styles was, according to Macdonald (1970) "the prevalent concept of art
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education held by the diletante, the upper class, and the senior
Royal Academicians of his day" (p. 26). Wilson was very much a
classical revivalist and aligned himself completely with a fine art
hierarchy. Macdonald (1970) suggests that Wilson's philosophy for art
education can be linked with the painter Sir Joshua Reynolds' belief
that "Genius was the child of invention.'" Copying underpins the entire
Wilson programme (see Appendix C). Having successfully completed the
Elementary Drawing Class, students progressed to Shading from the Flat,
to Drawing from the Cast, the Study of Colour, and then to the Figure
Class. In the Report, Wilson stresses the importance of making figure
drawing relate to the practical needs of the ornamentalist. Once
again, this statement on figure drawing indicates the Council's
obsession in not exposing artisans to "High Art'" lest they in some way
become seduced by its mystique. The Report states:

The practical application of all that is taught in these classes

should be shown, as much as possible, by the examples on the walls

which should not present the appearance of a classroom for the

Figure attached to an academy of Fine Arts. The tendency to

become artists so observable in classes where the Figure is

taught, is partly to be attributed to example; for this reason,

no persons studying to become artists, as distinguished from

ornamentalists, will be admitted to the School of Design.

(Sessional Papers, 1844, p. 13)
Following Figure Drawing, students completed studies in Perspective.
The final class was the History, Principles, and Practice of Ornamental
Design, in which considerable use was proposed of collections of
objects which could provide students with a resource of motifs for
application to their specific areas of manufacture.

During the period 1843-1845, it is possible to detect a subtle

shift away from a vocational focus in the instructional programme at
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the School of Design. The success of J. R. Herbert's Figure Class
attracted criticism, it was suggested that ''the London School ought to
be and was not teaching industrial art" (Bell, 1963, p. 151). The
criticism appeared not altogether short of the mark, and appointments
such as that of Henry J. Townsend, a sculptor, as Head of the Form
School, gave a degree of credibility to such concerns; particularly as
Townsend had published a book on anatomy for artists, which was praised
by Benjamin Haydon. Wilson had, Bell (1963) states, ''brought order and
prosperity to the establishment in the first two years of his reign"
(p. 151). The Third Report of the Council in 1844 was pleased that the
programme was evidently providing students with classes in keeping with
the School's defined mission:

The great body of students engaged in acquiring skill in Drawing

and Ornamental Art, appear to appreciate highly the advantages

which the School offers to them; and many are actuated by an
earnest desire of improvement, with intention to apply their
acquirements practically to Decorative Work, and Ornamental

Manufactures, in accomplishment of the purposes for which this

Institution was projected. (Sessional Papers, 1844, p. 2)

By 1845 the Council began to see the need for the production of
some statistical evidence to support its belief that the School was
indeed having an impact on manufacturing industry:

sufficient instances are known to certify the fact that the course

of instruction, and the collection of examples which are used in

on carrying it on, have a beneficial influence and agency in
accomplishing the objects for which the School is maintained by

Government, namely the production of improvement in the ornamental

manufactures and decorative art in this country. (Sessional

Papers, 1845, p. 9)

While being somewhat self-congratulatory about the School's

achievement in meeting the directives of the 1835 Select Committee, the

Report is critical of the manufacturers' role in the educational
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venture. The Report suggests that it was because manufacturers were
not taking the opportunity to employ School of Design designers that
many students had turned away from ornamental to fine art. The 1846
Report, however, states that:

It may be observed generally that among the manufacturing
communities throughout the Kingdom, a sense of the importance of
improving skill in ornamental design, is constantly becoming more
evident. (Sessional Papers, 1846, p. 3)
Considering the Council's vehement opposition to figure drawing, it is
somewhat ironic that their statement in the 1846 Report is so emphatic
in its support of the pivitol significance of drawing from the human
figure:
Every student in the School is required to draw the human figure,
and to pass through at least the elementary classes of this study;
as an important and indispensable part of the general course of
instruction; it being found by practical experience, that the
accurate delinieation of beautiful models of the human form is the
most efficient means of educating the hand and eye, and promoting
the refinement of taste. (Sessional Papers, 1846, p. 3)
This statement is even more intriguing when seen against a period in
the School of Design's history when a near mutiny was to rock the
foundations of this establishment--a rebellion caused by serious
disagreements concerning the role of figure drawing in the School.
The antics within the school were highlighted by the self-styled
guardian critic of the Design School, Benjamin Haydon, who in letters
to the editor of The Times questioned not only the School's progress,
but advised the public of the means that the Director employed to
discredit the popular Master of the Figure School, J. R. Herbert.

Haydon further questioned Wilson's fitness to be Herbert's superior.

Bell (1963) quotes from Haydon's letters, where he states Herbert was
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“"an eminent artist ... placed under instead of above, a man of no
eminence and questionable talents" (p. 157). Wilson may well have been
suspicious of Herbert's allegiance as he was a staff member from the
Dyce regime. The hostility between the two men was quite overt,
attacks and counter attacks were made, Wilson's action may well have
been prompted by Herbert's popularity and also to a certain degree
by his own sense of inferiority, as Herbert was both an artist of some
stature and an Academician. Wilson resorted to attacks on Herbert's
record of absences from the School, focusing particularly on times when
Herbert allegedly absented himself to work on his fresco commission for
the Houses of Parliament--a commission which brought, some years later,

the criticism that Herbert was being overpaid. The Art Journal of 1859

states:
Our contemporary, the "critic" who is usually most correct in his
reports of Art-matters, states that Mr. Herbert is to receive
9,000 pounds for his frescos to be executed for the walls of the
Royal Gallery of the houses of parliament; the subject chosen is
"Justice on Earth, and its Development in Law and Judgement".
Surely the above sum is a mistake; or if true, there seems little
"justice" in paying Mr. Herbert more than nine times as much, we °
believe, as some other artists of equal worth have received for
their works. (Art Journal, 1859, p. 290)
Herbert answered Wilson's criticisms of him by attempting to
communicate directly to the Council, it was probable that his letter
failed to reach them, being intercepted by Wilson because of the
adverse criticisms of himself that it contained. Herbert, rather than
retreating, sought extra teaching time, complained of the Director's
ineptitude and his failure to conduct the required lectures on the

application of Ornamental Design. Herbert further did nothing to endear

himself to Wilson, by suggesting that even if a blackboard was
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was provided, Wilson would not know what to do with it (Bell, 1963).
The conflict came to a head when Wilson rather immaturely pinned a list
of student digressions to the Figure School door. Herbert, supported
by his students, confronted Wilson and as a result of the ensuing
fracas, the Figure Class was suspended. The students presented a
petition to the Board of Trade and on April 8, 1845, the Council
interviewed the two protagonists. While Wilson and Herbert received a
thorough hearing, the students received comparatively short shrift and
were suspended until further notice. The Council rallied in support of
the Director; Bell (1963), quoting from the proceedings of the meeting,
states, "the Council are of the opinion that under all circumstances,
the authority entrusted by the Council to the Director of the School
must be strictly maintained" (p. 161). It was then only a matter of
time before Herbert would be replaced. The problem for Wilson was how
this would be carried out, for Herbert was an artist of some stature
and also an Academician. Wilson managed to save face by reaffirming
the School's position on Figure Drawing as being secondary to Ornament,
in this way he was able to essentially make Herbert's programme
redundant and with it the teacher. Herbert stated that the rebellion
"ended in my being complimented out of the School. I cannot say I was
dismissed but I was complimented out" (Bell, 1963, p. 167)

Herbert's dismissal was not to go unheralded, Dyce resigned from
both the Inspectorship and the Council, and questions were asked in
Parliament. William Ewart M.P. for Liverpool sought clarification with
regard to the position of the rebellious students, they were, he was

told, only to be readmitted to the School if they assured the Director
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that they had no intention of becoming artists. Mr. Williams M.P.
sought a Select Committee to investigate the troubles at the school,
but his motion failed. He did, however, succeed in achieving a
parliamentary debate on July 28th, 1845, the first debate ever on art
education. Sir Robert Peel's reason for rejecting Williams' call for a
Select Committee was, he stated, '"that it would be most objectionable
to do anything that might tend to encourage insubordination in the
School" (Hansard, 1845, p. 1149). Williams complained that the Council
was administratively unwieldly and that maladministration had resulted
in Dyce, "a distinguished artist and talented man,'" being removed as
Director of the School to be replaced by Wilson, who Williams stated
was 'meither artist nor workman." And finally, Herbert, who was '"one
of the rising men of the day'" (Hansard, 1845, p. 1150) and one who had
been praised by the Council, had himself been removed. The debate
highlighted the extent to which there were misgivings about the
successfulness of the School of Design, it also pinpointed the degree
to which the level of interpersonal relationship had fallen to an all
time low. Ewart attempted to draw the debate away from the personal
dispute between Wilson and Herbert, and concentrated more on analysing
the School's failure in some people's eyes to achieve its intended
goal:

that the object of the School was to make workmen, not artists.

That was a fatal error, in that consisted the error of the whole

system. A school of design ought to rest on two things--the study

of the human figure and copying from nature. This was the course

of study pursued by the most eminent artists like Raffaelle, or

those who had wrought practically in the art of ornament, like
Benvenuto Cellini. (Hansard, 1845, p. 1156)
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The argument throughout the debate centered on Wilson's competency
to direct the School. Mr. Wakely M.P. stated that "it was perfectly
impossible that the School would ever be well governed ... while the
favoured director continued in an office to which he was incompetent"
(Hansard, 1845, p. 1158). On the other hand, Mr. Hawes M.P. praised
the director, uttering "a high eulogium of the talents and fitness of
Mr. Wilson for his situation as Director'" (Hansard, 1845, p. 1159).
Disquiet was also expressed by M.P.s such as Mr. Hume, that previous
Reports from the Council had suppressed non-favourable information, Mr.
Wakely M.P. was more blunt:

There was not a word about the dismissal of Mr. Herbert the

Report was an attempt to deceive and practise a delusion on the

House. The facts most material to the utility of the

establishment were entirely concealed. (Hansard, 1845, p. 1158).

The motion to establish a Select Committee failed, due partly to
little time being available at the end of the parliamentary sesion, but
more to the fact that other political problems loomed large in the
minds of M.P.s, particularly the famine in Ireland. Wilson was to
survive the storm, but his directorship was never to rekindle the
stability of his intial years.

The parliamentary debate on art education which took place in
July, 1845 was not sufficient in itself to remove C. H. Wilson from the
directorship despite the attention drawn to very obvious problems with
his management of the School of Design. Although increasingly the
school had begun to lose its sense of direction, there was enough
support within the Government and the Council for him to remain the

head. 1845 saw a '"rebellion" amongst the students, and in the next two



45
years the teachers too were to openly challenge Wilson's educational
leadership. The teachers' criticism of his programme were so overt
and sufficiently foreceful that a Special Committee was formed of
Council members. A full report was published in 1847 which, unlike
previous publications that had tended to promote only positive
perspectives, is replete with detailed evidence which paints a far from
glowing picture of the School of Design.

The School's most vociferous critic, Benjamin Haydon, was to take
'his life on June22, 1846; his suicide was very probably caused by a
sense of utter rejection. Not only had he failed to have his cartoons
for the Palace of Westminster accepted, but he also suffered the
indignity of seeing the public preferring to visit the midget Tom Thumb
rather than view his new work, '"The Banishment of Aristides." A
contributer in an 1846 edition of Punch, is particularly caustic of
Haydon's letter to The Times, in which he casts aspersions on the
public's ability to appreciate '"High Art":

Very well, Mr. Haydon. Let "High Art" in England obtain the same

patronage--let it receive as cordial a welcome, as again and again

has been vouchsafed to Tom Thumb--and crowds of snobs, for such

only reason, will rush to contemplate it--or to think they

contemplate it. Tom Thumb has 12,000 visitors--B. R. Haydon

133 1/2. That 1/2 is touching. What sort of 1/2 was it? Did it

run alone or being brought to drink in High Art, was the baby at

the breast? And if so, in longs or shorts? (Punch, 1846,

vol. 10, p. 203).

Although Haydon was no longer the critic of the School of Design,
Wilson would have no respite from adverse criticism. This would
emanate from within the ranks of the School's teaching staff, in

particular the teachers of the Evening School. John Callcott Horsley,

who replaced Herbert, took charge of the Figure School, Henry Townsend
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taught painting, drawing, ornament and modelling; C. J. Richardson, a
bright young architect, took control of ornamental and geometric
drawing. This group formed quite a tight clique; all were members of
the Etching Club, whose members, like Dyce, had obtained commissions
for the Houses of Parliament. Townsend and Horsley in particular
favoured historical painting and were influenced by Northern Gothic Art.
The members of the Club were also influential in securing positions in
the School of Design for John Bell and Richard Redgrave. The Morning
School was not such a cohesive group; it consisted of Henry LeJeune,
who taught drawing, painting and the figure, and Alfred Stevens who
Macdonald (1970) states was ''the only teacher with the technical and
practical ability for industrial art, in that the only competent
designer, with the exception of Papworth and Richardson, that the
School ever possessed" (p. 100). Stevens was to be responsible for the
introduction of aspects of training taken from the Italian academy, and
his recruitment by Wilson was a direct challenge to the Germanic
preferences of Herbert and Dyce. Bell (1963) states:

No choice could have been made more proper, for Stevens was the

only British artist then alive who had really thorough

understanding of the meaning of design, a perfectly coherent

style, great abilities as a decorator and a complete knowledge,

based upon first-hand experience, of the Continental system of art

teaching. (p. 179)
Stevens' approach to the teaching of design was the absolute antithesis
of the programme of copying but this was not to suggest he favoured
undisciplined sketching. 1In castigating a student who had

inadvertently mentioned that he had 'sketched" an ornament, Stevens

sternly replied, "Sir, we don't sketch here. We draw." Stevens
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managed to trespass beyond the prescribed tracks of Wilson's programme,
without experiencing the censure which ultimately resulted in Herbert's
dismissal. His academy influence seemed indeed to be supported by
Wilson and marked a significant reversal of policy for the School of
Design. Bell (1963) believes that the U turn may have come about
because "a 'High Art' school would be more acceptable to the powerful
manufacturers in the provinces than would be a school dealing with
technical processes'" (p. 181). Wilson's motives for not challenging
Stevens may well have been rooted in expedience. He had himself been
educated in Italy and saw this new thrust as a final strike against the
Germanic influences of Dyce (see Appendix D for Punch cartoon
illustrating competition between styles).

Wilson's change in policy must have unsettled the teachers from
the Evening School who themselves were more’aligned with Dyce's
teaching. The Morning School teachers were more supportive of Wilson,
particularly of course Stevens who, while in agreement with the concept
of training the designer through High Art, had little respect for the
Director. He resigned on November 10, 1847 stating, "I have just given
up my place at Somerset House--not before I was heartily sick of it"
(Macdonald, 1970, p. 100). Stevens was not alone in his
disenchantment; Townsend, Richardson, and Horsley to varying degrees
had become entangled in skirmishes with Wilson. The Director had
little finesse in human management, and perhaps because feelings of
artistic inadequacy, attempted to set the teachers against each other.
His efforts were counter=-productive and Bell (1963) states, ''these

inept attempts to divide and rule consolidated, if they did not
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actually create, a defensive and offensive alliance between Townsend
and Richardson with which Horsley was more or less associated"

(p. 185).

Townsend and Richardson wrote independently to the Council
outlining a comprehensive set of grievances. Redgrave, a fellow
supporter, wrote an open letter to the prime minister, Lord John
Russell. Belleden Ker, the chairman of the Council, perhaps cognizant
of the damage that yet another dispute would cause the School,
established the Special Committee to hear the views of the
protagonists. The complaints were numerous, so numerous in fact that
they appear itemized in the appendix of the Report. The Director was
the main target. He was viewed as an obstacle between the teachers and
the Council and not open to the kind of evaluation process that would
provide teachers with constructive feedback with regards to their
teaching. The teachers perceived the Council itself as being
administratively overly topweighted. The Director did receive some
support, if somewhat reluctantly; the teachers agreed that he was
overburdened with administrative tasks which could ahve been assigned
elsewhere. Wilson received punishing criticism for steering the School
of Design away from its primary mission, i.e. the education of the
artisan for industry. There were complaints that the highest level
course (The Principles of Ornament) was not being taught. Wilson,
whose responsibility this class wasy, argued rather apologetically that
there were no students of sufficient calibre to enroll for the class.
The Council was not impressed; Wilson's destiny looked very much in the

balance from this point. Townsend put it extremely bluntly and stated,
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"what is the fact? We have the present moment, in the very head
department of all the Schools, a School of Design without a bonafide
Class of Design" (Sessional Papers, 1847, p. 6). Wilson's philosophy
of learning by imitation and his reliance on a programme which did
little more than produce accomplished copyists, but which failed to
develop individual creativity, was seen as being extremely limiting.
Townsend stated "at present, copying is the plan laid down, and thus
with the exception of occasional explanations from the Director and
Masters the pupil is led to no higher exertion of his faculties than a
desire to imitate." Townsend took a final swing at castigated Wilson:
You want a class of original design, which is not in the School at
all. You teach the figure to a certain extent, but there is no
application of the figure as made to ornament. There is at
present no class of design. The School has been ten years in
operation, but I do not think there is a single student who is
taught design in the School. He is taught drawing, not Design.
(Sessional Papers, 1847, p. 6)
Richard Redgrave, who was a close friend of Townsend, Richardson,
and Horsley, was invited by them to visit and report on the School.
He noted that three types of instruction ought to be taking place:
technical instruction, pure taste in design, and knowledge of
manufacturing processes. He reported to the Special Committee that
only in the case of the first two was the School in any way successful
and as far as knowledge of manufacture was concerned, nothing was being
done at all. Richardson agreed, suggesting that the artisan should
first be acquainted with the grammar of drawing, but should then
advance rapidly to a practical course. Redgrave continued his

evidence, and in doing so highlighted the central issue which had

dogged the School over this twelve-year period:
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I think there seems to be a want of true appreciation as to

what is the nature of the School of Design. Whether it is

intended to merely be an elementary school that shall teach

mechanics and others to draw, or whether it be a fountain of
design, from which designers go forth, into the country to teach
those who supply designs to manufacturers in different provincial

towns. (Sessional Papers, 1847, p. 32)

Townsend, Horsley and Richardson advocated a total reaffirmation
of the School's role. Richardson supported a return to the model of
the Gwerb Institut. Horsley and Townsend suggested that the teachers
should take control, doing away with a need for a Director. The
Morning School teachers were generally less critical, siding with
Wilson. But the Director increasingly did little to instill much
confidence in his directorship. He was reduced to sniping at his
critics on matters of little importance, such as time-keeping. And,
for someone who had absented himself for four months from the School,
his evidence became less and less credible. Further, he had the
affrontary to suggest that student didn't meet entry requirements for
his class, a claim that did not enamour him to what by now had become
a highly critical Committee. The Committee took an opposing view:

Your committee are of the opinion that although it is

impracticable to teach the details of the manufacturing processes

of the pupils in the School, yet it appears to your Committee to
be essential that the Masters (those of them that teach Design)
should possess a general knowledge of the peculiar conditions to
be observed in producing designs for manufactures, and they should
communicate this knowledge of the capabilities of manufacture to
the students in the design section of each class. (Sessional

Papers, 1847, p. 10)

It was obvious that Wilson would have to go; but as in the case of
the removal of Herbert, the Council was left with a delicate political

situation. They achieved this by developing an idea given to them by

the masters of the Evening School who had proposed a structure of three
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classes, i.e. Colour, Form, and Ornament, each with its own Head
Teacher. This effectively made Wilson redundant. They further reduced
the size of the Council, replacing it with a more compact Committee of
Instruction which the Board of Trade was to, in 1848, rename the
Committee of Management. TIronically, considering Wilson's pityful
performance, he was offered the post as Head of Ornament, a post he
refused, as he wanted to become Curator of the Museum, a post that the
Council was not prepared to offer him. He was finally offered, and
accepted, the post of Director of Provincial Schools, a position he
held barely a month before taking a place as Master of The Glasgow
School. Wilson's forced removal and the new policy for the School was
to cause casualties amongst the Committee. Etty and Colborn resigned
after the first Report was made public. One would have hoped that
after such a period of introspection and reaffirmation, concluding with
the dismissal of Wilson, the School of Design would settle into a
modicum of normality. This was not to be, but a figure was to appear
on the horizon who would cast the School in his own mould. The man was

Henry Cole.



CHAPTER IV
THE SCHOOLS OF DESIGN UNDER THE MANAGEMENT OF HENRY COLE

THE BEGINNING OF A NATIONAL ART EDUCATION PROGRAMME

From 1847 the School of Design operated without a Director. The
teachers had taken control of yet another ambitious educational
experiment in the School's history. It appeared that Wilson's
adversaries had cause for celebration, as Dyce, Herbert, and Burchett

' were invited to

a former pupil and leader of the 1845 "Rebellion,'
return to the School as teachers. Considering the School's chequered
history in the area of interpersonal relationships, it was not
altogether surprising that squabbles were to occur even amongst men

who essentially agreed on an educational policy for the School. Dyce
apparently appeared to resent the popularity enjoyed by Townsend and
Horsley, and complained about the quality of the students who were
entering his class of ornament. Macdonald (1970) suggests that far
from Townsend and Horsley being responsible for diverting students to
their own classes, the students themselves avoided the class because
"they could copy patterns and ornaments from books in their workshops"
(p. 132). Dyce's ideas for the practical training of the artisan, like
the Prussian Gwerb Institut, which sought to provide a programme which
fused art and manufacture, found little encouragement from either the

Committee for Instruction or the Board of Trade. Indeed, their

52
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objections were to be reflected in statements a year later when the
1849 Select Committee expressed that in their view, '"the Schools are
educational institutions, and their main object is to produce not so
much designs as designers, and persons better qualified to apply and
execute design in all its branches'" (Sessional Papers, 1849, p. iv).
Dyce was not the only teacher that this Report took to task over the
inappropriateness of their courses of instruction. Macdonald (1970)
indicates that during an inspection of the School by members of the
Board of Trade, members were critical of the quality of work of
students from Dyce, Townsend and Horsley. Dyce and Horsley resigned,
and yet another shuffle of teachers occurred. Herbert replaced Dyce
as Head of Ornament, and Redgrave took over as Head of Colour. It is
not surprising that the Board of Trade were anxious at the lack of
leadership at the School. There was a groundswell of opinion that
believed that the School had made little progress. A questionnaire
that had been sent to manufacturers confirmed the Select Committee's
susicions. In spite of some 15,000 to 16,000 students passing through
the Schools, pitifully few manufacturers were actively employing
designers. It is doubtful whether the industrialists actually were
convinced at all that a marriage between art and industry would raise
the levels of British Design to that of our continental competitors.
There were, however, a few enlightened individuals. The 1849 Art
Journal praised Joshuia Wedgewood for his foresight:

Referring to a class of manufacture that admits as closer
connection with Fine Arts than any other, we may allude to the
glorious career of the great Wedgewood; he was an example of the

results to be obtained from a manufacturer fitted for his
position. No chance of whim directed him to secure the services
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of Flaxman; appreciating knowledge prompted the selection; and
mark the triumphant finish that harvested their labours. (p. 372).

Wedgewood, thought, was not representative of the attitudes of the
majority of British manufacturers and the 1849 Art Journal censures
them for their almost indiscriminate eclectism when it cam to product
design:

How often has it occurred, when in the discharge of his duty he

has selected portions of examples in various styles to form a

compound suited to his peculiar reslish a dash of Gothic--relieved

by a spice of Renaissance--sobered by an infusion of Grecian--and

enlivened by a flow of Arabesque. (p. 372)

Henry Cole, a civil servant with the Public Records Office who was
credited with the reform of the patent laws, the construction of the
Grimsby Docks, and the introduction of the Penny Post (MacCarthy,
1979), was seen by Shaw Lefevre, the Vice President of the Board of
Trade, as having the single-mindedness to be able to harness the
hitherto untetherable reigns of the School of Design. Cole had one
other significant qualification for the position; not only was he a
proven administrator, he was active in his advocacy for links to be
established between art and manufacture. In 1846, using the pseudonym
"Summerly," he won a silver medal from the Society of Arts in a

competition for the design of a tea pot. MacCarthy, in her book, A

History of British Design, says that Cole was meticulous in his

research for the project, visiting the British Museum for visual
references and Minton's, the Staffordshire pottery manufacturers to
learn as much as he could about the technical aspects of production.
It is interesting to note that Cole's modus operandus, i.e. the

reflection on exemplars of the past linked with the actual processes of
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manufacture, was not unlike the method that Dyce had wished to
establish at the School of Design. Cole, in 1847, buoyed by his

success, -established "Summerly Art Manufactures,"

and gathered around
him personnel from the School of Design. He recruited Dyce, Herbert,
‘John Bell, Redgrave and Westmacott to form a partnership with
manufacturers in a joint venture to produce elegant objects for
everyday use. Though Cole was, according to MacCarthy, the "ultimate
propogandist for design," he was not prepared to take on the
responsibility of leadership of the School. He did, however, prepare
three reports on the state of the School. In the first two, Bell
(1963) states that 'he suggested that the schools should be given a
realistic industrialkbasis by being converted into a State industry--a
kind of manufacture, Royale" (p. 219). He was, however, to drop this
all too radical an idea, finally concluding in the third Report that
"the schools were, as present established, incurable" (p. 219). The
term "incurable'" was not as finite a term as it might first appear,
for in his evidence to the 1849 Select Committee, Cole stated, "I do
not consider the failure of the School of Design is a question
depending on artists; it is a question of management'" (Sessional
Papers, 1849, p. 160).

The Select Committee had been appointed on March 15, 1849, to
inquire into and to report to parliament on the constitution and
and management of the School of Design. Once again, witnesses
representing the management committee, the teachers from Somerset House
and the provinces, "some gentlemen who take an interest in the subject

and have all devoted attention to it" (Sessional Papers, 1849, p. iii)
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and a variety of manufacturers and designers were called to view their
opinions. The Report itself is comparatively short, though the minutes
of the evidence taken from the witnesses is very extensive and it also
contains as an appendix Cole's submissions for reform of the School.
Considering the amount of internal wrangling that had become very much
a part of the School's life, and the public and professional criticism
that had assailed it, the Report is noticeably optimistic in tone. It
states, "in an undertaking of so novel and experimental a character
difficulties have arisen, and no doubt errors have been committed"
(Sessional Papers, 1849, p. iii). The 1849 Art Journal was, however,
in no doubt that the Report had been quite deliberately tampered with;
it states, '"those who read the 'Report' only, without reference to the
appendix, containing the examination of the witnesses, would gain but a
very erroneous and inadequate idea of the nature of the depositions"
(p. 270). The Select Committee believed that there was sufficient
evidence for it to recommend continued support for a national school
of design. They state:

Witnesses almost all agree in thinking the maintenance of Schools
of Design to be an object of national importance, and even those
who consider the schools to be at present in the least
satisfactory state; are ready to admit the value of such
institutions to the manufactures of the country. (Sessional
Papers, 1849, p. iii)
A major criticism which was continually put at the door of the
School of Design was that it never really got beyond a "mere drawing
school"; and indeed, even in its drawing programme, was structured in

such a way as to virtually prevent students from progressing to the

most advanced levels. The Report, in an attempt to meet the challenge
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of such criticism, pointed out that the Schools almost inevitably took
on the appearance of elementary institutions because incoming students
were not sufficiently skilled. This necessitated them pursuing a much
more basic course of study than they would have otherwise taken. The
Report states that "the importance of this sound grounding has not
always been comprehended and too great anxiety has been shown in some
cases to recap premature fruits of the Schools" (Sessional Papers,
1849, p. iv). The perennial issue of whether the programme should be
more closely related to actual manufacture was voiced by the teachers
of the Evening School. Dyce stated:
My view was that students should be taught to make working models
and patterns, and in order to do that it was necessary they should
understand the various processes of manufactures to which the
designs should be applied. (Sessional Papers, 1849, p. 59)
Horsley held the same opinion; be believed that "actual design
should form a part of instruction in all Classes, that is to say
designs applied to manufactures; but the committee of management did
not agree" (Sessional Papers, 1849, p. 84). The Select Committee
appears to have agreed with Dyce and Horsley, stating that they '"urge
the necessity which they consider exists of giving the schools a more
practical character than they appear at present to bear'" (Sessional
Papers, 1849, p. 888). The Committee indeed went further and suggested
that all teachers should regularly visit industry in order to better
acquaint themselves of the manufactureres' needs. Henry Cole was not
only a witness called before the Select Committee, he also advised the
chairman, Milner-Gibson, in the preparation of the Draft Report.

Cole's intervention "was so strong against the School that the Select
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Committee could not approve it" (Macdonald, 1970, p. 138). The final
report was more favourable to the Committee and was agreed upon. Cole,
however, was not satisfied and published his own account, using his own

publication, The Journal of Design, in which Sutton (1967) states Cole

waged '"the most devastating attack on the teaching and management of
the Government School of Design'" (p. 57). Cole's and Redgrave's
evidence, in spite of being so critical, impressed many Committee
members, so much so that Carline (1968) states:
It was scarcely to be doubted that the future reorganisation of
the school would be placed in their hands, since they alone seemed
sure of the course to be taken. But reorganisation could not, by
itself, provide the solution, which lay in reforming the character
of the teaching. (p. 81)
Carline's statement that the committee saw in Cole the much needed
reformer of the curriculum is most apposite, for it was Cole who
proposed significant streamlining of the administration at Somerset
House and the development of drawing in all schools of general
education--a policy which was for the first time to establish art
education as a necessary part of all children's schooling. These
actions would be the initial step in the creation of a national art
education programme. Carline's characterization of a mood amongst the
members of the Select Committee in favour of this reform package, a
move which would place Cole in the executive position, was greeted with
alarm by an article which appeared in the 1849 Art Journal:
Rumors of various kinds are in circulation; one affirms that the
three masters are to have it all their own ways, to be their own
directors and controllers, the country to be only their
paymasters. Another rumor is still more proposterous; that
a party who has for two or three years successfully labouring

to prove his own incompetency as to all matters appertaining to
design, is to obtain a permanent place in that direction. Another
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rumour, scarcely less absurd, is that no change whatsoever is to
take place in the arrangement. It will of course be our duty next
month to deal with the subject at length; endeavouring to show
that while on the one hand the Institution is easily capable of
improvement, and ought to be improved, it would be little short of
madness so to alter its character and constitution as to destroy
it for all practical purposes. (p. 231)

Cole was, however, too fully engaged with preparations for the
1851 Great Exhibition, and it was not until 1852 that the Board of
Trade created a Department of Practical Art and appointed Cole as
Superintendent of Schools of Practical Art, with Redgrave as Art
Superintendent. With Cole's appointment, Macdonald (1970) states,
:a national system of art education was set up of such thoroughness
and rigidity that it truly merited the name 'cast iron'" (p. 157).
There is evidence that during the period from publication of the 1849
Select Committee Report and Cole's appointment, the School had
experienced a relatively trouble-free existence. Bell (1963) states,
"the age of scandals and resignations was over." Criticism decreased
appreciably, perhaps as a result of the mounting interest in the
planning of the 1851 Great Exhibition, which was to be the ultimate

celebration of art and manufacture. Cole certainly lessened his

attacks on the School and even The Art JSournal, which had waged a

long campaign, particularly against the perceived mismanagement of
the School, began to give cautious praise. In an article describing
an exhibition of student work at Somerset House, Ralph Wornum
states:
Still, let any prejudiced person who knows anything about the
state of design in this country only a few years back, stroll
leisurely through these rooms, and reflect that he is surrounded

by the works of art of totally novel cultivation amongst us; he
must admit that the amount of interest in the subject from the
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extent of the exhibition, the skill and taste in execution, the
variety and absolute invention displayed, are perfectly surprising
and perhaps unparalleled. (p. 104)

Cole's first Report of the Department of Practical Art, published
in 1853, outlined a strategy for reform which effectively sounded the
death knell for the Schools of Design. It was more than an arbitrary
change of title; the schools had been renamed Schools of Practical Art,
but their mission was no longer focused purely on advancing the artisan
designer. Cole advanced a three-phase plan for the entire country.

The Head School, named The Normal Training School of Art in August 1852
and accommodated in Marlborough House, would act as the hub of a
network of schools all following a common curriculum engineered by
Redgrave. A generally agreed failing throughout the Schools of Design
existence was that the authorities had sought to establish a school of
higher education without regard to the provision for primary and
secondary feeder institutions. The Report states:

The proposed objects of the Department were classed under the

respective divisions. 1st General Elementary Instruction in Art,

as a branch of national education among all classes of the
community, with a view of laying the foundation of correct
judgment, both in the consumer and the producer of manufactures;
2nd Advanced Instruction in Art, with a view to its special
cultivation; and lastly, the Application of the Principles of

Technical Art to the improvement of Manufactures, together with

the establishment of Museums, by which all classes might be

induced to investigate the common principles of taste, which may
be traced in the works of excellence of all ages. (Sessional

Papers, 1852-53, p. 2)

The Department of Practical Art, under Cole's Superintendency,
became the administrative centrepiece of a national art education

programme. The power was firmly rooted in Cole's and Redgrave's hands.

It was hoped to make the system as self-supporting as was possible. In
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the sphere of elementary education, local authorities would bear the
financial responsibilities for the teaching of art with the Department
of Practical Art "merely assisting the initiative" (Sessional Papers,
1852-53, p. 2). The parochial schools would employ Training School
trained teachers, and the Department would make available '"Collections
of Examples" "to any public school for twenty-seven shillings, being
half the prime cost to the Department'" (see Appendix E for details).
Advanced Instruction was to be made available at local '"Schools of
Practical Art" (formerly Schools of Design). A degree of autonomy was
given to these, but the Department still very much controlled '"the
character of instruction' (Sessional Papers, 1852-53, p. 2). Control
by the Department was total--in the "Principles of Technical Art," the

"operations are conducted without

Report states that in these classes
the intervention of any other authority" (pp. 2-3).

The shift of emphasis in Cole's programme was very much towards
the needs of general education, the assumption being that by improving
the quality of art education at the primary level, the country would
benefit from the production of more informed consumers. An additional
benefit would also be that the Schools of Practical Art would have more
advanced incoming students for their programme. In an address at the
opening of an Elementary School for Drawing in Westminster, on June 2,
1852, Cole stated:

It has taken a long period of 14 years to arrive at the conviction

that in order to educate the competent designer, you cannot avoid

the obligation of first teaching the very elements of art--a power

of drawing; such being the low state of art education in this
country. (Sessional Papers, 1852-1853, p. 55)
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The success of Cole's reform was to be dependent on the

effectiveness of the dissemination of what was a national art education
curriculum. He had created three levels of involvement for the
Department of Practical Art, and each level would require teachers who
were fully conversant with the approved methods. The Normal Training
School of Art bore the responsibility for training teachers for the
parochial schools, masters for the Schools of Practical Art, and the
advanced training in the technical arts. Richard Carline, in his book,

Draw They Must, suggests that the emphasis Cole placed on teacher

training was indeed an error. He states, 'here we have the real fault:
the good teacher must be an artist in the first place and the ability
to teach must follow" (p. 81). It was not, however, Cole's intention
to produce "artist/teachers"; indeed quite the contrary, he wished to
establish a legion of "teachers of art" who would use the materials
produced by the Department as if they were the bible of art education.
The exercises and materials were designed in such a manner as to
not require an artist but a '"teacher" to administer them. In the 1854
first Report of the Department of Science and Art, the Bishop of St.
Asaph pinpointed the need for teacher-proof materials; he suggested:
The preparation of a series of drawing--copies of familiar
objects, particularly intended for poor schools in remote
districts, where it was unlikely that a systematic teaching of
drawing could be imparted by a special master. ' (Sessional Papers,
1854, p. xiv)
The Bishop further suggested that examples, if provided for the
schools, would have a salutory effect in relieving '"the dry, cheerless

aspect which the whitewashed schoolrooms present, and are always useful

in developing habits of observation and inducing higher aspects of
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"art

study" (Sessional Papers, 1854, p. xx). These suggestions for
in schools" pre-dated goals set by the "Association of Art for
Schools," an organisation to which, some 30 years later, Archdeacon
Farrar gave his unreserved support during a presentation at the London
Institution. There was, however, some qualification; he believed that
only the highest forms of art should be exhibited, cautioning against
the dangers of popular art, stating "one would think the main object of

English life was the study of the merits of Cadbury's Cocoa, Colman's

Mustard, and, above all, Pears Soap" (Journal of Education, 1884,

p. 496).

Cole's system of art teaching was seen by some as a challenge to
the quite commonly held belief that artists were somehow born with
innate ability. Walter Smith (1872) stated that the programme
"'shattered the ancient notion of genius monopolizing art powers"

(p. 9). Indeed, Smith pursued this further:

There are but four classes of human beings whom it is not found

practicable to instruct in drawing. They are the blind, the

idiotic, the lunatic, and the parlytic. Of the rest of mankind
and womankind, exactly a hundred per cent can be taught to draw.

(p. 9)

The undoubted architect of the syllabus was Richard Redgrave; but
it was "Cole's genius for centralized bureaucracy" (Thistlewood, 1986,
p. 73), that enabled South Kensington to exercise such powerful control
over what was taught and by whom. Redgrave's syllabus was a
comprehensive, sequenced series of 23 Stages, graduated levels of
difficulty (see Appendix F for description of the course of

instruction). Thistlewood (1986) suggests that '"it was a cradle to

grave system'" (p. 73). There were three levels of achievement: Grade 1
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being for all schoolchildren up to 15 years, Grade 2, for all above
that age, and for evening class, students and teachers of elementary
drawing in parochial schools (see Appendix G for examples of
examinations for this grade). The pinnacle of the system was Grade 3,
which was intended for all professional teachers of art, artists,
engineers, and architects. At this professional level, there were six
certificates available, each certificate corresponding to various of
the 23 Stages of the Course of Instruction. The efficiency of the
system was alluded to by Smith (1872), who stated:

This systematizing of art study is made more certain by annual

examinations of the schools in every grade of study, with the same

tests for each grade in every school throughout the country; and
this unification extends even to holding the annual examinations
at the same hour in all schools of the United Kingdom.

(pp. 132-133).

The Department of Practical Art underwent a change of title in
March 1853, when it became part of the Department of Science and Art.
The creation of this new department could be seen as being the
Government's validation of the programme established for art education.
One sees in the first Report of the Department of Science and Art,
published in 1854, the beginnings of a truly national educational
system. Science and Art had been brought together '"through the
instrumentality of the Department in connection with the Executive
Government, having to support, and being subject to the control of
Parliament, the means for mutual co-operation and corresopndence to
every district of the Kingdom'" (Sessional Papers, 1854, pp. ix-x). The

Government was indeed firmly in control, though the Report is at pains

to absolve itself from any potential criticism of dictatorship:
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The Metropolitan Establishment, supported to a considerable extent

by the fees of the pupils, was not regarded as an attempt on the

part of the State, to its own views of Science and Art, but as a

healthy and perpetually progressive exhibition of advancing

knowledge. ' (Sessional Papers, 1854, p. xi)

The Report's declared intent not to impose its own views was
certainly not shared by Cole or Redgrave. They were dedicated to see
that individual art teachers did not deviate from the established
curriculum. One of the ways in which they achieved conformity was by
linking teachers' salaries to the results achieved by their students in
national competition; they, as Thistlewood (1986) states:

ensured the compliance of teachers. The only means of
increasing earnings beyond this was by the incremental value of
certificates gained in the upper reaches of the system of
instruction. And so there was an entirely watertight means of
ensuring the priority of a national curriculum, with inbuilt staff

incentives to be certain of detailed implementation. (p. 75)

The national course of instruction was essentially a course in
copying; only Stages 22 and 23 freed the students from slavish -
exercises of imitation. Redgrave believed that this was the ultimate
stage in the student's training. At this level they could, because of
their background of acquired skills of imitation, finally be released
from its constraints. Having reached Stage 22, Redgrave states:

The ornamentalist enters upon the consideration of the fundamental

principles wherein his Art differs from Fine Art, the latter

continuing to rely on selected imitation of nature, pictorially
and perspectively treated as his means of expression, whilst the
former, the ornamentalist--is taught to make use of whatever is
beautiful in nature, either in form or colour, irrespective of
imitation, choosing the general expression of objects, rather than

likeness. (Sessional Papers, 1853, p. 32)

Few students ever achieved these levels. Macdonald (1970) states:

"only a minority of the students ever reached Stage 10, indeed,

sometimes about half of all students, even at the larger School of Art,
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such as the one at Manchester, were only at Stage 2" (p. 188). The
programme of instruction had irrefutably shed any vestige of Dyce's
mission to train the artisan specifically for employment in
manufacturing industry. The 1854 Report indicates that the only
technically orientated subjects offered were porcelain painting,
engraving, and lithography. Technical instruction within the programme
began to take a quite definite back seat, though Cole was adamant that:

The courses for mechanical drawing, architectural and structural

details connected with plastic arts and surface details ... are

essentially of general application to very many classes of
manufacture and are part of the course in teaching in the training

class. (Sessional Papers, 1854, p. xlviii)

It is somewhat contradictory to see Henry Cole, the hitherto
ardent advocate or programmes of art instruction that had and
industrial rather than a fine art focus, to be so totally supportive of
Redgrave's syllabus. After all, the philosophies propounded by Dyce
and Wallis had also been shared by Cole, but now the special technicai
courses provided by the School were merely tokens to formerly held
beliefs. Bell (1963) suggests "that the students still wanted to be
artists and the industrialists still insisted that all the technical
training should be undertaken in their own workshops" (p. 257). From
this point in the School's history, the concept of a School of Design
ceased to exist and the Art School as we know it today emerged on a
national scale. The systematic programme sought to switch its emphasis
from the practical training of the artisan to a focus on the
improvement of the "taste" of the consumer. In this way, it was

believed that the nation would benefit from producing more skilled

students for art schools, and those individuals not pursuing vocational
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interests would also be able to "appreciate the results of the Schools
in improving manufactures as the consumers of them" (Sessional Papers,
1853, p. 78). The Art Journal, reknowned for the outspoken nature of
its criticism of the Schools of Design, in its report on the Select
Committee on Schools of Art in 1864, gave guarded praise the the
achievement of the Schools:

There can be no doubt on this head; much benefit to Art

Manufacture and to the country has arisen out of the establishment

of the ninety schools in connection with the Department of Science

and Art. The money granted annually by Government has not all
been mis-spent: many artisans have been taught to know what they
are doing when they work; there have been several pupils who have
become educated aids to employers; employers have received better
ideas than they previously had of the value of Art to manufacture;
and the public has been much enlightened on subjects concerning
which it was not long ago utterly in the dark. (Art Journal,

1865, p. 280)

The praise, though, contains undercurrents of malcontent; and
these relate specifically to the Journal's belief, which was shared by
the Select Committee members, that the Cole regime had essentially
failed in its prime mission: the training of the British artisans so
that they might compete more effectively with foreign products. The
Journal states:

The Art-instruction of the artisan is the “main object" of the

Schools but it is an object of secondary importance with the

authorities of South Kensington. Yet it is notorious that this

"main object" is in France the main source of superiority in Art

manufactured produce. (Art Journal, 1865, p, 281).

Thirty years had passed since the Government took its first
tentative steps into the realm of art education, and still there was no
clear resolution about the best manner in which to implement a

programme which would unify art and manufacture. Bell (1963) suggests

alarmingly, but not without a grain of truth, that indeed a hundred
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years later, ''the dispute continues to this day--left the Art Schools
of this country with the worst of both worlds--the dreary paper work of

the Academy and the dry exactitude of the factory" (p. 257).



CHAPTER V
ART AND INDUSTRY, THE GREAT EXHIBITION AND THE ORIGINS

OF THE VICTORIA AND ALBERT MUSEUM

The 1836 Select Committee and the successive parliamentary reports
were to impact upon Britain in three particular and interrelated areas.

As a result of the opinions expressed and proposals sanctioned, the

"museum, education," and "manufacturing industry," were to form an
alliance, from which, the proponents hoped, beleagured British
manufacture would rise phoenix-like from years of aesthetic neglect.

By 1849, the Schools of Design had been well established, though they
clearly lacked both a unified pedagogic philosophy and inspired
leadership. The 1849 Select Committee on the School of Design had
reaffirmed earlier intentions that the taste of both producer and
consumer would be enhanced by the establishment of museums of art and
manufacture. Thirdly, manufacturers began to recognise that their
undoubted world leadership in machine technology was not sufficient in
itself to command commercial success; and that their competitor nations
constantly edged Britain out in terms of design aesthetics. Henry
Cole, a civil servant with the Public Records Office, arguably did more
than any other to remedy the situation on a nationwide scale. His
initial flirtation with design for manufacture was in the form of a

prize-winning teapot created for the Society of Arts, which gave him

69
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"the idea that an alliance between fine art and manufacture would
promote public taste' (MacCarthy, 1979, p. 8). Cole was extremely
critical of the haphazard, eclectic nature of British design. There
appeared to him to be no attempt on the part of either the designer or
the manufacturer to resort to what Cole considered were universal
principles governing all design. Indeed, in his own prize-winning
design, he had sought inspiration from Grecian vases in the British
Museum. It was, however, not his intention to merely imitate an
earlier style, but to extract those classical principles which would be
as appropriate in contemporary society as they were in ancient times.
Cole acted as somewhat of a magnet to others who shared his philosophy.
Augustus Welby Northmore Pugin published, in 1841, the influential True

Principles of Pointed or Christian Architecture and "established his

own workshops, anticipating Morris and all the Arts and Crafts"
(MacCarthy, 1979, p. 11). Owen Jones, a young Welsh architect and

theorist would eventually, in 1868, publish The Grammar of Ornament, a

treatise in which he established a series of propositions concerning
general laws that he believed appertained to all design. The book,
though providing a theoretical model, was intended to have very
practical effects:

I might aid in arresting that unfortunate tendency of our time to
be content with copying, whilst the fashion lasts, the forms
peculiar to any bygone age, without attempting to ascertain,
generally completely ignoring the peculiar circumstances which
rendered an ornament beautiful, because it was appropriate, and
which, as expressive of other wants when transplanted, as entirely
fails. (p. 1)

Jones and Pugin were to join Cole in his brainchild, "Summerly Art

Manufactures,'" and would assist in preparations for the 1851 Great
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Exhibition. MacCarthy (1979) suggests that Summerly's products 'were
hardly epoch making; to a very large extent, they were products of
their time with a craze for ingenuity" (p. 10). (See Appendix H for an
1848 Punch commentary on design for manufactures.) MacCarthy (1979),
however, believes that Cole was ''less important as a visual innovator
than as the first great propogandist for design" (p. 10).

The spirit of reform which characterized this part of the
nineteenth century in Britain, the desire for change so apparent in
socio-political and economic realms, was no less a part of the agenda
in the sphere of art/manufacture. Cole certainly was the pivitol
figure in the dissemination of proposals for new attitudes towards the
relationship between art and industry; and he used his publication, The

Journal of Design and Manufactures, to spread the word. The general

public were well served with publications keeping them informed of
developments in art and manufacture. The Art Journal, formerly the Art

Union Journal, and to a certain extent a rival of Cole's magazine,

played a significant role in developing the public's consciousness of
the aesthetics of the everyday object of utility. It must have seemed,
at times, to those outside the field of art education, that just about
anything was fair game for the artisan designer's embellishment. What
must also have been somewhat confusing was the abundance of views of
what indeed constituted an "appropriate" style. Punch, the satirical
magazine, had a field day examining, a little tongue-in-cheeck one
suspects, a range of issues from the design proposals for a statue of
the Duke of Wellington, aristocratic women defending British

manufactures with unbridled patriotism, to suggestions that examples of
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fine art should grace the walls of stations. (See Appendix I.) Punch
contributors took special delight in lampooning the new "artists of
manufacture'; an 1848 article entitled "Art Manufactures'" states:

A laudable attempt is being made to apply the Arts to the domestic
utensils required of very-day life, and a mustard pot of ETTY has
already been advertised. A sugar basin from designs by
PICKERSGILL is to come next; and an illustrated boot jack is we
believe, now on the easel of an artist, whose name we are not

at liberty to mention. LANDSEER is to be intrusted with a
commission for a set of pudding basins, and FRANK STONE has a Bath
brick placed in his hands, with a carte blanche to do what he
likes with it ... REDGRAVE has got a shirt in active preparation,
with a domestic incident on each cuff, a scene of home affections
on the bosom, and a bit of charming landscape on the collar. We
are glad to hail this laudable desire on the part of FELIX
SUMMERLY to introduce High Art to our wardrobes and our dwellings
by pursuing the spirited course we have called attention to.

(p. 102)

Though Punch's commentary contains much humour, this ought not be
allowed to discredit what was undoubtedly an exuberant, yet
philosophically sound reappraisal of the role of art in British
manufacture. It seems, therefore, extremely timely that H.R.H. Prince
Albert should have, in June 1849, met with T. Cubitt, H. Cole, F.
Fuller, and J. Scott Russell of the Society of Arts, to discuss his
proposal for a collection of works of industry and art to be exhibited

in 1851. The Art Journal, on January 1, 1850, expressed with almost

missionary zeal their support of this enterprize support, which is
all the more highlighted considering the barrage of negative criticism
that they constantly showered on matters relating to the Schools of
Design:
October 17th, 1849, will be a day often referred to in the history
of the Progress of Industrial Art. ' It will be said, "a Prince,
the descendant of a race among the first to achieve and defend the

freedom of the mind, the foundation of all real progress, had that
day summoned the "magnates' of the city,--by its wealth and
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commercial intercourse for more the metropolis of the world, than
from these circumstances alone the capital of Great Britain,--to
consider and determine upon a plan for the exhibition of works of
Industry and Art, the result of the genius or the skill of every
clime, manufactured from the produce of the globe. (p. 1)

Prince Albert's initiative certainly caught the imagination of
educators, manufacturers and public alike. The entire project was a
masterwork of creative organisation; and as such, Minihan (1972) argues
that it provides the researcher with a unique opportunity to analyse
the dynamics of socio-political and economic nineteenth century
Britain. She suggests, however, that three aspects of this
relationship have specific significance: '"the Exhibition's financial
backing, the place of the arts in the Crystal Palace and the influence
the spectacle ultimately exerted on British art education' (p. 99).
From its inception, it was decided that the project would be funded
entirely by private enterprize. Indeed, it was recognized by all
involved that the Government would be unwilling to grant any subsidies
to such a private venture. State intervention and the granting of
funds to initiatives managed privately was something that the
Government was extremely charry about, as one could see from their more
than tentative steps into the field of general education. British
manufacture, though, was at last beginning to blossom, and Cole and
Fuller, who were designated to travel the length and breadth of Britain

soliciting opinions and support from manufacturers, were received most

favourably. The January 1, 1850 edition of The Art Journal stated:

"the result was in all places the same, there was a uniform expression
of gratitude to H.R.H. Prince Albert for the interest he showed in the

commercial prosperity of this most favoured land" (p. 1). It was also
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decided by the planning committee that to encourage manufacturers'
participation, and the possible development of products which under
normal market conditions would have been unprofitable, they would
would establish substantial financial premiums.

The links established between finance, art and manufacture did
more than just facilitate an international trade exhibition. Minihan
(1972) argues that the relationships so formed gave further momentum to
a philosophy which placed "value" on art only where it could be shown
to have a financial return:

The Great Exhibition gave considerable support to the attitude

that demanded of art some profitable purpose or instructive

lesson. The subordination of art to commercial ends, which first

received official endorsement in the 1830s, became part of a

widely shared public sentiment in the 1850s and 1860s. (p. 100)

From the outset, it was decided that the creation of a Royal
Commission to oversee the Exhibition would assist in deflecting any
criticism of impartiality, and the action would establish confidence in
the organisation. The Commission's tasks were threefold: (1) deciding
on the nature of the prizes, (2) responsibility for awarding prizes,
and (3) decisions concerning the nature of the Exhibition. The
Commission appears to have been both politically and diplomatically
astute as it insisted that judging panels should consist of
manufacturers, artists and "foreigners." It is significant that the
organising committee spent considererable time developing criteria by
which the works should be judged. Commentary in the 1850 Art Journal
draws attention to the fact that the requisites that applied to
excellence in art as applied to manufacture were indeed the same as

those requisites for fine art. The Journal states, "in Fine Art we
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seek dignity, simplicity, truth; in Manufactures, design, elaboration,
both subservient to utility" (p. 2). The 1835 Select Committee had
publicly voiced concern about the quality of the British designer; and
fourteen years on, the same concerns were still being expressed. There
was, however, a feeling that there was considerable latent potential
which was as yet untapped. The January 1 Art Journal states:

We are afraid great misapprehension exists among many as to the

capabilities of the English artist, the manufacturer, and artisan.

That they are inferior as to design in many respects cannot be

denied; that they are so inferior as to imply what some seek to

establish-~their inability to excel--we utterly deny. (p. 2)

The criteria so emphatically established by the Royal Commission
would appear to herald a period of greater sensitivity to ornament in
manufacture. Its dictum of fitness for purpose would have been
something which William Morris and Walter Gropius could have supported.
The Exhibition pieces, however, with very few exceptions, far from
exemplifying the idea that ornament was ''subservient to utility,"
appear to be the results of the manufacturers' quest to disguise
utility beneath a dense spray of foliage. Ralph Wornum, in his

prize-winning essay, '"The Exhibition as a Lesson in Taste in Art-

Manufacture,'" published in 1851 in The Crystal Palace Exhibition:

Illustrated Catalogue, clearly suggests that ornamentation of ordinary

objects is a general tendency:

For there is a stage when the mind must revolt at a mere crude
utility. So it is a natural propensity to decorate or embellish
whatever is useful or agreeable to us. But just as there are
mechanical laws which regulate all our efforts in pure uses, so
there are laws of the mind which must regulate aesthetical efforts
expressly in the attempt at decoration or ornamental design.

(P- XXXi***)
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Wornum's critical essay displays considerable impartiality, he
attacks the mishmash of eclectism in design for manufacture without
favour to country of origin. Much of what he saw, he believed, failed
to measure up to his and the Commissions' principles of good design,
and when it did, the impact was even greater because of the context
in which those designs found themselves. This was particularly true of
the products exhibited by Joshuia Wedgwood, which Wornum states:

Appear more beautiful than ever, surrounded as they are by such

endless specimens of prevailing, gorgeous taste of the present

day, which gives the eye no resting place and presents no idea to
the mind, from want of individuality in its gorgeous designs.

........

The Great Exhibition was indeed a financial success. After all
expenses were met, the profit was an incredible 186,000 pounds.
Success in finance was shared with the success of advanced technology.
Commercial profit and technological developments were, however,
overshadowed by the only too apparent truth, that British products

lacked taste. George Nicols, in his book, Art Education: Applied to

Industry, states:

The English people did not seem to realize the superiority of the

nations of the Continent, and especially France, until the great

exposition of 1851. They were quick enough to perceive it then

and profit by the examples of their neighbours. (p. 65)

The Exhibition did contain products which were to have a major
influence in the areas of design and mass-production techniques. Two
in particular are worthy of special mention: the "revolving chair,"
exhibited by the American Chair Company of New York, and Michael

Thonet's intriguing use of bentwood. John Gloag, in his introduction

to The Tllustrated Catalogue, states:
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Nobody apparently suspected that during the rest of the nineteenth

century they would revolutionize the form of mass-produced seat

furniture, compete with the popular traditional American forms of
rocking chair, and challenge the use of cast iron for such

household furnishings as hat and umbrella stands. (p. xi)

If Henry Cole had been reluctant to take charge of the School of
Design after the departure of C. H. Wilson, his and his colleagues'
disappointment with the range of tasteless manufactures they saw must
have whetted his appetite to steer the school and art education
nationally in a direction which would create harmony between art and
industrial design. The programme to train the artist/designer so
ambitiously instigated in 1836, had not yet reaped the benefits of
reform. Minihan (1972) states:

Obviously the programme to train the artist-artisans undertaken

by the Schools of Design, had neither produced skilled designers,

nor taught the public to demand higher standards of excellence,
the quality of industrial design and the nature of public demand
were interdependant and any future scheme of art education would

have to take both factors into account. (p. 103)

It was obvious to Henry Cole and members of his group, including
Jones and Redgrave, that the School of Design, and art education in
general, was in urgent need of a major overhaul. The Exhibition being
finished, and Cole being released from his responsibilities, there
could have been no more appropriate time for him to embark upon his
grand design. The Exhibition had been a major catalyst for a new
awareness of the importance of art as it related to industry. It was
decided that all profits should be directed towards enhancing art
education. Five thousand pounds were set aside for the purchase of

instructional examples from the Exhibition to support those already in

the possession of the School of Design which, unfortunately, '"had been
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kept in lamentable disarray" (MacCarthy, 1979, p. 16). The Museum was
now to become a major factor in the education of both consumer and
producer.

Henry Cole's ascendancy to the Superintendancy of the Schools of
Practical Art in 1852 was not only to change the face of mid-nineteenth
century art education in Great Britain, but his continuing involvement
in the affairs of the Great Exhibition held in London in 1851, would
provide the legacy which would ultimately become the Victoria and
Albert Museum. Though Cole, more than any other single figure, is
credited with founding the "V and A," his efforts had antecedents as
early as 1836. It was as a result of the Select Committee Report of
that year that the Board of Trade had made advances to the Treasury to
establish a "School of Design in connexion with a Museum.'" The
Committee suggested that the institution '"should contain the most
approved modern specimens, foreign as well as domestic, which our
extensive commerce would readily convey to us from the most distant
quarters of the globe" (Sessional Papers, 1836, p. v). The museum was
seen as an ideal vehicle for both informing and training the artisan
designer and in elevating the level of taste of the general public.

The Select Committee pressed hard their claim that the School of Design
should have "everything, in short, which exhibits in combination the
efforts of the artist and the workman" (Sessional Papers, 1836, p. v.).

In 1838, under William Dyce's directorship of the School of
Design, 1,500 pounds was allocated by Parliament for the purchase of
examples from Paris. Dyce, of all the directors of the School, was the

most committed to the use of practical training of the potential
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designer a training which necessitated not only studio experience, but
reference to historical exemplars of design. Casts of ornament,
natural forms and the figure were considered by Dyce to be of vital
importance in his sequenced programme of seven classes. He believed
that examples should be used in both a school and museum setting and
had plans to establish a '"Museum of English Ornamental Art.'" Although
Dyce's vision was primarily focused on establishing a collection of
ornamental art, Bell (1963) states that Dyce "envisaged a permanent
collection of all patterns" (p. 87). Dyce's plans for establishing
such a collection were further motivated by a patent act which would
preserve design rights. His idea of using patterns created at the
school for future reference was, it appears, a concept not to find
favour with his successors. When he was questioned by the 1849 Select
Committee, after reiterating his opinion of the usefulness of a
collection of examples and patterns for manufacture, he suggested that
not all at ‘the School of Design shared his view. He was outraged that,
in spite of the School Council's commitment to the formation of a
collection,

after a period, it was either forgotten for what purposes those
copies were to be preserved, or they were sent to the school and
some parties in authority at the time, considered them scarcely
worthy of being preserved. (Sessional Papers, 1849, pp. 63-64)
Charles Heath Wilson, Dyce's successor and former coleeague at the
Trustees' Academy at Edinburgh, was equally voracious in his efforts to
secure examples of historic ornament for the school. He gathered -
together full sized coloured tracings of Roman wall decorations, and

extensive purchases were made with the help of parliamentary grants of
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of casts so that students might be able to make exact copies during
their training. Copying from tracings, engravings and casts, rather
than attempting original design was the only way, in Wilson's opinion,
that the artist might avoid, as Macdonald (1970 states, a "return to
savagery" (p. 89). So enamoured was Wilson with the usefulness of the
cast as a teaching aid, that Somerset House fast ran out of storage and
exhibition space for the specimens. Wilson was accused in some
quarters of making the collection for the collection's sake, rather
than for pure educational purposes. It was indeed Wilson's perceived
abuse of the use of the casts that was one of the sparks which fueled
the 1845 student rebellion. John Herbert, the Figure Master, and his
students were justifiably angered when casts were removed without prior
warning, and often while they were still in use, from the Figure Class.
Macdonald (1970) states that Wilson had them "arranged around the
School as if it were a Museum" (p. 96). The students were equally
dismayed when Wilson took the casts of Ghiberti's doors and erected
them for purely decorative purposes and, in doing so, they were, as
Bell (1963) states, "utterly lost to students" (p. 160).

By the time Cole had taken over the Superintendancy of the Schools
of Design, the collection of objects in its possession were scattered
throughout the rooms of Somerset House. His instructions from the
Board of Trade with regard to the collection were "to report to my
Lords on the preservation and arrangement of works of art in the
schools" (Macdonald, 1970, p; 178). Cole had inherited a collection
which was "found in a neglected and ruinous condition, practically

inaccessible in use and uncatalogued" (Macdonald, 1970, p. 178). Cole
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immediately set about the task of systematizing the collection and was
encouraged in this undertaking by H.R.H. Prince Albert, who was himself
devising plans for a national institution for the arts. A letter which

appears in the appendix of the 2nd Report of the Commissioners for the

Exhibition of 1851, indicates the Prince's awareness of the state of

affairs with regard to the School of Design's collection. The letter
is also an indicator of his vision as to the potential of objects taken
from the Great Exhibition:

We should now have a most valuable record of the last hundred

years, in fact a great industrial museum of the whole world, not a

mere magazine or store house in which natural productions and

ingenious contrivances are piled up in endless confusion, where
they may remain buried for ages;but a practical, useful, and well
arranged, series depicting past progress, and leading to future
improvement, a place of reference, in which useful knowledge of
all arts would be accessible to everyone, and at all times

available for purposes of instruction. (p. 30)

Prince Albert's influence was such that funds were made available
by the House of Lords to the Board of Trade, for the express purpose of
selecting items of textiles, ceramics and metalwork from the Great
Exhibition. It was Cole, Redgrave, Jones, and Pugin who had the task
of spending the 5,000 pounds that was allocated for the newly formed
"Museum of Manufactures'" which was created in Somerset House. The

selectors took particular care to choose items which, in their opinion,

reflected the principles of good design. The lst Report of the

Department of Practical Art, published in 1852-53, states:

Each specimen has been selected for its merits in exemplifying
some right principles of construction or of ornament, or some
feature of workmanship to which it appeared desirable that
attention of our students of manufactures should be directed.
(p. 229)
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It was soon only too apparent that the accommodation in Somerset
House was insufficient to house the ever expanding collection of
objects of manufacture. Prince Albert was instrumental in securing
Queen Victoria's permission for the museum to use rooms in Marlborough
House. The museum was opened on May 17, 1852, the opening was a
private affair, and the establishment received a very welcome royal
seal of approval with the attendance of the royal couple. Macdonald
(1970) indicates that this patronage somewhat surprised the general
public:

The "Illustrated London News" reported that with such sympathies

for the cause of industry and art, "we need have no fear for the

future, which can only be one of progress and ameliorated position

for our working classes. (p. 178)

The museum was an outstanding success with the public. Physick
(1982) states that "in 1852 it was open 54 free days during which time
42,134 visitors were admitted" (p. 17). The museum was actually open 5
days per week and was closed on Saturdays for cleaning and
rearrangement. On Mondays and Tuesdays there was no admittance charge,
but on Wednesdays, Thursdays and Fridays, '"students and those willing
to enter as students free--all others--his willingness is tested as by
a fee of sixpence" (Sessional Papers, 1852-53, p. 33). The rationale
behind the entrance fee was that without it, the study atmosphere of
the museum might be lost:

But by the payment of this fee everyone acquires the right of

entrance and the means of quiet study without entailing those

delays involved in obtaining guarantees for personal

respectability which are too frequently mere forms. (Sessional
Papers, 1852-53, p. 34)
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The museum was fast becoming a place of both leisure and study.
On all days students were free to make notes and sketches, and "upon a
further fee of sixpence and washing his hands before handling the
specimens, may demand to have any article removed from its case for
minute inspection'" (Sessional Papers, 1852-53, p. 34). The "Museum of
Manufactures'" was not intended to be isolated from the visitor's own
experience, from the outset it was designed to be a place of learning
for the general public and the student/designer. The establishment of
the public museum would in some measure meet one of the original goals
of the 1836 Select Committe, i.e. the enhancement of the levels of
taste of the general population. The museum had effectively become an
arm of art education for the masses. The 1853-53 Report states:

A museum presents probably the only effectual means of educating

the adult, who cannot be expected to go to school like the youth,

and the necessity of teaching the grown man is quite as great as
the child. By proper arrangement a Museum may be made by the
highest degree instructional if it be connected with lectures, and
means are taken to point out its uses and application, it becomes
elevated from being a mere unintelligible lounge for idlers, into

an impressive schoolroom for everyone. (p. 30)

The core of the collection would be items purchased from the 1851
Great Exhibition, and many of those figures involved in setting up the
Exhibition took prominent roles in purchasing and establishing the
philosophy under which the museum would operate. The Royal Commission
established for the 1851 Exhibition was kept intact, and Queen
Victoria authorized, by the use of a "Supplemental Charter,'" the
spending of the profits generated from the Exhibition for entirely art

educational purposes. It is important to note that at this stage in

the museum's development, major funding stemmed from private rather
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than governmental sources. As objects were purchased, so a
comprehensive catalogue was devised, the catalogue was intended to be
very much an instructional device to support viewing and possible
handling of the object. The catalogue references were indeed quite
substantial, indicating both each object's strengths and weaknesses in
relation to the "principles of good design." In an entry for a "saree'
manufactured at Ahmedabat and purchased from the 1851 Exhibition for 25
pounds, the reviewer notes, ''the border remarkable for the easy flow of
lines, and the harmonious juxtaposition of the colours" (Sessional
Papers, 1852-53, p. 233).

The education of "taste'" was not only to be achieved by exposing
visitors to the acquisitions that exemplified all that was good in
design, but also by confronting the public with objects that were
severely lacking in these prerequisites. A room was set aside for
these "Examples of False Principles in Decoration,'" the exhibit soon

' An unforeseen problem in the

became known as the "House of Horrors.'
creation of this particular exhibit was the amount of attention it
received, often rivaling attention to the serious objects in the
collection. The 1852-43 Report states:
This room appears to excite far greater interest than many many
objects the high excellence of which is not generally appreciated.
Everyone is led at once to investigate upon which his own carpet
and furniture may be decorated, and the greatest benefit to
manufacture may be looked for from the investigation. (p. 33)
Though the "House of Horrors" may have been popular with the

public, the manufacturers were not too enthralled. Minihan (1982)

states:
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The venture was short lived, for victimized manufacturers

complained loudly; yet it left no doubt of the dogmatic certainty

with which the Department set about its business. Taste was not a

matter of opinion for Cole and his colleagues, but a question of

fixed principles. (pp. 113-114)

An extremely important concept in museum education began in 1852,
when the Board of Trade agreed to a scheme in which articles from
Marlborough House would be lent to provincial art schools. The schools
were also entitled to purchase duplicates at "half prime cost," and
"by these means the whole country is made to participate in the
advantages and the prosperity of the central Museum and the benefits
are not limited to residents in the metropolis" (Sessional Papers,
1852-53, p. 34). Cole realized that many people would not be able to
visit the museum and, when devising the catalogue, it was decided to
include coloured lithographs of selected examples, so'that individuals
might be more informed of the detail of objects they were unable to
view first hand. The scheme for dissemination was further developed
when, in 1854, an ambitious project, '"the Travelling Museum,'" was
conceived, which enabled exhibitions to be transported by train to the
provinces. Macdonald (1970) states that the "Museum staff travelled
with the exhibition and unpacked and arranged the exhibits after
arrival at their destination" (p. 180). The central museum, the loan
scheme, and the travelling exhibitions were an outstanding success.

In 1853, '"125,000 people visited the Marlborough House Museum, with
over five thousand crowding the rooms 'most inconveniently' on certain
holidays'" (Minihan, 1982, p. 114). The success of the Museum generated

considerable private patronage, and this support was extremely timely

because the Government showed a very definite reluctance to inject
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funds for purchases. In 1854, Cole, with the support of Prince Albert,
was able to persuade the Government to purchase some selected items
the "Bernal Collection." Cole had hoped to secure the entire
collection of art manufactures, that ranged from Byzantine to the
eighteenth century, but he had to be satisfied with 725 items. Minihan
(1982) states that "much of the general public could not understand
Government expenditure on such things" (p. 115). The Government was,
according to Minihan, even more reluctant to purchase the '"Soulages
Collection" of Italian majolica, woodcarving and bronzes, and
ultimately it was private funding that brought the collection from
Toulouse to London. When, in 1856, Palmerstone viewed the collection,
he was seemingly unimpressed with what he saw, unable to see how these
objects could be at all influential. Minihan (1982) states that "the
Government's attitude towards the Museum; invariably, the foremost
consideration involved potential benefit to manufacturers'" (p. 116).
The Museum at Marlborough House, while perhaps receiving somewhat
lukewarm support from the Government, was seen as very practical
evidence of a new spirit in art education. The 1853 Art Journal states
that 'the most satisfactory state of this museum cannot fail to be a
subject of congratulation to all interested like ourselves in the
progress of British Art-Manufactures" (p. 298).

The 1835 parliamentary motion to establish a Select Committee had
as its major goal "to inquire into the best means of extending a
knowledge of Fine Arts, and the principles of Design among the people--
especially among the manufacturing population of the country" (Hansard,

1835, p. 555). By 1853, it was recognized that the museum would play a
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vital role in extending knowledge related to art-manufactures.
Professor Edward Forbs, delivering a paper on '"The Educational Use of
Museums'" at the opening session of the Government School of Mines, was
quite sure of the significance of this educational tool: 'museums are
the best textbooks ... but a collection is valueless unless it is
interpreted to the observer" (Art Journal, 1853, p. 283). The Art
Journal, however, recognized that museums "cannot alone and of
themselves educate, but they can instruct the educated and excite a
desire for knowledge amongst the ignorant" (Art Journal, 1853, p. 282).
By 1854, space at Marlborough House was at a premium, and the Museum
only had the use of the house on a temporary basis. Prince Albert had
sufficient foresight to have begun to plan alternative accommodation.
He invited Cole to Buckingham Palace during February 1854, and
presented him with ideas for a bold architectural solution to be

constructed in iron. The "Brompton Boilers,"

as they were rather
derisively to be called, would become the foundation of the world-

reknowned Victoria and Albert Museum.



CHAPTER VI

CONCLUSIONS: LINKS WITH PAST, PRESENT AND FUTURE

Research into art education during the period 1835 - 1864 in Great
Britain provides one with an opportunity to identify the social,
political, and economic contexts that framed art education in the
country. Knowledge drawn from this research provides a clearer picture
of the state of affairs in the nineteenth century. But what
particularly intrigues me is the fact that the model of contemporary
art education in Britain was undeniably cast when, in 1835, a Motion
was placed before Parliament for the establishment of a Select

' Further, what is even more

Committee to '"inquire into the arts.'
intriguing, is that the issues which were so hotly contested over a
century and a half ago, have yet to be resolved, and that they have
periodically resurfaced throughout the history of art education to
challenge art educators' beliefs about the nature of their field. At
this time, the issue in British art education that is clearly rooted in
the milieu of the nineteenth century is the extent to which commercial
factors should determine, and indeed shape, art education at all three
levels, i.e., primary, secondary, and tertiary, of Britain's State
education system. I believe it is obvious that the motivation which
ultimately encouraged a reluctant government to become involved in the

arena of art education was purely and simply one of commercial

88
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exploitation. This is, I contend, the same driving force which directs
contemporary art education towards a focus on graphic and product
design in preference to fine art. Quentin Bell, in his book, The

Schools of Design, prefaces his concluding chapter with an extract from

Henry Cole's evidence to the 1849 Select Committee on the School of
Design. It is quite obvious from Cole's remarks that he was under no
illusions as to what was the Government's rationale for the creation of
the network of schools of design:

I apprehend that the assumption in starting these schools was that

the benefit should be strictly commercial. I do not think that

the schools were created for aesthetic purposes, or for general
educational purposes. I apprehend that the age is so essentially
commercial that it hardly looks to promoting anything of this kind
except for commercial purposes. In this case, I think it was

specially commercial. (Bell, 1963, p. 253)

Henry Cole's conclusions about the essential motivation for
government intervention in the arts for manufacture echo the opinion of
Sir Robert Peel who, some seventeen years earlier, had expressed his
belief, a belief shared by some manufacturers, that art had the

capacity to make products more attractive to the consumer. Sir Herbert

Read, in his book, Art and Industry, records a segment of Peel's

statement to the House of Commons on April 13, 1832:

Motives of public gratification were not the only ones which
appealed to the House in this matter; the interest of our
manufacturers was also involved in every encouragement being held
out to the fine arts of this country. It was well known that our
manufacturers were, in all matters connected with machinery,
superior to all their foreign competitors; but in the pictorial
designs; which were so important in recommending the productions
of industry to the taste of the consumer, they were unfortunately,
not equally successful; and hence they found themselves unequal to
cope with their rivals. (Read, 1954, p. 6)
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Thought the initial motives for the creation of the Schools of
Design were without doubt primarily commercial in character, their
establishment would produce benefits which would extend beyond the
specific interests of the moguls of industry. The real beneficiaries
were ultimately the British general public, who reaped twofold
benefits. They were to be provided with products to which "design" was
now to be seen as a vital ingredient, and "education in art" was to
become a part of their general education, no longer the sole
prerogative of the artisan. The schools of design were seen as a means
of enhancing taste and merging art and industry. The schools, however,
during the three decades of this study, were continually in a state of
flux; Government, manufacturers, artists, educators, and critics all
sought to promote their special interests and as a result, programme
development tended to depend more often than not on politically
expedient decision making rather than educationally sound rationales.
The architects of the schools of design may well have intended to
bridge the gulf between art and manufacture, the artist and artisan,
but the separation which existed at the time of the schools' creation
was indeed maintained throughout their existence. The chasm between
fine art and design, that by all rights should have been dissolved, is
still in varying degrees entrenched within the contemporary British art
education scene. Herbert Read (1954) indeed maintained that this
legacy has created a situation where the partnership in terms of
product design has created a somewhat unhappy situation in which all
art is still seen as a peripheral, rather than an integral component of

the design process. He saw the schools of design in the nineteenth
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century as being design scavengers, hungry to embellish British
products with pirated decoration:

The fallacy underlying the whole of this movement is by no means

yet fully exposed. 1In the minds of our manufacturers, underlying

the activities of our art schools, is still the supposition that

art is something distinct from the process of machine production,

something which must be applied to the manufactured object.

(Read, 1954, pp. 8-9)

The 1851 Great Exhibition was promoted as a physical manifestation
of the new attitudes towards design. Unfortunately, according to John

Gloag (1970), in his introduction to a reprint of the Illustrated

Catalogue of the Crystal Palace Exhibition, ‘''the Exhibition confused

taste, strengthened the belief that design' and ornament were identical,
and the results of the confusion persisted until the beginning of the
First World War" (p. xiii).

The artificial separation between the object and its decoration in
Victorian design gave full rein to the frivolity so evident in the
artifacts of the period. The Victorians' desire to decorate their
art-manufactures was not limited to the products of industry, it also
spread to the machines of industry. Their seduction by ornamentation
totally blinded them to the recognition of the essential form and
utility of the object that they were in the process of camouflaging--an
action which complete denied the possibility that beauty could exist in
raw form. Read (1954) argued that ignorance of the elements of art was
a major contributory factor in the confusion which existed in an
understanding of the relationship between ornament and product:

Since both our educationists and manufacturers have for so long

been blind to the formal elements in art, they have tended to

regard ornament as the only essential element, and their failure
has been largely due to this misguided attempt to control and
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twist and otherwise deform the naturally austere and precise forms
of manufactured articles into the types of ornament they mistake
for art. (Read, 1954, p. 23)

It is questionable as to whether the Schools of Design succeeded
at all in improving the quality of British design. Their success, I
contend, was more in the realm of establishing an effective mechanism
for the production of "patterns'--patterns which could be transferred
to the textiles of the embattered Lancashire mill owners, but which
themselves did little to raise the level of product design per se. The
artisan was being trained as a pattern-maker and there was something
essentially mechanical in his training. He was prevented from coming
into contact with the potentially liberating force of fine art and
further, he was denied the practical workshop experiences which could
have unified design and artifact. The student attending a school of
design, and indeed pupils in schools of general education to which the
South Kensington system had begun to address its message, were being
taught just enough to make them productive members of society. The
hierarchical philosophy which placed fine art above design would almost
inevitably perpetuate the artificial separation of artist and designer
that exists even today. The distinctions were not so clear-cut in the
Prussian Gwerb Instituts visited by Dyce, and so highly advocated by
Dr. Waagen in his evidence to the 1835 Select Committee. It is
important to note that it would be a German art school, the Bauhaus,
which would, in the twentieth century, recognise the interrelatedness
of fine art, design and workshop experiences. The Bauhaus Manifesto
states that "the world of the pattern-designer and applied artist,

consisting only of drawing and painting, must at last and again become
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a world in which things are built" (Naylor, 1985, p. 54). Naylor, in

The Bauhaus Reassessed, quotes further from the manifesto, in which

Walter Gropius argued the fallacy of separation between artist and
craftsman:
Architects, painters, sculptors, we must all return to the crafts!
For there is no such thing as '"professional art'". For these there
is no essential difference between the artist and the craftsman.
By the grace of Heaven and in rare moments of inspiration which
transcends the will, art may consciously blossom from the labour
of his hand, but a foundation in handicraft is essential for every
artist. It is there that the primary source of creativity lies.
(Naylor, 1985, p. 54)
British art education would continue throughout the nineteenth
century to exclude the teaching of crafts from the curriculum; this in
spite of the developments inspired by the Arts and Crafts movement

spearheaded so spiritedly by William Morris. Richard Carline (1968),

in his book, Draw They Must, suggests that ''this was mainly owing to

the thoroughly false concept prevalent in official and scholastic
circles that the preparation of design and its carrying out are two
quite separate functions" (p. 241). This separation is very evident

in the early public examinations in drawing conducted by the Oxford
University Local Board, and in which Carline indicates '"pottery,
textile, woodcarving, glassware, and metalwork ... were all confined to
designing on paper" (p. 241). It was not until around 1938, Carline
suggests, that the Government's Board of Education began at last to
acknowledge that the union of art and craft was "part and parcel of an
important branch of teaching" (0. 242). This philosophy was extended

further in a post second world war document Art Education published in

1946, by what had now become the Ministry of Education, where the
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Government, in its traditional manner, once again sought to apply
vocational and commercial relevance to the teaching of art, stating,
"the art and craft course will have established itself most fully as a
means of relating work done in school to practical activities in the
outside world" (p. 242). This linkage between art and usefulness in a
school's curriculum still has its banner carriers today. Professor
David Keith-Lucas, chairman of the Working Party on Secondary Education
Advisory Committee of the Design Council, declares in the 1980 report,

Design Education at Secondary Level, that 'education in design can also

be justified on the grounds that good design is crucial to the national
economy" (p. 2). Keith-Lucas's words would hardly appear redundant in
the evidence of any of the witnesses who came before the Select
Committee on the arts 150 years earlier. The report was however,
unlike those associated with the establishment of the nineteenth
century schools of design, far more concerned with design playing a
pivotal role in general rather than vocational education. Importantly,
the report identifies the unique contribution of design education:
There can be few more important educational experiences for the
children to grapple with the sort of problems they will meet as
adults--problems of environment, of man-made things and how they
can be improved, of the quality of living--or, in other words,
"design" in all its forms. (Design Council Report, 1980, p. 2)
What is especially significant in this Design Council Report is

that it is "art education," not "craft-design and technology' that is

seen as the agent by which design awareness can be nurtured:

Promoting "wvisual literacy" and encouraging young people to make
informed judgments about man-made and natural objects are the aims
of art education. Teachers of art are especially concerned with
the development of aesthetic sensibility--a discovering eye and a
sensitive hand. (Design Council Report, 1980, p. 6)
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From about the mid sixties, art education in Great Britain began
to experience a greater degree of merger between art and the
traditionally quite separate craft subjects of woodwork and metalwork.
It was as if finally the lesson of the School of Design's failure to
make the connections between paper design and actual product had been
learned. Numerous government funded projects sought to establish a
clearer relationship between art and craft, '"Design and Craft
Education" (Keele University, 1968-1973), "Art and Craft Education
8-13" (Goldsmiths College, 1969-1972), "Art and the Built Environment
16-19: and '"Design in General Education" (Royal College of Art, 1973-
1976), all these investigated means by which educators could draw
together what had been opposing camps. One is led still, however, to
question whether this research was motivated to meet the needs of the
student or the country. The 1980 Design Council Report contains
observations that Sir Robert Peel could have included in his address
to the House of Commons in 1832:

As a nation, Britain must export manufactured goods to pay for her

essential imports--particularly food and raw materials ... It

follows that there is a close relationship between national
standards of product design and the nation's economic performance.

(Design Council Report, 1980, p. 16)

It would be wrong, however, to view advocates of design education
as merely being concerned with the education of potential product
designers; the report does state that "familiarity with the creation
and properties of man-made things and systems is important to both the
layman and the specialist" (p. 5). I believe that there is an

irrefutable case for art education taking a leading role in making

students aware of the visual world that they inhabit. Baynes (1982)



96
succinctly outlines what I believe to be a pressing challenge to all

art educators:

The evidence for what has happened, and what might happen is a
living thing to be found in peoples' memories and aspirations and
in objects and buildings they have made or hope to make. All
these are eloquent about the relationship between technology and
culture and about the political, social, and economic realities
of the designer's work. They are waiting to be heard and seen in
education in many different parts of the curriculum. (p. 114)
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BRANCHES OF INSTRUCTION
Section 1

Elementary Instruction

1. Outline Drawing

Freehand Drawing.Geometrical Drawing
Shadowing, the use of Chalks etc.
Drawing from the Round

4. Drawing from Nature

Drawing 2.

w

Modelling Modelling from the Antique etc.
Ditto from Nature.
1. Instruction in the use of Colours
Water-Colours including Body-Colours
and Fresco.
Colouring 0il Colours.

2. Copies of Coloured Drawings.
3. Colouring from Nature

* NB. Instruction in Colouring only

given in the Morning School
Section 2

Instruction in the History, Principles, and Practice of
Ornamental Art

This section will embrace 1. The Antique Styles
according to circumstances 2. Styles of the Middle Ages
the study of ... 3. Modern Styles

Section 3

Instruction in Design for Manufactures

1. Study of various Processes of Silk and Carpet Weaving
Manufacture, so may as be Calico Printing
requisite, including those of Paper Staining, etc.

The Practice of Design for
individual Branches of
Industry

1. Subject considered
generally.

2. With reference to the
prevailing modes
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10.

11.

12.

13.

14,
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To suggest for the consideration of the Council, a systematic
course of instruction for each of the classes in the Schools,
including the Female School.

To take care that the instruction, according to the course laid
down, be regularly given.

To prepare, for consideration of the Council, Rules for the
conduct of students whilst in the School: to see that the Rules
are duly observed, and to cause printed copies of them, and of the
directions as to the course of study, to be exhibited in the
Schools.

To admit the students provisionally; and to report admissions to
the Council for confirmation.

To suspend the attendance of students who transgress the Rules,
and report such cases to the Council.

Personally to give instruction to all classes in the Central
School.

To exercise a general superintendence and control in every matter
relating to the duties of all who are engaged in giving
instruction in the Schools.

To superintend the production of the Elementary Drawing book
published by the Council.

To inspect periodically the Spitalfields School, and when required
by the Council, the Provincial Schools, and to report thereon.

To take charge of all property of the Council immediately
connected with his duties as Instructor.

To attend all meetings of the Council and Committees.

To report to the Monthly meetings of the Council; and at other
times when directed by the Council; and to keep the Council
informed upon all points relating to the management of the
Schools.

To give lectures to the students upon History, Principles, and
Styles of Ornamental Art, and to prepare a syllabus for such
lectures, for the instruction of the masters in the Provincial
Schools.

To make original sketches of designs in each department of
instruction in the School, including the Female School.
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16.

17.

18.

19.

20.
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To place himself in communication with the most eminent
manufacturers, in different branches of trade, for the purpose of
ascertaining their particular wants, and of affording them advice
and assistance.

To be in attendance from 11 to 3 o'clock in every day of the week,
except Saturday, and to be in attendance at least three times a
week at the Evening School.

To devote his whole time, except vacations, to the business and
interests of the School.

To superintend arrangements respcting, moulds and casts to be
provided by the Council for the Provincial Schools.

Generally to carry into effect such arrangements as may be
necessary for the proper management, and successful progress of
the Schools.

The Director to report all official proceedings to the Council.
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VII Class

VI Class

V Class

IV Class

III Class

ITI Class

I Class

103
Qutline Drawing of Ornament in Pencil
Shading the use of Chalks
Modelling from Casts; and from Nature
Drawing from Casts of Ornament with Chalk

Elementary Colouring; Copying from Colored
Drawings, Colouring from Nature

Elementary Drawing from the Human Figure, with
Chalk - from Prints; and from Casts of Greek
Statues etc. including drawing from the Skeleton
and Models of the Muscles

For instruction on the History, Principles and
Practice of Ornamental Design; and its application
to the various Processes of Manufacture, including
the Study of 0il, Tempera, Fresco, Encaustic, or
Was Painting, and the Practice of various Branches
of Ornamental Art.

To these it is prepared to add as soon as
practicable classes for Porcelain and Glass
Painting, and Carving in Wood.
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PUNCH, OR THE LONDON CIIARIVARL 197

HIGH ART AND THE ROYAL ACADEMY.

)\. L

s

h ! __/ i l‘[ - )
. d ',V l s g A et L
i N‘ f’l“é[![ ‘ll/ftlf}l‘u’::| \/\um |\ H ' \,‘b —— <«_

MEDIZEVAL-ANGELICO-PUGIN-GOTIIIC, OR PLAT SIYLE, FUSELI-MICHAEL-ANGELESQUE SCHOOL.

. “ DeaR Ponen,—1 a:Nn;ou two reduced copies of my grand his- : other would be cerlain of a place, and tice tors’; or that they might
torical pictures of Prince Henry striking Judge Gascoigne 1n Courf, both be accepted, and being in aucl opposite styles, would gratify the
which have just been refused admission at the Royal Academy, for wranf | admirers of hoth perinds of Art; but oh, how miserably bave 1 been
of room, hoping that in your widely circulated journal they may obtain | decrived and disappomnted ! .
some of that applause which has been denied them in Trafalgar Square. | ‘I am not & vaiu man; but, excuse me, Sir, for saying that jusiice has
* You will perceive {hat although hoth illustrate the samo subject, | not bean done; that 1 feel these to be finc bistorical pieturces, and that
the styles are widely different, one being in the Medirval-Angelico-; when the Exhibition opens on Monday, 1 shall e tliere, and it will
Pugin-Gothic, or flat style, and the other after the manner of the. astonish me very much if there he upon the walls ansthing like my two
Fuscli-Michael-Angelesque School. } works, *“Your admirer,
1 did this in the hope (a vain one) that in case one was rejected, the ' v aprr 20, 1245 *ONE ofF TuE Nive HuxprEp ReJEcTED ONES.”

PUNCH'S NATURAL HISTORY. ‘ 520;:‘10 nll pastoral folk, but gushes forth rll sorts of gou.nds. Now
Tue Swepisn NIGnTINGALE (Curruca Lumlyana.) . ** Oh, ginjn, oh gloja—To ti ritrovo, Elvfuo "~ :
. . ars i f istener. And now
. Tmis Nightingalc is the most celchrated of all the warblers: but sbe :ﬂgn;‘ujt:u:l,?:xrl'l?‘r':ttrrsmt?fnpll:i':li'\!lcc :g:; oan;hgnlrsheut floats away
is the one of which least need be said, simply because nothing can |upon it to blissfulness. Sometimes she pours out—
describe ber, In the first place, there is no mistaking this Nigbtingale, N o
nothing in the world singing like her. She is the most graceful of all
the warblers, being about five feet high, with an extent and strength of | and they seem to fla<h like a shower of dismondn, of cthereal aparks,
wing that carry her over continents and aeross scas, borne upon the | kindliog and sulliming the sense they fall upon. R
breath of heartiest, deepest gratitude and praise. Iler shape is very| We cannot mrive at a ccriain knowledge of the food of this Nightin-
succinet, and her habits at once frank, gracefu), shy, and receding. gale.  Some say she lives upon roses steeped in moonheams; some, on
Her nest is in the wide world's beart, even though the said nest is | melted amber.” Ttut, certain it is, from the divine emanations of her
feathered with the finest bank-paper, carrying the very heaviest fizures. | music, most certam il is—
She sings cqually well whether by day or night: and may often be “Ehe nn baser. & hath fel
h”&'d i;’ [‘bc"itcmity of “g“"‘?’ S‘Cl"]llrc. nboll:t two ’in the afternnon; Anddrunk the: mitk of Prradire.”
and as lale a3 ten, somewherc in the Haymarket, in the evenine. . . . . : ;
Tler range of voice is wonderful; r{hchiniz "from the enrth (o the |, Infine, <he is the Quern of ‘g“nf-" and ns she lisls, with ber melodions
stars, whercabout she secms to flutter and dally, lips controla earh impulse of the sihjees, heart.

184N quiring o the yourg-eyed cherubim,”

"¢ Ah non giunge,”

. . o . CA Gewynmu Motrisxe ror JReLAND I—MR. Satite O'Drizx’s
She does not deal inthe “jup.r0™ of the Curruce lusiinio,~so well sinister eye.

35 *',"’:: ! :
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Collection 1

A blackboard

Brass holders for chalk

Wooden compasses and white chalk

Slip and two set squares

T. Square

set of each of the letters A 0 S, mounted

set of twelve outlines on black and white grounds, mounted
set of twelve plates of outlines for black board, mounted
large diagram of colour, mounted

small diagram of colour, mounted

manual and catechism of colour

Definitions in plane geometry by Mr. Burchett

Two colour boxes, as samples

Two cases of instruments, as samples

Catalogue of the articles in the Museum of Marlborough House,
with six prospectuses of the Department

Address of the Superintendents on elementary drawing

Address of the Superintendents of the facilities afforded by the
Department for acquiring art-education

Give placards of the principles of decorative art

B> >

Collection 2

A stand with a universal joint, to show the solid models

One disc and two wires, One solid cube, One wire cube, One sphere,
One cone, One hexagonal prism

The elementary work on Practical Geometry, 12 inches by 17 inches,
diagrams opposite the text

The elementary work of Practical Perspective, 12 inches by

17 inches, diagrams opposite the text

The drawing book of elementary outlines of ornament by Mr. Dyce,
75 plates, mounted and "Kalsomined'", i.e. the surface may be
washed

A set of 15 first plates of the elementary work on Practical
Geometry (same as No. 3) mounted and "Kalsomined"

A set of 26 plates of Practical Perspective, mounted and
""Kalsomined"

Three specimens of pottery. Minton's bottle, No 508. Indian Jar,
487. Celadon Jar, 489

Collection 3

One set of outlines of ornament, by Mr. Herman, the plates mounted
and "Kalsomined"

One set of outlines of the human figure, by Mr. Herman, 20 plates
mounted
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12.

13.

O O 0o~
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Four outlines of Tarsia, from Gruners ornaments, mounted, etc.

One set of examples of ornament shaded, 4 plates mounted, etc.
viz, the antique scroll, Greek honeysuckle, frieze from Gherbertis
gates, and renaissance rosette

Shaded examples of Bya, or ancient car from Gruner, mounted, etc.
Six coloured examples of flowers, mounted and "Kalsomined", viz
the perlargonium, petunia, nasturtium camelia, wall flower,
althoea frutex ‘

Three selected vases in earthenware (Wedgewoods No. 176, 882, 940)
Three selected paterse

Three selected pieces of ornament on relief

Three large shells, such as Delium Chineuse, Morex closseurs,
Pecten opercularis

Three other selected shells, such as Haljotis Virginea Cassis
Rufa, Cassis Gauva

Three selected stuffed birds, as examples of colour, such as
Crimson Tanager, Orange Oriole, and Blue Mountain Parroquet

One copy of Redgrave's Report on the "design' of articles
exhibited in the Great Exhibition of 1851, half bound.
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STAGES

Stage. Linear drawing by aid of instruments
* a, Linear geometry
b. Mechanical and machine drawing and details of
architecture from copies
* (. Linear perspective

Stage 2. Freehand outline drawing from rigid forms from examples or
copies
* a. Objects
b. Ornament

Stage 3. Freehand outline drawing from 'the round' or solid forms
* a. Models and objects
b. Ornament

Stage 4. Shading from flat examples, or from copies
* a., Models and objects
b. Ornament

Stage 5. Shading from the round or solid forms
* a. Models and objects
b. Ornament
c. Time sketching and sketching from memory

Stage 6. Drawing from the human figure and animal forms, from copies
* a. In outline
b. Shaded
Stage 7. Drawing flowers, floiage, and objects of natural history

from flat examples and copies
* a., In outline

b. Shaded
Stage 8. Drawing the human figure or animal forms from the round or
stature
a. In outline from cases
b. Shaded
c. Studies of the human figure from the nude model
d. Studies of the human figure draped
e. Time sketching and sketching from memory
Stage 9. Anatomical studies

a. Of the human figure
b. Of animal forms
c. Of either, modelled



Stage

Stage

Stage

Stage

Stage

Stage

Stage

Stage

Stage

Stage

Stage

10.

11.

12.

13.

14,

15.

16.

17.

18.

19.

20.
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Drawing flowers, landscapes, details and objects of natural
history from nature

a. In outline

b. Shaded

Painting ornament from flat or copies
a. In monochrome, either in watercolours, tempera or oil
b. In colours

Painting ornament from the cast
a. In monochrome, either in watercolours, tempera or oil

Painting (general) from flat examples or copies, flowers,
still life, etc.
a. Flowers or natural objects, in watercolours, in oil
or in tempera
b. Landscapes

Painting (general) direct from nature
a. Flowers of still life in watercolours, in oil, or in
tempera
b. Landscapes

Painting time sketches of single objects or groups as
compositions of color
a. In watercolours, in oil, or in tempera

Painting the human figure in animals in monochrome from
casts
a. In oil, or in tempera

Painting the human figure and animals in colour
a. From the flat or copies
b. From nature, nude or draped
c. Time sketches and Compositions

Modelling ornament
a. From casts
b. From drawings
c. Time sketches from examples and from memory

Modelling the human figure, or animals
a. From casts or solid examples
b. From drawings
c. From nature, nude or draped

Modelling flowers, fruits, foliage, and objects of natural
history from nature
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Stage 21. Time sketches in clay of the human figure or animals from

nature

Stage 22. Elementary design

a.
b.

c.
d.

Studies treating natural objects ornamentally
Ornamental arrangements to fill given spaces in
monochrome

In colour

Studies of historic styles of ornament, drawn and
modelled

Stage 23. Technical Studies

SR RO A0 TR

Machine and mechanical drawing, mapping and surveys
Architectural design

Surface design

Plastic design

Moulding, casting and chasing

Lithography

Wood engraving

Porcelain painting

Note - These stages marked with a star (*) are taught in primary
parochial schools
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SPECIMEN OF

SUBJECT SET UP FOR MODEL-DRAWING.

FIRST GRADE. FORTY MINUTES ALLOWED.,

ForR CHILDREN OF TWELVE YEARS AND UNDER,

—

[NOTE. ~This paper, and als¢ the geometrical paper, is one-fourth the size of
that ueed.)

‘WRITE 1. Your name,
2. Your age.
8. Your echool.:
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SPECIMEN OF FIRST GRADE
EXAMINATION PAPER FOR FREEIIAND OUTLINE.
FORTY MINUTES ALLOWED.

Forn CHILDREN OF TWELVE YEARS AND UNDER,

This example is intended to be copied the same size on paper. An IIB or F pencil
should be used. Mecasuring is not to be resorted to.

1
]
|
|
[}
i
[}

i

"

ok —— e i Sl A A St .

‘WRITE 1. Your name.
2. Your age.
3. Your school.



SPECIMEN OF

+ GROUP PLACED FOR MODEL-DRAWING.
FOR SECOND-GRADE EXAMINATION.

TiME ALLOwED, ORE 1lour,

To be drawn ns lnrge as the pnper will allow,

7
>

‘WRITE 1. Your name,

2 T ’ Blze of paper used,
. Your age. &

o8 == ) . 121n. by 8 In,
8. Your school. \ '
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PUNCI, ,OR THE 1

227

DESIGNS FOR ART MANUFACTURES.

Wr have lonked in vain for the carryin
some time hack. of supplying articles of rraFu(iIih' amongst the Art Manu-
faetures of MR, Ferix Semmenuy,  “ Usa and the Lion” are all very
well for those who Like to turn their mantel-picee info a Zonloeieal
Conden g and o eard-diay by a fiest-rale artist wny be welrone enouagh
to those who have a pack of visiting cards left with them every day to
fili {he arnamental receptacle; but a elothes-horse would be preferable
to Uxa's Lion, and a tea-tray frr more acccptable than a cad-frav in
the exes of those whom 1he ATl Manufactures onght-4o be adapted Tor.
We shall therefore agitale for the applieation of the prineiple to matters
of hiwnbler prefension than merely ornanental works; and we begin by
proposing a scries of implements for_ the_fire-sidé, including learth-

oul of the idea we threw ont

i

U}

A AEARTE-BRUSA 4 CORFR.

A PAlR OF TONGA.

A IOTEL,

hroom, coal-seattle, and shovel, o thal if the projectors will go at it
poker and tongs, a suceessful result will he accomplished. The stiffness
of the poker will afford an amiple opportunity for the infroduction of
that starched military erectness that. is so effertive in our iron-work;
while the tongs, by their pracefu) pliability, are at onee sugzestive of
the casy bornpipe with whicli the other serviee is identified, The shovel,
by its undulating eurve, and the broom, by its eleaant sweep, may he
easily made subserrient to the purposes of Art : and as to the scuttle, it
offcrs a scope, not to say scoop, Lo the most refined handling.

! A COAL-SCUTTLR.

AN EWER,

A PROBLEM. 1-4=0?

M. Puxrci presents his compliments to Mr. UrQunanT, and will he
obliged by Mr. Urqunant’s explainiog to Mr. Punch |fng following
sage from his speech on the Currency Question :—* What wonld
have been the effect of pajing one-third less gold®  Why, that we
should have paid nove at all.” "Afr, J’unch has o friend in a commereial
firm, wbich has suspended payments under the recent pressure. 1t was
the intention of the firm to bave offered Gs. §4. in the pound fo their
eredifors; but if MR, Urquinant ean explain to them the theory on
which his remark is founded, ther will pay wnthing whaiever, which
will come fo the rame thing (in easc of such explanation of Mw.
URQUIIART'S proving satisfactory to the creditors) as paying the divi
dend originally proposed.
D. Urqunant, Esq, M.P., &c., &e.
Punch Qffice, Friday.

AONDON CHARIVARL .

ENGLAND'S WEAK TOINTS,

AT785110% Jas been ealled {0 the sfate of our nat
rather 10 onr natinnal stute of defeneclessnese, apains
of an invasien. The ramparis of our enast are re
seareelv wore furmidable thin palisades and popeups,

We bive oppecite 1o ns asel of mischievous hoys, from whom, fortu-
nately, we are divided hy the water; but they are coptinually shouting
and grimacine, and n aking other impertinent demonptrafions at us on
the other cide ofit. We truct they will he restrainefl by their hetter-
minded companions frem giving us any real annorancd. But ns they do
Ialk sometimes ahieut breaking into our island, and ropbing that eardeu

of the world, it is ecerfainly advisable that we slould take fitting
measures to prevent the excention of such n project.

Conaderine how frequently the British Lion has b)
do wat prodee him a eomforfable doze; bt we wa
canght pappine, and therefore recommend hin to sl
—witlh one cve open,

it all these preeautions we would have 1aken quigtly-—without fuss.
I\\'_r\ depecate the proveeation of asgression by flourisling our fists inour
Picighhonss” taees, and hidding them hit us if they dare. ~ Y.t us merely
intima‘e that <teel fraps and spring guns are sc$ on our grounds for the
destroction of vermin.

In the mean time we trust hat our muniments will never be fested.
We contide eqnally with e Maestr in the maintenance of the pence
of LBurcpe.  And we bave still a firm faith in our old fortifieat ions—the

onal defenecs, or
b the contingeney
rpresented to be

pen stirred up, we
ild pot have him
ep like the weasel

nooden well<. On these we shall continuc to rely maiuly for our pro.
teetion.  Sheuld our eountry ever be threatened by a foreign foe, Panch
himself will fuin <ailor. Yoy, we will don thie blue jacke! and the tarry
tromaers; we will nuil onr eolours to the mast ; we will convert our
cudzel info a cutliss . and our march shall be upon the miountain wave,
andd our oflice on the decp.

CONCRETE SUPERSEDED.

Governessyy enght to sec strange things, if adverlisers keep their
promises.  Last ‘Tuesday’s Zimes presents to young ladies tus rare
chanee of introduction to an unknown part of London:—

YOUNG LADY it requircd as Governets in n famnily, on the south side
of Lordon, ¢ Lurch of Fngland prefareed, high principle,) baneed on religious freling
much Wished. The pujile e t4 and 11 Yesrsof s, French, acquired by aeveral
1ears’ Feaidence in baris, and @5t Lirguage well spokis and corrictly tiught, easential,
Musie tborenghly w'l perfurmyed, well understood snd tiught, 8 good disgurition, and
ledy-like marners and accnstgmed to gond racicty mudh devired, 1t in boped that no
Luly whn 1k Dot wcoustomad t tudtion, on whe in net thoroughly qualified, will apply.
Mre. — will forwurd lettorp, pert punl, o the tndy ibserting this<.

. | .

We knew (hat some parts of the metropolin were based on elar,
others on gravel, others on mud—hut we were not nware that any
parfion of its aouth siderwas ' hased on relizious feclinz.” l'crbn['»!,
'iowcrcr. it is the family fhat is “ based on relizious feeling,” avd mot the
house. 11 0, we rre sorey to see that so respectuble a basis supports
a superstencture of such curiously bad grammar.

i

Vive 1a Danse.

G Governuent talksof sending Juisten over to Switzerland for the
purpnse of pacitving the disturhed cantons, e is to take his band
with iim, and plav his Sweee Quadrilles whenever there is a confliet. It
is expected that the opposed parties will immediately drop their arms
and chaose pastners for a danee— at least all those that the music does not
drive away. |t is expeeted that Jeiniex will put the country on a
more frie nediy footing hy this nieans in less than aweck.  His organised
| band must ey eversthing hefore it. Switzerland will be cleared be-
fore JrLLit s has got throveh one Quadnille, and it will remain to_be
seen whether the Ranz des Vaekee will bring the Swiss back azain, We
think s few five-franc pieees, or & handful of Enghsh sovereigns, would
dn it very el quicker.  For a republie, we know of po plare where
the coverdign iv =0 much sorshipped as in Switzertand,
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i DESIGNS AND DECISIONS OF THE COMPETENT PERSONS.

A. WeLny Tvoin, Esq.,
Architect,

Letter 1.—FProm

Fenat of St Idomencua.
“My Lonn,—J conkider the Statue, in ita
Cprosent position, an eyerore and a disgrace to
the Metropolia. Our forefathera of the four-
teenth contury would have turned such an
opporturdty to very different acenunt, The
work s altogether ont of - proportion, s,
what s worke, utterly defleient in devotional
eharacter. 1 am of opinion it should e nat
once removed. M anything be required to
replace it 1 venture to auggeat something that
oy reeal the carncet symbolism and deep
Christian significance of Gothic monumental
art.  The accompanying design will explain
my meaning.
“I bave the honour to remain, my Lord,
“ Your obcdicnt Bervant,
* A, WeLny Yvan”

Letter 11— From Epwin Lasvseen, Fsq, RA.
“Dear MorreEtn,—The Duke won't do!
Down with him. It's a bore for Wyarr—
but, between oursclven, he is not up to the
horse.  The hero is wcll cnough, but Copen-
hagen liad no Arab points about him. e was
not even a thorough-bred, but a usceful hunter
master of the Duke’s weight, avd uncommonly
safe across country, 1L the Committee will
have him, 1 wish you would suggest to my
friend RuTLaRD the accompanying sketch. The
Duke, you know, hunted in the Yeninaula, and
is a fast band still, as Beacvrort can tel you
Here goes for my design.  Duke in hunting-
togs, Copenhagen snufliaz the dew and eatching
the music of the hounds; a few favourite
couples grouped about. How d'ye likeit ?

“ Ever afluctionately yours,
i “E. Lanpsers.”

Letter 111.—From A. Coorza, Esq. LA,
“Mr Lomrv,—The $tatuc is detestable. I
pity oy fricnd Mn. Brrrox, If Art s to have
any voice In the mattbr, it should come down
at once. 1f a new désign in wanted, 1 hope
it will be a group, and not a single Aigure.

- 4
!

What givea the Duke his elnim to n statue ?
Hir having succesefully fought with NayoLpox.
Why shonld he nat be reprisented na engaged
in a personal enconnter with the Emperar,
i the atale T have adoptd with s el
snceeas in oy Jeha B oand S diding €7 et
and Charlee the Boond Iothw aod Plale oo,
Dty Koo Ko, &e? Shendd o bhe unfamiliar
with the noave, this sketch Wil expross gy
notion,

“Reertnlly yours,

“A.Conenr, RUA

Letter 1V.—From W, Drce, Esq, ARA.

*“ Wintiav Dyce presenta his compliments
to Lorn Monretu, and begs to say he is per-
fectly disgusted with the Statne of the Drke
ofF WELLINoToN, now aurmaunting the arch on
Conatitution JHill. opposite to the entrance into
Hyde Park, Yiceadilly, Jondon.  WiLLiam
Dyce s of opinion that in any monumental
design regrard should be had to what has been
done in Germany, eapecially at Munich, A
monumental work, to he truly great, shonlil com.
“bine hardnesa of outline, squirencds of compo-
“rition, and extreme simplicity of treatment,
The Dukc'n Statue, above nllnded to, is hard
and square, but wapts simplicity : his boots
cepecially are over-claborated.  W. Dyce begs
to submit to Lonn Morve1n a desdgn to which
he thinka artists might very properly be re
quired to conform.”

5

Letter V.-~Pro J. M. W. Tunner, Esq., R.A,

“ Str,—7 think the Statue is outrageous.
As X any in my Fallacies of Lope, (MBS.):

*“* The nightinare hide-ong branda high ‘midat the shrieks
Of desalnte art ! Invantion, where art thou ?
I'eacock in plniors, flutteriug sadly down,

Drops Like & plummet!*

‘Inck Limpet' pleture—e noble work, byt not

uniderstond. Had I to tmmortalize tho Duxr

or WriLLikeTon 1'd do it in this style somehow.,
“Yours, &c.

“J. M. W, Toengr”

Letter V1.—Prom D, MacLisr, Faq., . AL

“My pran Loro,— The Btatue 14 too bad
—'pan my soul itie ! Why wasn't it a touch
at the chivalrous—something like this ?

“Fver yours,
“D, cLise.”

Letter Vit—Fiom S1n 1t Westaacorr, LA,

“Dean Lorp Mom rrir,—1  pegret, for
Wyart's sake, to pronounce the Statuc & mon-
strous failure, Why, in the name of all that
in hallowed by precedent, didn't he give us
something classical—like my aketch ?

“ Sincerely yours,
“R. WESTMACOTT,

, [A/!:.
7‘7 7
2% el o=
N J
\tgl (s

“Na wonder, when painters paiot like onr
exhibitors, that Wratr should have mnde:
such & goose of himaelf, Ilercs should be
commemotated in paintiug, as I have com-
memorated NaroLeox same ycars since in my

(

We might fll our number with such cpistlee,
tut the rbove widl serve ns n pample,

P - - ey




PENCGH OR CTHE LONDON (€

AREAY

MEETING OF PETTICOAT PATRIOTS.
BRITISH MANUFACTURES!

v Bvenay, aovery imporfant Mecting was
/ held  at Wines's Hooms— a mecting
attended by all the beauly and fushion
:llu'y invarizbly go together, of London.
The great ohjeet of thy wost inberesting
gathering of the seaton was 1o Tteeive
pledazes—1he deepest and tanderest—{rom
the ladies ascewbled, with respeet o the
necessary  enycturagement af ull urticles
of British nmunufacture.  (We sent our
own Teporter to attend the weeting; but,
85 1t seems, he'had, upon private business
of his own, 10 call on Lls wan &t the uilices
of Messks. Siapgpach, Mesuaci, and
AREDNLGO, he was unaccountally detained
by those gentiemen ; and, strange 10 say,
has not been sltogether Limself sinee.
We are therefore indehted to the fra-
ternal feelings of the Muraing Pust for
{he iy copy containing a true report of the proceedings.)

Lany vE Tiesve was called to the Chair, which she filled, Her
Ladyslij—odd a8 it nuy appear—in very few words expluined the object
of the meeting.  They Lad niet togetler to give a blow to the foreiguer.
The ¥rench Revolution Jiad wiped 1'aris (row the world ; that mag-
niticent oty bad Leen disebarged from the map of Eurcpe like u claret-
stain from camesk. (Meur) Lowd Brovonad Lad acsured her (Grent
lavghier,—ber Tadyship begged to say she was not awsre that there was
suy (g in the pabie of that great msn to provoke mirth—his T.ordsbip!
b informed ber that what was once Yaris was now un pefif fuater. (€res
of * Dear e ?) The Tuileries, where they had al) dunecd— (Sonsetion)
Z-where Lorp Brevousm bad always put wp Lis curpet-bag—was
crurhed, siwashed, broken to bits like a china tea-pat! (Spwptums of,
byederiv) The trodeof Yrance wes gone! No Jace—10 silhe—no bijou-
teric~—rno, not even 8 bit of virfu 1o be Lad for love or money ! (Cries
of “Well, T mrer!”) Such being the cuse, it behoved them as
ratriotesses 1o tnke care of themselves.  Y.yons being sholished, they
niust, as hiue Foglishwomen feeling for tlicir country. go 1o Spitalficlds!
T hey could maoreover still eflict a tie of sisterhood in the ritands of !
Coventry! (Faint cheers) Valerciennes, worked into such bistorieal
as=ocistons iu its beautiful laees, was rulied—gone lile a diopt stiteh
—in which case they must go to—;

A Voice. Brussels?

The CustrwoMan, Cerlainly; Belgium being still a morarchy, they
might still go 1o Brussels. Her Ladyship, concluding a very eloquent
and rapid speech. culled upon the mecting to rafly round the Alar and
the Thrope, the DUkE o WeLLIKGTON and the British Manufactures.

The ManciIoNESs oF PackeMo¥y said she was yprepared 1o nake
great escrifices for monarebical principles all over the wuld. She had
married six daugbters st six difierent courts; and— why shounld she
blueh 1o own it P—she was the grandm—ilat is, her daughters were |
the mothers of six younp princes. (1'esy fuinf cheers) She bad uill|
iwo deuphiers to marry (Stgns of impaticnce), and peither she nor they
were 10 be put down by clamour.” Ske Lad already discharged their
maid, o Frenchiwoman ; and bad 1aken a girl— a thiog with red nllm\n,\
at reduced weges—from Dlevonshire; she had
jaundress, the woman bding obstinately wedded to an laban iron. i
(Cries (f * Bless me!™)  After this, need she suy she was prepared for
greal sacrifices?

The CounTEts OF STRAWBEBRICREME liad only one—cne little word
1o say. (Jronical criesrf " Oh?” and *“ 1h¢ lust word, wo don?7”') Onelittie
word ; upon ber word &nd honour, only are.  Slie was muarried when yuite \
~—quile a child bereclf, sand therefore that piust sccennt for the shunge!

Just Jdebts,
moreover, charged hier ! opposition.
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find cne also wore o bonnet of the most delieate Dhunstable, cunichied
wika wrenth of bintsh butterenps sud deisies; to these nay Le
Aucd o beantiful nhacd from the House of Peepang Tan of Coventry,
the bryd's-tenr water patiern, Nether were the nanutnetures of the
Principshty forgotten mo the wardrobe of the bride, who sconmed 10
con b all the industiial resources of the United Kmgdom.  Wialst
Wpen the subjoet—and we dwelt upon it at this Jeopth, the wiwn Jfe
woe just beginnwz— it way not be teo muchbo remark, that the brde's
dress wis wholly yut fogetber with Wintechapel mecdies, aud even Ler
wildig-ring had the good old English hall mark.  We feel it anore-
over Guly duc 1o the patriotizt of the bride's distinguirhied garcots to
cheirve, that the mormage tetlement of Laov Worsweon be
SCites was engrossid upon British parchment, and cunched with an
Lrelich stawp”  (Hoe her Ladyelip, with the copecinus uir of
woman who deserved well of ker country, dropt the ME wpen the
sibver handed by M JENKINS 1o recave i)

1.0y Puriel addressed the mectmpg with considerable ditidenre.
She o much adiiired the patriotic principles of ber friend the Countrss
OF S1hawsERBICHEME—I] she mipnl Le permitted Lo call ber her friend
—that sbe should wish to see 1hem carried entirely through,  Sue rose
with respect to infunis—cherubs in the cradle. A poet bad said, ** Aod
ns the bow is bent, the boy’s inclined.”” By which she inferred that
wows of foreign lace upon u haby’s cap covld not but Lavean uopatriotic
intluence on the brain of the hitle precious. (It might, ker Laulyslup
adided, e gatlercd that she spoke as a mother) She was prepared 1o
20 10 the rool of the watter, aud 10 sbolish Labies’ caps 8t once.  lat
them trust o the benizn inlluence of thcic dear pative hair. When,
woreover, it was remeinhered that so many of their little darlings canie

into the world quite ready for the House of Lords (Crics of N Order /™)

—her Ladyship Lelieved that she was pye&in
their dear male ¢ldest-born coming into the world with all the statutes
in their sweet fittle heads— it behoved them as mothera to guard them
against foreign intlucnce. Therefore, she would aboliel lsce on babies®
caps once and for ever.  (Foinf cheers)  Again; the would not pul a
coral in the hand of a cbild of hers; be should aot cut bis teeth upon an
exolic, a foreign substance ; but—and she was prepared 1o be called &
leveller; notwitlstauding, il she knew berself, she was (uite the contrary
~bul upon a pirce of home-grown, home-msde Engiish crust! She
Lelieved that coral, s ivory, and Tndis-rubber rings—all, it wust be

_1emtuhered, the produce of the fureigner—had done more to spl the

wisdem-teeth of the House of Lords (even before they had them) than
tle chewing of anv uther thing soever.  (Cries of “ Quastivi /™)

The Dowaoen Laby Mawrobosy: said they had pretty woll disevssed
{wo questions— What bubies were to be reared w, sud what girls were
to be warricd in. She now, as an old woman—and ghe conlessed o
Lining danecd with the poct Rockrs, in pink and silver— she wished
1o inquire in what sort of maoufacture ladies widd ke to bo
bured

1t

re 1here was nosudden shriek.  Then confused eries of * Shame !

et
N thod prron b Che door 17 snd the meeling Linaily separate \

das

in several cucrisges, without cowing to any resclution whatever.

PARLIAMUNTARY DEBTORS.

Wi pereeive that M. Morpatr amd Ma. Broturaroy have brought
s inll o Parlinment 10 provide for the cxejusion from the Tlouse of
Conmeions of Mewbers who shall be unable or unwiliing to pay their
It i3 rait that tlis bill will egcounter a very deterunned
Fhits at tirst sight may sppear sirange 11 s certmnly odd
that the Houre which refuses the coneession of that point of the
Charter which domands 8 no-preperty qualification, shotdd presist i
reining Mewhirs whose property, sioce they owe ware tan they can
Uny, s dees than sotbang, Bataf among the just and Tasdul dobts of
Meowbers Ty Le mduded those which they owe 10 thoir country, o8
porienee bas shown how hikely at s that the utwost pocsbie resistaree
will b ifered 10 any weasure calenlated 1o comped them 1o duscharse

facl of her already having just—she might say juet—n wanisgesble | thoir oblizations.

doughbier. ADEI)zA—it was not perhaps too much for a mother to ray |
—was {avoursbly known to many ladies present.  She might add. very,
very favourably known. Tbhe child was 1o be married to Lonb Woby
woop DE SCRUBs to-morrow: and she would go (o the siter, us
wholly and solely a bride of English manufucture. ((Aeers).  That,
her ladyship 1hought,"was something ke a putiern for the Hymencal’
scason sboul 1o commence in bigh life with its usual scventy.
rheers from the Mothers) 1 nol infrusive, she wauld indulge ke
feelings of @ parent by reading the wedding-drexs—(she bad breught &
copy of it with her 1o give to {heman on the press, it he had a salver]
wbout bimi to receive it,—the wedding-dress of darling Avenza. It
was this:—' The very young and luvely bride wis napateenily
w1tired in a splendid shot givghan frem the nalls of Massns. Cosbrs:
and Bmour, tommed with Hoviton lace of the Brnish Tion pattern.
Over this she wore a Paisley thawl, enlodying sn cxquisite desizn (the
work of a North Britith arlist, and very touchiog for the eecepien,”
ramely, Ctib i 8 kilt, with & noscpay of thistics) The fwr wd

tThree J:’

Cuuse und Effect.

A miviean gentleman—the piee colonrod cartespordent of the '/

—writes with the T.xil of a poll parrt ou the dungs an brarce 1k
b of the vatatdes wt the Jate so/e, and says, st othar thapes
rewere - Onnst st o8 sausages, which wade cocplondder e

shoLier, Bo doult, sosieg from the obl mstinet, ™ Py gy dean’t ot

Luppy”
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TiIl FINE ARTS AT EVERY STATION.

F¥riix Sewveryy, in the Advenarwm, recommends the decoration of
railway atstime. The reasons he advagecs are so sensible that we
have ne doub. his recommendation will gpeedily be put into the hanida
of =ome talented R.A. for exccution.  The etragpic amongat the
compani-s will be which shall have the fineat colleetion of printings,
These might be exchanged afier a time—the Sou'hampton lending ita
ictures to the Birmingham—the Birmingham to the Ihighton- -and

ic
#0 on, through the whole acries of railways --by which arrangemint
every station would have a new exhibition of Eriv's and Laspserw’s,
every vear, without any additional expense.  For this reason, we think
oil-paintings preferable to frescoes, which wou'd be too stationary, in
the most literal sense of the word, berides fulling & certain prey, in
the evuent of fire—for who enuld remove an entire wall (unlere, per-
hape, it was a party) whilat the next room was in finmes 7—whereas
the most lackadaisical clerk could take 8 T e~vEnr off the bovks, or put
a Macrise under his arm, without fear or injury. -

Qubjeets will be wanted, and as one of the alijects of these decora-
tions will he to drive away ennui and inspire paticnee inte the
passengers whilst waiting for a train, we think articts shoull strice
to scket such subjects as will inculeate fortitude, and heroisni, and all
the stoical virtucs necearary in moments, or rather hours, of delay,
caffering, and hardship. The Spartan and Iman anmala should be
ransacked for this purpoae, whilst many a noble hint might be horrowed
from the savage chivalry of the persceuted Indians,

We dot down a few supgestions, which any railway is wolrome to.

1. T'excrore and ULysses meeting “after many roving years.”

. Lavror in the Basti'le, hayving nothing to do, tam: s a fly,
. The one Touicevas of ]l#rnu Bay, reading the Mening Hovald,
stretehed on the sca-shore,

4. A Sceene from the (:rnv(wljml Faniine, 1845 ; the 500 paecongera
of the Lirly steamer drawing lhis off Erith for the last herring and
the remaivder of a piut of shrinips.

5. A View of Smithficld on : "
other-—whilst another is scen running

bull coming in eollision with a
headlong into a full omnibus,  Eniversal atarm, and thght of horscs,
pign, old women, children, and dvery baly,

6. Torixson Cresor, taking bis likencss from the ehalow of his
profile on the wall,

2

9

St
wires of the Electeie Pelegeaph s an allopory of Jbasaes
Crime —the Trter persanifed by agentleman with puustacbi < o the
first clnes not havirg paid his fare.

8, The Passengers of the Celaity omnilne waving theie b 1boeo 0

th fiave

wortking

7. Resorn, riding a Je Cporier e P’ete relirer, on

chicfs as the Bank appears in gight, after a three honre” run tren the
White Horse Cellar,
1846

o The Mizhapt of Jemts Grereis, drawn in & pumbcer of divi-:
Jike Moxvrer Vievan s,

fne,
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Market Dav—during July - «ne mad

An jncilont during the ropurs of F1ootstr oo
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;the banks of the Styx to be ferried over by

10, Snavrs waiting on
Cranox,

oy

11. .\ Sharehiolder «f the English Opera House waiting for adividind.

12, The Martyr Switn O'haex in the celiar of the IHouse of Com-
mons, taking & melancholy dish of tea.

FLoA Protectionist speaking in the Ilouse of Commons—extreme
fatioe and nausca of the Membere,

1 The Raitway King—driving from a trinmphal firat-class chinriot
four-and-twenty ruailway enygines, all running different directions—
nierih aat, and weet—at cighty miles an hour,  Stage coachis, and
skdletons of horscs, streswed upon the ground.  Fairy stokers, flving
alwve him, blowing tremendous trumpets. Triumphal arch in the
distance, docoratad with inmmerable erownsand with Forrusestanding

on the top, holding the Bank of England dangling by a string. Old
Tiur, lageing bebind, in the distance, quite broken-winded.  Rainbow

of coloured purses in the sky. .
15, The Survivor of a Chancery auit—a very old man, with an Old
Pinn's beard, being pregented with a brobdignaggian bill of costs,

ANl these enlicete are very pictorisl Many of thom, of eourse,
might he exeentdd, out of compliment to royal taste, in the present
Dashinnatle Germian style. The Pusvrorn and Jonrs Ginms subjects
are beantitallv adapted for the hard. kitchen-poker drawing of that
gracefully sttf lny-fieure school.  ‘The terrors of Smithficht Market
woull have every jostice done to them by Epwis Laxoserk, and
would ¢onvines the timid old Jadies and nervous old gentlemen that
thire are wreatgr daners on JRnd than there are on rail.  We can
i eacine & mout bull, in the handd of Lisvsier, would niake us run,
nerly to ook at hinn, We should by carri-d away with the netion

et B w s e at onr heels, and shoutd imake all specd for the first

Tt de F'a shap. «the onty place which & mad bull has an aversion to

enteriies
e

The Hivine Bunour and Htaileay King ehould he loft to the
o imozination of Tersen, who wonld tuen over his Ploasures af
M ¢ onypmblishicd Ms0 fur seme apt, wilid, heautifully incompre-
heneibde attusreation, The Famine on board the Gravesond Stomet is
preentiuly a subjeet for Paorr, who would go far boyond hie celebrated
vyrof demdo’, we are confilent, in depicting the horrers of n!xs-
i:vpp inted app tite, T would pive us the insocent child screaming
Yforite cvonive's pap cand the stupeondous alterman, with & f:wc‘lhe
Tedosr of old st ton, sighing in despair for his daily turtle! ‘The
ot ra e pretty litle poems, which Dyer, Hernrer, Liantr, and
11wt make dogerishable goms of, in their own brilliant way,
W prosret than te the British nation. The Lusbamt anxivus to et

!

It an time for dinner —the Jover burning to prove hie punctual
E Aot the g rehant inoa fever to take up a bill—the wife on pins
and il a fur the evening's opera and the Housvmaid locking for-

word tonine orbek, troeponthe rrea gate, in answer to the {amilinr
wWhist! o Ber doar 131 —-will 2l thaok ue, as they arc kept waiting
Ut or foar hones at sone lonely railway station, without & novel, or
a plea ol wine or & captain's hiseuit, for having .rcfmhc}l them with
Leov hepe by the contemplation of anch invigorating Auhjecte,
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