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INTRODUCTION TO INTERVIEWS 

The f o l l o w i n g pages con t a i n the f u l l t r a n s c r i p t s 
of f i f t e e n i n t e r v i e w s conducted d u r i n g the l a t t e r part of 
197k and the e a r l y p a r t of 1975 w i t h a v a r i e t y of a r t i s t s , 
craftsmen and designers 0 

The i n t e r v i e w s do not c o n s t i t u t e i n any sense a 
survey i n a s t a t i s t i c a l sense. Rather I have selected f o r 
in-depth i n t e r v i e w s a small number of people w i t h d i f f e r i n g 
work experiences. The i n t e r v i e w s are p r e s t r u c t u r e d i n 
the sense t h a t a l l interviewees are asked the same questions, 
the questions being designed t o e l i c i t i n f o r m a t i o n on the 
experience of working as a r t i s t , craftsman or designer, on 
the a t t i t u d e t o s e l l i n g work, on the r e l a t i o n s h i p between 
being a r t i s t , craftsman or designer and any other f u l l or 
part-time employment, and on the interviewees a t t i t u d e s t o 
sta t e patronage and other patronage. 

The questions are designed t o probe i n c e r t a i n 
areas the possible c o n t r a d i c t o r y ways i n which the experience 
of work and a t t i t u d e towards work i s expressed. Thus, f o r 
example, the quotations from Cezanne and Gropius employed 
i n questions'!^ and 1.6 r e s p e c t i v e l y are presented as i f 
incompatible. The opinions of both Cezanne and Gropius 
are of the s o r t s t h a t are commonly admired and u t i l i s e d i n 
discussing art-work: the purpose, t h e r e f o r e , i n presenting 
such p o s i t i o n s as c o n t r a d i c t o r y i s t o make les s easy any 
obvious, quick, or 'off-the-tongue• answers, and force the 
interviewee back onto h i s or her own experiences. 

I t w i l l f u r t h e r be noted t h a t v a r i o u s t o p i c s 
introduced i n e a r l y questions i n a ' n e u t r a l ' manner are 
returned t o i n l a t e r questions i n a 'loaded' manner. 
Thus question ^ i s returned t o i n questions 9 and 10 , 
while questions ^ and 7 are returned t o i n a 'loaded 1 sense 
i n question 

While the ways i n which i n d i v i d u a l questions are 
phrased and basic themes pursued i s important, however, 
the general purpose of the way i n v/hich the interviev/s were 
conducted was ( a ) , t o keep the interviewee t a l k i n g about a 
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c e r t a i n range of r e l a t e d issues; ( b ) , t o keep the i n t e r ­
viewee t a l k i n g from his/her own experience; ( c ) , through 
the arrangement of questions t o keep the interviewee mentally 
'on edge' i n the sense of he or she being unable t o present 
a 'polished' and 'closed' account of being a r t i s t , craftsman 
or designer. 

I n c e r t a i n cases I have introduced a d d i t i o n a l 
questions or pursued issues touched on i n answers t o the 
given questions. Where I have done so, hov/ever, I have 
attempted t o keep such departures from the set p a t t e r n t o 
the end of the i n t e r v i e w . W i t h i n the answers t o any i n d i v i d ­
u a l question, however, I have i n t e r j e c t e d i n order t o 
produce c l a r i f i c a t i o n or f u r t h e r e l a b o r a t i o n s on p a r t i c u l a r 
p o i n t s . 

Questions were p r i n t e d on i n d i v i d u a l cards. I 
read t o the interviewee each question as i t came up - he or 
she not having seen the questions previous t o t h e i r being 
asked. The interviewee was not t h e r e f o r e able t o see the 
whole set of questions u n t i l a f t e r the i n t e r v i e w . Where 
the question was complex the p r i n t e d card was given t o the 
interviewee a f t e r having been read out l o u d . 

I n the t e x t as reproduced on the f o l l o w i n g pages 
the l e t t e r Q denotes the question as read by myself: the 
l e t t e r A denotes the answer. Q2 denotes a 'follow-up' 
question where such a question i s part o f a m u l t i - p a r t 
question as w r i t t e n on the numbered cards: SQ denotes 
a follow-up question where t h i s i s an i n t e r j e c t i o n on my 
part not w r i t t e n on the card. A l l questions as w r i t t e n on 
the cards are reproduced on the f o l l o w i n g pages i n q u o t a t i o n 
marks, so as t o d i f f e r e n t i a t e them from any comments or asides 
I may have madee 

Given t h a t I am reproducing o r a l statements 
the punctuation system has had to be s l i g h t l y modified t o 
cope w i t h the asides and the u n f i n i s h e d nature of some 
sentences. I t i s t o be noted, t h e r e f o r e , t h a t a s e r i e s of 
c l o s e l y typed dots ( ) i n d i c a t e s a sentence t h a t 
t r a i l s o f f , or a pause, and not an omission i n the t r a n s c r i p t . 



Where omissions do occur these are due t o e i t h e r 
outside i n t e r f e r e n c e dominating the recor d i n g or t o 
the interviewee mumbling while c o l l e c t i n g his/her thoughts. 
Such omissions i n the t e x t w i l l be r e f e r r e d t o i n the t e x t 
w i t h i n square brackets - ^ _/. Ordinary brackets 

a r e t o be read as part of the t e x t . 
I have expressed my g r a t i t u d e t o the interviewees 

i n the acknowledgements p r e f a c i n g volume one of t h i s t h e s i s , 
I wish here, however, t o emphasise again my debt t o those 
who so r e a d i l y gave me t h e i r time and energy. T h i r t e e n of 
the f i f t e e n interviewees gave me t h e i r permission t o c i t e 
t h e i r names i n r e l a t i o n t o the ansv/ers they gave: given, how­
ever, t h a t the t e x t s of these i n t e r v i e w s are being presented i n 
a form making them gen e r a l l y a v a i l a b l e f o r l i b r a r y research, 
I have decided t o present a l l interviewees i n an anonymous 
form. Many of the i n t e r v i e w responses i n v o l v e very personal 
statements, and given, as one interviewee pointed out, t h a t 
t a l k i n g about v i s u a l c r e a t i v i t y can o f t e n sound or appear 
p r e t e n t i o u s or s e l f - c e n t r e d , I f e l t t h a t i t was i n order t o 
omit personal names i n a s i t u a t i o n where the interviewees 
do not have the op p o r t u n i t y t o e d i t t h e i r statements, or add. 
f u r t h e r comments and explanations t o them. As interviewee 
13 noted, " a r t i s t s on the whole are r a t h e r on a pedestal, and 
so exposed...". Their l i v e s and experiences are subject t o 
close s c r u t i n y , and hence, as a r e s u l t of the f a c t t h a t they 
are studied i n depth, while other workers and people are not:, 
they may appear unusual, i n d u l g e n t , or s e l f - o p i n i o n a t e d . 
Interviewee 9» f o r example, could be subject t o many forms o f 
m i s - i n t e r p r e t a t i o n were i n d i v i d u a l statements by him taken 
out of the context of other r e p l i e s . But, as he him s e l f 
commented; 

people a t t r i b u t e a l l kinds of s t a t e s of mind t o you, 
- The A r t i s t which are t o t a l l y u n r e a l . B a s i c a l l y 
i t ' s j u s t the same as doing anything e l s e , completely, 
w i t h one's whole being, r a t h e r than dabbling i n some 
way. 
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I n t e r v i e w One 

Tottenham, London. 
10, December, 197**. 

Interviewee one i s a p o t t e r , and a f u l l time l e c t u r e r i n a 
College of Education. 
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INTERVIEW OWE 
Tottenham, London. 
10 December 197*f 

1. 
Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , s c u l p t o r , 
weaver, engraver, etc., e t c . , ) ? " 

A. P o t t e r y , and secondary p a i n t i n g . 

2. 

Q. "Would you c a l l y o u r s e l f an a r t i s t , craftsman, or designer? 
( o f any combination of these?)" 
A» Well,... A r t i s t - C r a f t s m a n . 

3. 
Q. "What does the idea of being P r o f e s s i o n a l mean t o you, 
as regards a r t , c r a f t or design?" Or do you f e e l a r t i s a 
profession? 

A. I f i n d I f r e q u e n t l y use the word • p r o f e s s i o n a l * , i n 
respect of a r t , and I t h i n k t h i s means maintaining a consec­
u t i v e thought process and continuous o u t p u t . 

SQ. You don't see i n any sense the idea of p r o f e s s i o n a l as 
used w i t h teachers, lawyers, d o c t o r s . . . um 

A. No I don't t h i n k of i t as i n any s o c i a l s t a t u s sense. 

k. 

Q. "Do you experience or f e e l there are any problems i n the 
t r i p a r t i t e d i v i s i o n of a r t ; c r a f t ; design? 
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A* Yes, I t h i n k t h a t a l o t of harm has been caused by making 
these r a t h e r a r b i t r a r y d i v i s i o n s between the t h r e e : . . . t h a t 
each should n a t u r a l l y flow i n t o the other. I t makes f o r a 
self-consciousness; though s u r e l y ^ t h e r e i s ? / c r a f t i n what: 
i s c a l l e d a r t , and a r t i n what i s c a l l e d c r a f t . And i t ' s 
unfortunate t h a t c r a f t , i n a sense, has a bad connotation. 

SQ. Yes, and one no t i c e s how, i n a way, c r a f t i t s e l f i s 
becoming a s u b s i d i a r y category of a r t . . . whereas i n a sense 
i t seems t o me the A r t and Craft Movement was attempting t o 
break away from ' a r t ' as a s o r t of s p e c i a l , e x c l u s i v e , thing.; 
but now, as the word 'Artist-Craftsman' i s used i n the 'C r a f t s ' 
magazine, the whole discussion of i t . . . . i t seems t o me the 
craftsman i s becoming very much the a r t i s t Do you 
t h i t t k t h a t ' s true? 

A* Yes, I t h i n k t h i s i s happening i n e v i t a b l y i n t h a t , i n 
spite °£ a r a t h e r self-conscious d i v i s i o n between the two. 

5. 
Q0 "What s p e c i a l f u n c t i o n , i f any, do you consider the A r t i s t / -
Craftsman/Designer t o have?" - A r t i s t - C r a f t s m a n i n your case... 

A. He c e r t a i n l y has a f u n c t i o n , ... which i s concerned 
fundamentally w i t h f u n c t i o n a l o b j e c t s . And t h e r e f o r e , he 
has a connection w i t h society which i s , i n t h a t respect, 
broader than the so-c a l l e d 'Fine A r t i s t ' . 

SQ. There you're t a l k i n g of the Artist-Craftsman? 

A. Yes. 

6. 
Q. "Do you l i v e o f f your a c t i v i t y as a p a i n t e r , sculptor/weaver/-
designer etc.,?" 
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A. No. 

Q2. " b ) . I f not do you undertake any other s o r t of work t o 
support your a c t i v i t y as a p a i n t e r , s c u l p t o r . . . . ? " 

A. Yes I teach. 

Q2. " I f you undertake any other s o r t of work do you consider 
y o u r s e l f p r i m a r i l y an A r t i s t - C r a f t s m a n , or p r i m a r i l y a 
teacher?" 

A. I t h i n k of myself as an A r t i s t - C r a f t s m a n , . . . who teaches. 

7. 

Q. "What s o r t of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p do 
you have w i t h galleries/patrons/customers?" 
A. I s e l l my work l a r g e l y through r e t a i l sources.... contacts 
w i t h buyers i n shops. 

Q2. "Would you wish t h i s r e l a t i o n s h i p t o be otherwise?" 

A. I would wish t h a t there were more s a t i s f a c t o r y means 
of s e l l i n g work, other than through the r e t a i l t r a d e . This 
i s p a r t i c u l a r l y t r u e of p o t t e r y - and indeed of a l l the c r a f t s . 
That there i s so l i t t l e f a c i l i t y f o r e x h i b i t i n g , and s e l l i n g 
d i r e c t t o the p u b l i c . 

SQ. Do you t h i n k t h a t the C r a f t Council Index w i l l make any 
headway on that? 

A. I t h i n k i t i s an important move; I t h i n k i t w i l l do 
some good, though I don't know how many craftsmen w i l l 
a c t u a l l y be approahced through t h i s index. I suspect 
not very many. 

SQ. Do you f e e l t h a t o u t l e t through shops tends t o f o r c e 
you i n t o the ' a r t y - c r a f t y ' trade ... g i f t shops...? 
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Ae There i s a danger t h a t you tend t o supply what the buyer 
t h i n k s the publ i c w i l l buy; t h i s i s a dangerous aspect. 

8. 
Q. "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? ' 1 

A. I t h i n k he has a r i g h t t o be supported t o p r a c t i s e h i s 
a r t ; but whether he should expect t o make a l i v i n g by the 
sale o f h i s a r t i s a d i f f e r e n t matter. 

SQ. Tou mean 'supported' i n the sense t h a t the A r t s , 
C r a f t s Councils...• 

A* I t h i n k t o some extent he should be supported by s o c i e t y , 
i f he's going t o remain a t r u l y f r e e a r t i s t . 

9. 
Q« "A tendency has been noted f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves being a r t i s t s , r a t h e r than 
craftsmen, w i t h a l l t h a t t h i s i m p l i e s i n terms of independ­
ence as creat o r (not c o p i e r , or r e p e t i t i o u s producer) and 
the primacy of the a e s t h e t i c o b j e c t , r a t h e r than the f u n c t i o n a l 
o b j e c t . S i m i l a r l y among some p a i n t e r s and s c u l p t o r s a 
s h i f t towards c a l l i n g themselves craftsmen, r e a c t i n g against 
some of the specialness or sacredness apparent i n p u b l i c use 
of the term ' a r t i s t ' has been noted. Do you experience any 
problems connected w i t h being a r t i s t / c r a f t s m a n / d e s i g n e r (as 

a p p r o p r i a t e ) ? " 

A. I t h i n k t h a t there i s always a f e e l i n g t h a t I wish t o be 
thought of p r i m a r i l y as a r t i s t , r a t h e r than craftsman; t h i s 
must be part of the general a t t i t u d e t o f u n c t i o n s . . . w i t h 
somehow the i m p l i c a t i o n t h a t c r a f t i s u n c r e a t i v e . 

SQ. So, i n a sense, you say t o me i n i t i a l l y t h a t you are an 
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a r t i s t - c r a f t s m a n , because of what t h i s i m p l i e s between us 
about c r e a t i n g f u n c t i o n a l o b j e c t s , b u t .... 

A. Tea* Yes. I mean I don't accept t h a t I f u n c t i o n i n 
e i t h e r of those ways t h a t you've defined as the r e p e t i t i o u s 
producer or the n o n - o r i g i n a t o r . . . 

SQ. No. I was p u t t i n g i t i n extremes.... 

A« Yes. Yes, and I don't r e a l l y i n f a c t d e f i n e craftsmanship 
i n e i t h e r of those ways. That i s , we must q u a l i f y i t by 
saying 'creative craftsmanship'; because otherwise you are 
j u s t a journeyman. 

10. 
Qo "The problem w i t h being c a l l e d a r t i s t , i s t h a t , i n the 
extreme, the term r e l a t e s t o genius, super-humanness; the 
problem w i t h being c a l l e d craftsman i s t h a t i t has overtones 
of parochialism, rough workmanship, hol i d a y t r i n k e t manufact^ 
ure; s i m i l a r l y designer conjures up an image of an a c t i v i t y 
a bstracted from the f u l l range of e f f o r t and involvement 
necessary i n the production of an o b j e c t . Do you agree? 
Have you any comment?" 

A. I would say t h a t the a r t i s t - c r a f t s m a n i s e s s e n t i a l l y one 
who performs a l l the processes = designing and making. 

11. 
Q. "Frank Lloyd of Marlborough Fine A r t i s r e p o r t e d t o have 
s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t money.' 
What do you f e e l about the o r g a n i s a t i o n of the a r t market?" 

A. I t h i n k i t ' s extremely w e l l organised f o r making money: 
I t h i n k i t ' s d o u b t f u l what service i t o f f e r s t o a r t i n general. 
The i n s i s t e n c e on s t y l e and manner which so o f t e n occurs 
i n g a l l e r i e s has a pernicious e f f e c t on the young a r t i s t , 
imposing a pressure on him to work i n a c e r t a i n manner, or 
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perhaps t o s u s t a i n one phase of h i s development, because 
t h i s appears t o be popular. I t h i n k t h i s i s an i n j u r i o u s 
t h i n g . 

12. 
Q. "Do you t h i n k the employment of a r t i s t s / c r a f t s m e n / d e s i g n e r s 
by c i t y c o u n c i l s on a permament basis t o decorate and adorn 
p u b l i c b u i l d i n g s and places, and t o work w i t h a r c h i t e c t s on 
new b u i l d i n g s , would be (a) a good idea?, (b) would improve 
the v i s u a l environment?" 

A. Yes, I have thought o f t e n about t h i s . And I don't 
t h i n k i t w i l l work i n any self-conscious way; I t h i n k i f the 
time i s not r i p e , and i f t h i s doesn't happen i n a spontaneous 
organic way, then i t doesn't produce anything of great 
i n t e r e s t , - i t becomes s t i l t e d , and r a t h e r s e l f - c o n s c i o u s . 
One o f t e n hears p o t t e r s say, ' I f only a r c h i t e c t s would 
employ p o t t e r s ' , - f o r the a r c h i t e c t u r a l d e t a i l s ; but on the 
whole, when i t has occurred i t hasn't been very s u c c e s s f u l . 

SQ. The problem w i t h the question, as I put i t t h e r e , i s 
t h a t you are t a k i n g the people and p u t t i n g them on as an 
ov e r - l a y . 

A* Yes, I t h i n k so. I t ' s a kind of embellishment, r a t h e r 
than p a r t of the s p i r i t of the whole t h i n g . This i s a danger. 

SQ. Can you conceive of any way i n which i t could become 
part o f the s p i r i t of the whole thing? 

A* No; not r e a l l y . 

13. 

Q. "What do you t h i n k of the present s t a t e of the a r t s i n 
B r i t a i n ? " - i . e . have you got any p a r t i c u l a r comment, r a t h e r 
than a t o t a l summary? 
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A. I t h i n k i t a very h e a l t h y , very l i v e l y . S t i l l , i n a 
way, tending t o remain n o n - p l a s t i c . I s t i l l t h i n k t h a t t h i s 
i s the f a i l i n g of Englis h a r t . 

SQ. Too much v i s u a l . 

A. Yes, and s t i l l w i t h t h i s tendency t o r e v e r t t o l i t e r a r y 
themes. 

14. 
Q. A quote from Cezanne. " ' I must go on working, but 
not i n order t o a t t a i n a f i n i s h e d p e r f e c t i o n , which i s so much 
sought a f t e r by imb e c i l e s . And t h i s q u a l i t y , which i s 
commonly so much admired i s nothing but the accomplishment of 
a craftsman, and makes my work produced i n t h a t way i n a r t i s t i c 
and v u l g a r . I must not t r y t o f i n i s h anything except f o r 
the pleasure of making i t t r u e r and wiser.' What i s your r e a c t ­
i o n t o these views? ( b) I s a r t f o r a r t ' s sake l i b e r a t i n g ? 
r e s t r i c t i n g ? " 

A. I t h i n k i t ' s dangerous - i f I may c r i t i c i s e the o l d 
gentleman - i t ' s dangerous to suggest t h a t there i s . . . . i t 
would be a mistake t o f i n i s h , complete an idea and round o f f 
a statement. But we know, as a r t i s t s , t h a t t o work on 
beyond the s t a t e s of v i t a l involvement w i l l produce something 
t h a t ' s dead. I of course q u a r r e l w i t h the idea t h a t 
craftsmanship can be l i n k e d w i t h v u l g a r i t y - there's no 
reason why i t should be. There's no reason why a p a i n t i n g 
should be vulgar by being worked t o a complicated conclusion,. 

15. 
Q. This i s Herbert Read summarising Sigmund Freud; "'There 
i s l i t t l e doubt t h a t , i n some sense or other, the a r t i s t i s 
always t o be regarded as psychotic. He may not be m a n i f e s t l y 
psychotic; he may r a t h e r be a psychotic type who has found 
some way of d i s g u i s i n g or compensating f o r h i s psychosis.' 
(a) Do you t h i n k t h i s view has any general currency? 
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(b) Do you t h i n k t h i s view has any v a l i d i t y ? " 

A. I t ' s a view t h a t I had taken r e a l l y , before I knew h i s 
d e f i n i t i o n . I've always f e l t , on the whole, t h a t a r t , t o 
a great extent, i s compensatory. That i t i s f i l l i n g i n f o r 
a c e r t a i n d e f i c i e n c y i n p e r s o n a l i t y . No, I wouldn't 
c e r t a i n l y say t h a t t h i s i s general, but I would say i t ' s 
q u i t e common. But I t h i n k the d r i v e of the a r t i s t t o work, 
i s a d r i v e towards completion of p e r s o n a l i t y t o a great 
e x t e n t . Therefore I would agree w i t h t h a t statement. 

16. 
Qe "Gropius has s a i d ; *Our guiding p r i n c i p l e was tha t . 
a r t i s t i c design i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but simply an i n t e g r a l part of the s t u f f of l i f e . . . . 
Our ambition was t o arouse the c r e a t i v e a r t i s t from h i s 
other w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday world 
of r e a l i t i e s ; and at the same time t o broaden and humanise 
the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind of the business 
man. Thus our inf o r m i n g conception of the basic u n i t y of 
a l l design i n r e l a t i o n t o l i f e was i n d i a m e t r i c a l o p p o s i t i o n 
t o t h a t of 'a r t f o r a r t ' s sake', and to the even more dangerous 
philosophy i t sprang from: business as an end i n i t s e l f 
(a) Do you agree w i t h Gropius i n saying t h a t ' a r t i s t i c design . . . 
i s simply an i n t e g r a l p a r t of the s t u f f of l i f e ' ? (b) Do 
you t h i n k t h a t any of the Bauhaus i n t e n t i o n s , as expressed 
above, have been re a l i s e d ? (by the Bauhaus or any other 
persons/groups?)" 

A, I t h i n k t h a t i t was b a s i c a l l y a mistake t o say t h a t a r t 
i s , or must needs be, of the s t u f f of every-day l i f e . I 
always maintain t h a t a r t i s r e a l l y m y s t i c a l and takes the 
place of magic, and I t h i n k i n a way, the whole Bauhaus 
movement i n t h a t respect was a f a i l u r e . I t d i d n ' t achieve 
the i n t e g r a t i o n i t set out t o achieve, and, i n f a c t , r e a l l y 
produced another r a t h e r precious, self-conscious design 
idiom. Undoubtedly i t has made i t s mark and i n f l u e n c e d , 
f a i r l y profoundly, the nature of i n d u s t r i a l design:- b u t , 



I f e e l , b a s i c a l l y i n a r a t h e r s u p e r f i c i a l way. 

SQ. I t ' s a l t e r e d the design, but not a l t e r e d the p r a c t i c e . 

A. Yes. 

17. 
Q. "What do you t h i n k of the present p o s i t i o n of the a r t i s t , 
craftsman, and designer i n B r i t a i n ? " 

At What: the three separately, 

SQ. Well, whichever you l i k e . 

A* I t h i n k , w i t h a few notable exceptions i n time, i t i s as 
good as i t has ever been. But s t i l l h o l d i n g an i n f e r i o r 
p o s i t i o n compared w i t h many other European c o u n t r i e s . The 
f a u l t i s t h a t English s o c i e t y s t i l l doesn't include the 
a r t i s t , or a r t . Not, as I say, t h a t i t must needs be an 
everyday a c t i v i t y ; but the a r t i s t i s not accepted as a 
member of s o c i e t y i n the way t h a t he i s , say, i n France; -
•Monsieur, vous avez t r a v a i l b i e n ' , - when you come back 
w i t h your canvas; the French t h i n k of a r t as work, whereas 
the Englishman doesn't; he t h i n k s of i t as indulgence. 

SQ. So i t ' s not i n terms of the a b i l i t y t o support y o u r s e l f 
as a r t i s t - c r a f t s m a n , but i n terms of how you're seen and 
t r e a t e d . . . . 

A* Yes, acceptance i n s o c i e t y ; - w i t h the r a m i f i c a t i o n s . 
And I'm not sure t h a t the a r t i s t and craftsman are ne c e s s a r i l y 
worse o f f from the point of view of o p p o r t u n i t i e s than i n 
European c o u n t r i e s , but I t h i n k t h a t they're c e r t a i n l y l e s s 
accepted. 
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18. 
Q. "Do you consider the r o l e of the a r t schools t o be 
s a t i s f a c t o r y ? " 

A* No, I t h i n k t h a t a f t e r an attempt t o produce a v o c a t i o n a l 
approach t o a r t teaching, which has r e a l l y f a i l e d , because 
i t i s t h e r e f o r e t r a i n i n g f o r a very u n c e r t a i n occupation, the 
r e t u r n t o an emphasis on ideas and o r i g i n a l i t y has made the 
whole aspect of a r t teaching very l i g h t v / e i g h t . I t f s 
i n s i s t e d on o r i g i n a l i t y of i n v e n t i o n at a l l costs without 
managing t o produce any sound basis f o r the student's 
development. 

19. 
Q. "Do you consider t h a t the i n d u s t r y of a r t - i n t e l l e c t u a l s , 
( i . e . those who t a l k about and analyse, r a t h e r than make) 
plays a large part i n promoting any p a r t i c u l a r conception of 
a r t and a r t i s t s p u b l i c l y ? " 

A. No, I don't f e e l t h a t t h e i r impact i s very great on the 
c r e a t i v e process. H e a l t h i l y I t h i n k the c r e a t i v e process 
goes on from the purely personal point of view. 

SQ. What about t h e i r impact i n terms of what we were saying 
before, = the a r t i s t not being t r e a t e d as a man who does a 
job, who a c t u a l l y works? - That i s i n terms of people who 
aren't a r t i s t - c r a f t s m e n , t h e i r a t t i t u d e s towards t h e . . . . . 

A. Yes, I t h i n k the a r t c r i t i c i s obviously doing something 
t o popularise :art and to b r i n g the discussion of a r t t o 
the f o r e f r o n t , but, as I say, I don't see t h a t i t does, or 
indeed should, influence the way the a r t i s t works. I don't: 
t h i n k i t does influ e n c e the way the a r t i s t works very much, at 
the deepest l e v e l . 

20. 
Q. "What do you t h i n k of the present r a t i o between a r t / c r a f t / -
design p r a c t i c e , and the i n t e l l e c t u a l discussion and t h e o r i s -
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a t i o n , as i t takes place i n , f o r i n s t a n c e ; schools, a r t 
schools, higher education, T.V., p r e s s , r a d i o , i n other a r e a s ? 1 1 

A* I t h i n k the d i s c u s s i o n of a r t and a e s t h e t i c s can be an 
occupation and an entertainment i n i t s e l f , and i t ' s n e c e s s a r y 
that i t go on.... The extent to which students are asked t o 
t h e o r i s e to a great extent depends on what t h e i r u l t i m a t e 
occupation w i l l be. I t ' s always n e c e s s a r y for those involved 
i n the processes of a r t to have f r e e d i s c u s s i o n and range 
widely over a l l the machinations of a r t and a r t i s t s . 
But, again, I contenoV t h a t , for the a r t i s t h i m s e l f , t h i s i s 
not a prime n e c e s s i t y . He can produce a r t i n a vacuum. 

21. 
Q. "Do you f e e l that i n any way the a r t market and the 
p r o f e s s i o n a l c r i t i c tend to force adherence to a p a r t i c u l a r 
s t y l e and mode of e x p r e s s i o n as a p r e r e q u i s i t e f o r suceess 
or continuing s u c c e s s ? " 

A. Yes, t h i s i s r e a l l y what I s a i d e a r l i e r i n answer to 
that other question. 

22. 
Q» "' A r t i s something which i s part of the a r t i s t ' s s e l f , 
as he i s , and not something which he s e l l s to earn a l i v i n g * . 
I s t h i s t r u e ? Or i s i t t r u e f o r you?" - a quote from a man 
c a l l e d A l l s o p p . 

A. I t ' s t r u e f o r me, and I t h i n k g e n e r a l l y t r u e . 

SQ. I t comes back to what you were s a y i n g about completion 
of the S e l f 

A* Yes... 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l of t e c h n i c a l acomplish-
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ment o r s k i l l . Would you d i s t i n g u i s h s k i l l f r o m a r t ? I f 
so, w o u l d you see t h i s as a d i f f e r e n t l e v e l o f d i s t i n c t i o n 
t h a n t h a t , f o r example, between an a v e r a g e l y s k i l l e d t e n n i s 
p l a y e r , and t h e a b i l i t y o f a t o p c l a s s p r o f e s s i o n a l ? " 

A* One has t o d e f i n e ' s k i l l ' , because i t can i m p l y a 
v i r t u o u s i t y i n t h e w i d e s t sense, o r i t can a p p l y merely t o 
a s o r t o f t e c h n i c a l m a n i p u l a t i o n - th o u g h I don't t h i n k i n 
a r t i t ' s p o s s i b l e r e a l l y t o d i s t i n g u i s h t h e p a r t t h a t t h e 
hand p l a y s i n a p l a s t i c a r t - o b v i o u s l y t h e hand i s o n l y a t 
t h e command o f t h e mind, b u t we t e n d t o make t h o s e d i s t i n c t i o n s , 
and i f we t a k e t h e b r o a d e s t d e f i n i t i o n t h e n t h i s i s o b v i o u s l y 
an e s s e n t i a l p a r t : t h e s k i l l o f o r g a n i s a t i o n o f a canvas, 
t h e s k i l l o f t h e f a l l o f a p o t . . . . i n v o l v e s t h e whole b e i n g . 
T h e r e f o r e , by t h a t d e f i n i t i o n , I t h i n k s k i l l i s e s s e n t i a l . ... 
What was t h e q u e s t i o n ? I've f o r g o t t e n whr.t t h e q u e s t i o n was... 

SQ. Would you d i s t i n g u i s h s k i l l f r o m a r t ? 

A« NO I wo u l d n ' t d i s t i n g u i s h them. 

2k. 

Q. T h i s i s b a s i c a l l y t h e same q u e s t i o n , t h e n ; "Can I 
l e a r n t o be an a r t i s t , o r must I have a c e r t a i n l e v e l o f 
p r e - e x i s t i n g t a l e n t ? " 

A. Going back t o t h e p r e v i o u s q u e s t i o n ; I t h i n k t h a t t h e 
a r t i s t r e q u i r e s a c e r t a i n p e r s o n a l i t y , and t h i s o b v i o u s l y c a n ' t 
be g i v e n t o him. I t h i n k t h a t a s t u d e n t can r e a c h a f a i r l y 
h i g h l e v e l o f achievement, but i f he i s a n o n - a r t i s t , h i s 
work w i l l n o t be o f any s i g n i f i c a n c e , or v a l u e . 

25. 
Q. "Are you happy w i t h t h e ways i n which t h e A r t s , C r a f t s 
and Design C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. B r o a d l y y e s . Though I t h i n k t h e y t e n d t o remain t o o . . . . 
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t h e y t e n d t o t a k e an i n t e r e s t i n t o o s m a l l a number o f a r t i s t s . 
They s h o u l d range more f r e e l y , t o cover a w i d e r f i e l d . 

SQ. I was r e a d i n g a r e p o r t by t h e A r t s C o u n c i l on t h e a c t i v ­
i t i e s o f CEMA - Committee f o r t h e Encouragement o f Music and 
A r t s - d u r i n g t h e war, and, i t spent s e v e r a l pages p r a i s i n g 
CEMA, o u t l i n i n g i t s a c t i v i t i e s i n d i r e c t s p o n s o r s h i p , People's 
E x h i b i t i o n s , f a c t o r y p e rformances, p a i n t i n g o f t h e c a f 4 s and 
r e s t a u r a n t s , and so f o r t h , and t h e n /J-t/ went on t o say i t 
was c o n t i n u i n g i t s a c t i v i t i e s ; but i t seemed t o me t o be 
almost c o m p l e t e l y r e v e r s i n g t h i s : w i t h d r a w i n g f r o m d i r e c t 
s p o n s o r s h i p , w i t h d r a w i n g from b u y i n g p i c t u r e s a t t w e n t y 
q u i d f l a t r a t e , - t a k i n g as i t s f u n c t i o n o n l y t o m a i n t a i n 
s t a n d a r d s i n c e n t r a l a r e a s . . . . t o you f e e l t h i s . . . ? 

A* Yes, I don't t h i n k t h i s was t h e p o i n t o f t h e i r f o r m a t i o n 
anyway. I t h i n k t h e r o l e was t h a t t h e y s h o u l d range w i d e l y , 
and sponsor t h e l i t t l e known, t h e unknown. 

SQ. What t h e y seemed t o be a r g u i n g was t h a t t h e s t a t e s h o u l d 
n o t be i n v o l v e d d i r e c t l y , - b u t g i v e n t h e i r account o f 
CEMA, a l l t h a t t h e y were s a y i n g about CEMA was t h a t t h e s t a t e 
$nd d i r e c t s p o n s o r s h i p had been v e r y e f f e c t i v e ; and t h e n 
t h e y s a i d , 'Oh w e l l , we've got t o w i t h d r a w ' - f o r g e t t i n g 
what t h e y ' d j u s t s a i d , and t h e n g o i n g on t o say t h a t l o c a l 
a u t h o r i t i e s , i n d u s t r y , and t h e A r t s C o u n c i l v i a r e g i o n a l 
c o u n c i l s which i n a sense comes down t o t h e same t h i n g . . . 

A, Yes, y e s . I t h i n k t h e y ' r e muddled i n t h e i r i n t e n t i o n s 
h e r e . I don't t h i n k t h a t t h e r e ' s any evidence t h a t t h a t 
s o r t o f i n t e r v e n t i o n was bad, o r would be bad. I t ' s 
obv i o u s t h a t t h e a r t i s t r e q u i r e s a p a t r o n , r e q u i r e s a sponsor, 
- he doesn't e x i s t o t h e r w i s e . 

SQ. And t h e r e ' s never been freedom i n t h e A r t s anyway.... 

A. N 0. And, i n a way, i f t h e s t a t e were t o f r e e him f r o m 
t h e s t r a i t - j a c k e t o f t h e g a l l e r i e s demands - t h i s might 
w e l l be a h e a l t h y t h i n g . 



I n t e r v i e w Two 

Tottenham, London 
10 December 197^ 

I n t e r v i e w two i s w i t h a p a i n t e r and draughtsman who 
a l s o a f u l l - t i m e l e c t u r e r a t a C o l l e g e o f E d u c a t i o n . 
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INTERVIEW TWO 

Tottenham, London. 
10 December 197^ 

1-
Q, "What a r e y o u r main f i e l d s o f a c t i v i t y ( p a i n t e r , s c u l p t o r , 
weaver, e n g r a v e r , e t c . , e t c . , ) ? " 

A. D r a w i n g and P a i n t i n g . 

2. 

Q. "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n , o r d e s i g n e r ? 
or any c o m b i n a t i o n o f t h e s e ? " 

A. An a r t i s t . 

3. 

Q. "What does t h e i d e a o f b e i n g P r o f e s s i o n a l mean t o you 
as r e g a r d s b e i n g an a r t i s t ? " 
A. W e l l , I t h i n k t h a t i n t h e o l d sense a p r o f e s s i o n a l was 
somebody who was employed s i m p l y as an a r t i s t . . . . Today I 
r e g a r d i t as b e i n g something r a t h e r d i f f e r e n t : i t ' s more 
an a t t i t u d e t o work - a p r o f e s s i o n a l i s somebody who w i l l , 
f o r i n s t a n c e , g e t on w i t h h i s work r e g a r d l e s s o f whether he 
f e e l s l i k e g e t t i n g on w i t h h i s work on a p e r s o n a l l e v e l . 
You know t h a t h e ' l l e i t h e r work by t h e c l o c k o r h e ' l l 
d i s c i p l i n e h i m s e l f t o work, whether he's f e e l i n g l o w , o r 
whether he's f e e l i n g depressed by h i s work.... h e ' l l t e n d 
t o p l o u g h on. And h e ' l l a l s o be somebody who ±B v e r y 
s i n g l e minded - p a r t i c u l a r l y i n t h e p r e s e n t t i m e , where you've 
got so many o t h e r commitments f o r one t o earn ones l i v i n g , 
t h a t one has i n f a c t v e r y l i t t l e t i m e t o be an a r t i s t , and 
t h e r e f o r e , p r o f e s s i o n a l s e l f d i s c i p l i n e i s a l l t h e more 



21 

i m p o r t a n t . 

SQ. You don't see t h e t e r m i n any sense r e l a t i n g t o t h e 
d o c t o r , l a w y e r , t e a c h e r i d e a - t h e c l o s e d group, t h e . . . . 

A» I f e e l t h a t i f I had a l o t o f s e l f - c o n f i d e n c e I would 
r e g a r d m y s e l f as a p r o f e s s i o n a l ; I don't t h i n k I ' v e got 
enough s e l f c o n f i d e n c e , i n a way, t o adopt t h a t k i n d o f 
r o l e . . : So, I'm n o t s a y i n g . . . . I t h i n k , f o r i n s t a n c e , 
somone l i k e D a v i d Hockney might be r e g a r d e d . . . f o r i n s t a n c e . . . 
you know, P i c a s s o . . . would r e g a r d themselves as p r o f e s s i o n a l 
on a p a r , or even s u p e r i o r , t o d o c t o r s , l a w y e r s , e t c . I 
don't t e n d t o see m y s e l f i n t h a t l i g h t * I'm n o t even sure 
i f I am a p r o f e s s i o n a l . I ' d say I wasn't a p r o f e s s i o n a l . . . . 

W 
Qo "Do you e x p e r i e n c e o r f e e l t h e r e a r e any problems i n 
t h e t r i p a r t i t e d i v i s i o n s o f a r t ; c r a f t ; d e s i g n ? " 

A» I n e d u c a t i o n ? Or o u t s i d e . . . 

SQ. W e l l : f i r s t l e t ' s say i n your p r a c t i c e as a p a i n t e r . . 

A« No. I don't r e a l l y - as I s i m p l y r e g a r d m y s e l f as a 
p a i n t e r , , I sometimes t u r n t o t h e c r a f t s w i t h i n t e r e s t , and 
o u t b u r s t s o f enthusiasm; I might suddenly become a p r i n t -
maker, or make f i l m s ( w h i c h I have done - t h a t s o r t o f t h i n g : -
over t h e y e a r s - o r s c u l p t i n g ) , but I ' v e always e v e n t u a l l y 
f o u n d m y s e l f f r u s t r a t e d by t h e s e o t h e r a c t i v i t i e s , so I always 
t e n d t o come back t o p a i n t i n g a g a i n . And I t h i n k my f o r a y s 
i n t o o t h e r c r a f t s a r e d i m i n i s h i n g a l l t h e t i m e - I do i t 
l e s s and l e s s as l i f e g e t s s h o r t e r , as i t were, and t i m e ' s 
r u n n i n g o u t . About the age o f f o r t y one becomes aware o f 
t h i s , and one f e e l s t h a t i n o r d e r t o a c h i e v e a n y t h i n g one's 
got t o s t i c k t o one t h i n g : and i t i s a q u e s t i o n o f achievement; 
o b v i o u s l y i f one had p l e n t y o f l i v e s - n i n e l i v e s - one would 
be v e r y happy t o have one o f them spent d o i n g p o t t e r y , 
a n o t h e r one making f i l m s . . . . . . b u t , as I ' v e o n l y got one I 

t e n d t o s t i c k t o t h e - you know, as Mozart s a i d , ' A f t e r t h e 
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f i r s t l o v e , t h e r e i s no o t h e r , * 

SQ. And, i n t h e end, you see p a i n t i n g as a r t , and t h e s e o t h e r 
a c t i v i t i e s as c r a f t - not t a l k i n g i n t h e sense o f a b a r r i e r 
between them, b u t as.... 

Ao No. I ' v e l e a r n t an enormous amount: p a r t i c u l a r l y f r o m 
p r i n t - m a k i n g , a c t u a l l y , and my p a i n t i n g has improved, I t h i n k , 
by my u n d e r s t a n d i n g o f p r i n t making. I n f a c t I a l s o l e a r n t 
t h e f l u t e f o r two y e a r s , and I f e e l I l e a r n t a l o t about 
p a i n t i n g - about a r t r e a l l y = by l e a r n i n g t h e f l u t e . I 
mean I r e g a r d any o t h e r a c t i v i t y , o t h e r t h a n p a i n t i n g , as 
b e i n g g r i s t t o one's m i l l . . . . Are you a s k i n g me whether I 
t h i n k t h a t a r t , whether p a i n t i n g i s s u p e r i o r or i n f e r i o r 
t o t h e o t h e r c r a f t s ? 

SQ. No - what I'm g e t t i n g a t i s t h e v e r y i d e a o f t h e d i v i s i o n 
between t h i n g s t h a t are a r t , t h i n g s t h a t a r e c r a f t , t h i n g s 
t h a t a r e d e s i g n = t h r e e o f which are b r a c k e t e d , i n terms o f 
t h e s t a t e , under t h r e e d i f f e r e n t b o d i e s , . . . . 

A* Yes, w e l l I suppose, i n a sense, I'm... I t h i n k t h a t 
t h e c r a f t s have l e s s - t h e y may have l e s s . . . . t h e y do have 
l e s s c o n t e n t , p s y c h o l o g i c a l c o n t e n t , and e m o t i o n a l c o n t e n t , 
t h a n p a i n t i n g . I t ' s i n t e r e s t i n g t h a t when people l i k e 
P icasso spend q u i t e a l o t o f t h e i r t i m e i n f i e l d s l i k e 
p o t t e r y and p r i n t - m a k i n g , one v e r y o f t e n f e e l s t h a t t h e y , as 
i t were, i n d u l g e and e n j o y these c r a f t s because t h e y a r e not: 
f e e l i n g l i k e p r o d u c i n g B e r n i c a a t t h a t p a r t i c u l a r t i m e : t h e y ' r e 
a t a l o o s e end, i n a sense; r a t h e r t h a n s t o p work a l t o g e t h e r , 
t h e y ' d much r a t h e r e x p l o r e o t h e r f i e l d s . . . 

5. 
Q. "What s p e c i a l f u n c t i o n , i f any, do you c o n s i d e r t h e 
a r t i s t t o have?" - or c r a f t s m a n , o r d e s i g n e r ? 

A. W e l l , I t h i n k t h e a r t i s t i s concerned w i t h v i s i o n , i s 
concerned w i t h ways o f s e e i n g ; and he i s concerned w i t h t h e 
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whole problem o f making a c o n s t r u c t i o n w h i c h i s s a t i s f y i n g 
on an a b s t r a c t and a e s t h e t i c l e v e l . Which i s a l s o a b o u t , 
s t i m u l a t e d by, some a s p e c t o f h i s v i s u a l e x p e r i e n c e - t h e r e ' s 
a k i n d o f t e n s i o n between what he's d o i n g on t h e canvas, and; 
what he's responded t o : and, t h r o u g h t h i s t e n s i o n , he's 
t r y i n g t o e v o l v e a v i s i o n , r e a l l y , I don't know what 
o t h e r word t o use. I t h i n k i t ' s a v i s i o n t h a t goes on 
i n s i d e t h e p i c t u r e ; whereas t h e d e s i g n e r i s concerned w i t h 
a c t u a l l y making t h e environment f o r people - t o a c t u a l l y l i v e 
i n i n one way and a n o t h e r . You don't l i v e i n a p a i n t i n g ; 
you l o o k a t a p a i n t i n g . I t r e a l l y i n f l u e n c e s t h e way you 
see t h i n g s a f t e r w a r d s , and w h i l e you're l o o k i n g a t t h e 
p i c t u r e . So t h a t t h e d e s i g n e r ' s gone o u t s i d e t h e b a r r i e r 
o f t h e p i c t u r e , and he's c r e a t i n g t h e whole you c o u l d 
be r e g a r d e d as i n some way b e i n g e q u a l l y i m p o r t a n t - people 
l i k e t h e De S t i j l a r t i s t s r e g a r d e d them as b e i n g more 
i m p o r t a n t . That doesn't answer t h e q u e s t i o n about c r a f t . 
I w ouldn't r e a l l y d i s t i n g u i s h between t h e c r a f t s m a n and t h e 
d e s i g n e r . 

6̂  

Q« "Do you l i v e o f f your a c t i v i t y as a p a i n t e r ? " 

A. No. 

Q2. " ( b ) I f n o t , do you u n d e r t a k e any o t h e r s o r t o f work 
t o s u p p o r t y o u r a c t i v i t y as a p a i n t e r ? " 

A. T e a c h i n g . 

Q2. " ( c ) I f you u n d e r t a k e any o t h e r s o r t o f work, do you 
c o n s i d e r y o u r s e l f p r i m a r i l y an a r t i s t , o r p r i m a r i l y a t e a c h e r ? 

A. That's a d i f f i c u l t one. I t h i n k I r e g a r d m y s e l f 
p r i m a r i l y as an a r t i s t - who t e a c h e s . But i t ' s a more 
c o m p l i c a t e d s u b j e c t t h a t t h a t . Because one i s d i f f e r e n t 
people a t d i f f e r e n t t i m e s . And i f I am p r e p a r i n g a l e c t u r e , 
or a l e s s o n , and when I'm a c t u a l l y i n v o l v e d i n t e a c h i n g , i t ' s 



my aim t o be p r o f e s s i o n a l about i t : j u s t e x a c t l y as i f 
I'm p a i n t i n g a p i c t u r e i t ' s my aim t o be p r o f e s s i o n a l about 
i t . And t h i s e n l a r g e s what I was s a y i n g e a r l i e r about 
p r o f e s s i o n a l i s m . Because one o f t h e t h i n g s I would l i k e 
t o add t o t h a t i s t h a t a p r o f e s s i o n a l i s a person who does 
a j o b , whatever j o b he's d o i n g , he does i t t o a v e r y h i g h 
s t a n d a r d . He knows he's not g o i n g t o do i t p e r f e c t l y ; 
he may be a v e r y l o n g way f r o m i t , b u t , he's t r y i n g a l l t h e 
t i m e t o do i t so t h a t i t ' s done r e a l l y w e l l . And I would 
extend my i d e a s . I'm n o t j u s t a p r o f e s s i o n a l when I'm 
p a i n t i n g : I c e r t a i n l y do adopt a p r o f e s s i o n a l a t t i t u d e when 
I'm p a i n t i n g : b ut I t r y t o make i t t h a t e v e r y t h i n g I do i s 
a t a p r o f e s s i o n a l l e v e l . I f someone says t o me, ' W e l l , 
c o u l d you d e c o r a t e t h e h a l l ? ' - you know, t h e s c h o o l h a l l o r 
something, I would t r y and make a p r o f e s s i o n a l j o b o f i t . 
And so I adopt t h i s a t t i t u d e w i t h whatever I'm d o i n g . But 
I r e g a r d m y s e l f p r i m a r i l y as an a r t i s t , because t h a t ' s t h e 
t h i n g I ' d r e a l l y l i k e t o be d o i n g . And t h a t ' s t h e t h i n g 
t h a t I s t a r t e d d o i n g . 

SQ. And your t e a c h i n g i s b a s i c a l l y a s u p p o r t f o r t h a t ? 

A. T h a t ' s how i t began: yes i t i s , i n t h a t I w o u l d n ' t 
t e a c h i f I d i d n ' t have t o . . . 

7. 
Q. "What s o r t o f f i n a n c i a l o r c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 

A. None. 

SQ. How do you s e l l ? 

A. W e l l , I s e l l q u i t e c a s u a l l y . I have had e x h i b i t i o n s 
f r o m t i m e t o t i m e ; so I mean, i n t h a t sense, i t i s n ' t 
none. 6ut I haven't got any permanent or r e g u l a r . . . . 

SQ. No: what I'm t r y i n g t o get a t i s any form i n w h i c h you 
s e l l . . . . 
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A« Oh w e l l : I s e l l c a s u a l l y . I mean, people come t o t h e 
house, and t h e y see something, and t h e y l i k e i t , so t h e y 
might buy i t . I t o c c a s i o n a l l y does happen. Other t i m e s , 
i f I have a l o t o f p a i n t i n g s , which doesn't o f t e n happen, 
because I'm a v e r y slow w o r k e r . . . . i f I d i d get a l o t t o g e t h e r , 
w e l l t h e n I might t h i n k , ' W e l l , i t ' s about t i m e t h a t I , 
s o r t o f , made an e f f o r t ' . Then I might c o n t a c t a g a l l e r y 
and put on an e x h i b i t i o n . And I might s e l l a few a t t h e 
e x h i b i t i o n . Q u i t e o f t e n none. 

Q2. "And would you v/ish t h i s t o be o t h e r w i s e ? " 

A, No. I wouldn't wish i t t o be o t h e r w i s e . I t h i n k 
i f I was immensely p r o d u c t i v e , and I had a l o t o f work, t h e n 
I would c e r t a i n l y w ish t o have an o u t l e t f o r i t . I t h i n k 
I ' d w i s h t o s e l l r a t h e r more i n t h e way I do s e l l them - t h a t 
i s , t h a t people come i n t o t h e house: I w i s h t h a t were more 
o f t e n , I w o u l d n ' t l i k e t o have a c o n t r a c t w i t h a d e a l e r , 
or a n y t h i n g l i k e t h a t . I ' d d i s l i k e i t , - I t h i n k . 

8. 
Q» "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A. Te s j y e s . D e f i n i t e l y . 

SQ. And would you see t h i s i n terms o f s e l l i n g on t h e open 
market, o r . . . . b e i n g s u p p o r t e d by t h e A r t s C o u n c i l . . . 

A. Yes: I don't see why n o t . I t h i n k he's p r o d u c i n g works 
w h i c h are e i t h e r e x p r e s s i v e , o r b e a u t i f u l , and why s h o u l d n ' t ; 
he be p a i d f o r p r o d u c i n g them? I t depends what you mean 
by 'having a r i g h t ' . 1 don't t h i n k t h a t s o c i e t y s h o u l d 
be bound t o pay him; he might be p r o d u c i n g r u b b i s h . B u t , 
i f he can s e l l more or i f he can get s u p p o r t f r o m t h e A r t s 
C o u n c i l , t h e n he has a p e r f e c t r i g h t t o . 
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9. 
Q« "A tendency has been n o t e d f o r some p o t t e r s , weavers, e t c . , 
t o i n s i s t on themselves b e i n g a r t i s t s , r a t h e r t h a n c r a f t s m e n , 
w i t h a l l t h a t t h i s i m p l i e s i n terms o f independence as c r e a t o r 
( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) and t h e primacy o f t h e 
a e s t h e t i c o b j e c t , r a t h e r t h a n t h e f u n c t i o n a l o b j e c t . 
S i m i l a r l y , among some p a i n t e r s and s c u l p t o r s , a s h i f t t o w a r d s 
c a l l i n g themselves c r a f t s m e n , r e a c t i n g a g a i n s t some o f t h e 
s p e c i a l n e s s o r sacredness a p p a r e n t i n p u b l i c use o f t h e 
t e r m ' a r t i s t ' has been n o t e d . Do you e x p e r i e n c e any 
problems connected w i t h b e i n g a r t i s t ? " 

Ao W e l l , I t h i n k t o a c e r t a i n e x t e n t t h i s i s j u s t a 
m a t t e r o f l a b e l s . And so people might w i s h t o r e v e r s e t h e 
l a b e l s , and, l i k e S c h w i t t e r s s u d d e n l y s t a r t e d c a l l i n g i t 
'Merz' i n s t e a d o f A r t , and so people s a i d , 'Do you c a l l t h a t 
a r t ? * , and he s a i d , 'No, I d o n ' t c a l l t h a t a r t : I c a l l i t 
Merz.' I suppose s o c i a l l y s p e a k i n g I'm a f f e c t e d by b e i n g an 
a r t i s t , i n t h e sense t h a t I t h i n k some o f t h e people 
I meet a r e , perhaps, s l i g h t l y c u r i o u s about me because I am 
an a r t i s t : t h e y might s o r t o f say, 'Oh y o u ' r e l u c k y . How 
l o v e l y f o r you - you have a day a week w h i c h you can set 
a s i d e f o r your p a i n t i n g , and how m a r v e l l o u s l y r e l a x i n g i t 
must be...' Or..., you know, t h e y have a l l s o r t s o f 
a t t i t u d e s t o one, because t h e y know one i s an a r t i s t . 
And t h e s e , on t h e whole, I t h i n k , work s l i g h t l y i n one's 
f a v o u r , i n t h e sense...(sometimes i t can be v e r y i r r i t a t i n g ) . . . 
b u t , q u i t e o f t e n , one g e t s a k i n d o f g r a t u i t o u s r e s p e c t 
f r o m some pe o p l e . They r e g a r d you as b e i n g s l i g h t l y m a g i c a l , 
when one i s i n f a c t not any more m a g i c a l t h a n t h e y a r e . 
I t h i n k p o s s i b l y i t ' s r a t h e r u n f a i r t h a t somebody who i s a 
( i f t h i s i s t r u e ) . . . a c r a f t s m a n doesn't f e e l t h a t he g e t s 
enough s t a t u s i n comparison t o a p a i n t e r . I'm n o t s u r e 
t h a t t h i s i s r e a l l y so. I mean, i f you say....: i f I was 
a p o t t e r i t would be t h e same, and people would say, 
•Oh] M a r v e l l o u s ! He p u t s h i s hands i n t h e c l a y . . . ' 
And so, i t i s n ' t a t h i n g , anyway, t h a t t e r r i b l y b o t h e r s me. 
I t does sometimes i r r i t a t e me. 
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SQ. No. I t seems t o be more among t h e c r a f t s m e n , i n t h e 
sense t h a t t h e p o t t e r , as a p o t t e r , h a v i n g t o r e p e a t a l i n e , 
becomes a ceramic a r t i s t , and s t a r t s p r o d u c i n g n o n - f u n c t i o n a l 
a b s t r a c t s t u f f . Or a t a p e s t r y company I saw up a t E d i n b u r g h 
where he was s a y i n g how i m p o r t a n t i t was t o be ' a r t i s t • 
r a t h e r t h a n c r a f t s m a n , because as c r a f t s m a n he was b r o u g h t , 
say, a s m a l l I v o n H i t c h e n , and t o l d t o blow i t up t o 
t h i r t y f e e t by f i f t e e n f e e t : and i t ' s d e s i g n e d i n p a i n t i n g , 
i n m i n i a t u r e . And, he says, you know, once he's an 
a r t i s t , people s t a r t s a y i n g , ' W i l l you d e s i g n me s o m e t h i n g ' 
- such and such a s i z e , i n y o u r own medium. 

A. Yes, y e s . I see. I don't see how t h i s a f f e c t s me, 
r e a l l y . I suppose, t o draw a p a r a l l e l w i t h t h e c r a f t s m a n , 
t h a t ' s why I a v o i d g a l l e r i e s on t h e whole: I wo u l d n ' t 
l i k e t o be under c o n t r a c t , o r a n y t h i n g l i k e t h a t . I t 
would mean t h e r e would be p r e s s u r e s on me t o produce t h e 
same k i n d o f work, you know - "We l i k e t h i s s t y l e , why don't, 
you go on w o r k i n g i n t h a t way'.... t h i s k i n d o f t h i n g . So, 
by a v o i d i n g any k i n d o f - by i n f a c t n ot h a v i n g t o e a r n my 
l i v i n g a t i t I'm much f r e e r . 

10. 
Q. "The problem w i t h b e i n g c a l l e d a r t i s t i s t h a t , i n t h e 
extreme, t h e t e r m r e l a t e s t o g e n i u s , super-humanness; t h e 
problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t has o v e r t o n e s 
o f p a r o c h i a l i s m , rough workmanship, h o l i d a y t r i n k e t m a n u f a c t u r e ; 
s i m i l a r l y d e s i g n e r c o n j u r e s up an image o f an a c t i v i t y 
a b s t r a c t e d f r o m t h e f u l l range o f e f f o r t and i n v o l v e m e n t 
necessary i n t h e p r o d u c t i o n o f an o b j e c t ; would you 
agree? Have you any comment?" 

A. Can you j u s t read t h a t l a s t l i t t l e b i t - t h e b i t about 
t h e d e s i g n e r , a g a i n . . . ^ r e a d s w r i t t e n q u e s t i o n / . 
I do t h i n k t h a t t h e problem w i t h b e i n g c a l l e d an a r t i s t , 
'a t e r m r e l a t i n g t o g e n i u s , super-humanness' e t c ; I t h i n k 
t h i s i s a p r e s s u r e . I t h i n k , i f one i s an a r t i s t , one 
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i s , l i k e t h e p a i n t e r or s c u l p t o r , one does t e n d , a l l t h e t i m e , 
t o compare one's own work w i t h t h e work o f t h e g r e a t e s t 
p r o d u c t i o n s i n t h a t i d i o m . So one bears an enormous burden 
w h i c h I t h i n k p o s s i b l y t h e c r a f t s m a n d o e s n ' t : he c o u l d : i f 
t h e c r a f t s m a n was c o n t i n u a l l y l o o k i n g a t Sung p o t t e r y , t h e n 
he'd be i n a s i m i l a r dilemma. But f o r some r e a s o n he ( i n 
my o b s e r v a t i o n ) d o e s n ' t . I do f i n d t h i s a v e r y g r e a t 
p r e s s u r e - t h a t a l l t h e t i m e I c a n ' t g e t away f r o m Cezanne 
or M a t i s s e , or whoever i t i s . And t h e f e e l i n g t h a t one's 
g o t t o s t r i v e f o r s o m e t i n g which i s way beyond o n e s e l f . I 
suppose i t ' s t a k e n me y e a r s and y e a r s , (and I'm s t i l l d o i n g 
i t ) t o t r y and accept one's own l i m i t a t i o n s and be o n e s e l f . 
And, a t t h e same t i m e , t h e i d e a o f a c c e p t i n g one's l i m i t a t i o n s 
i s a p p a l l i n g . W e l l , one s h o u l d be s t r i v i n g beyond one's 
l i m i t a t i o n s . And a l s o t h e f a c t o r o f t h e s h o r t a g e o f t i m e . 
I know t h a t one c a n n o t , i n f a c t , do as w e l l as one c o u l d 
o t h e r w i s e do i f one had more t i m e . So a l l t h e t i m e one's 
l e a r n i n g t o , s o r t o f , . . . t o be i n a way 'minor'. And so 
t h e r e ' s a sense o f f a i l u r e w h i c h i s b u i l t i n t o t h e whole 
t h i n g r i g h t from t h e b e g i n i n g ; - as i f one's w r e s t l i n g w i t h 
a k i n d o f i m p o s s i b l e t a s k i n w h i c h e v e r y t h i n g i s s t a c k e d 
a g a i n s t one. And, because t h e terms t h a t one's s e t o n e s e l f 
i n t h e f i r s t p l a c e a r e i m p o s s i b l e . I n t h i s sense t h e i d e a 
o f b e i n g a c r a f t s m a n i s a v e r y a p p e a l i n g one t o me. Eecause 
one t h i n k s i m m e d i a t e l y o f W i l l i a m M o r r i s - you know, w o r k i n g 
away a t one's c u r t a i n d e s i g n s or t a p e s t r y , o r whatever i t 
i s . And O.K., i f one's g o i n g t o be a p r o f e s s i o n a l , one's 
g o i n g t o produce a v e r y h i g h s t a n d a r d o f work; b u t somehow 
one doesn't have t o compare i t w i t h . . . . . one's n o t e x p e c t e d 
t o be a g e n i u s . Nov; I w o u l d n ' t f o r one moment countenance 
t h e i d e a o f b e i n g a g e n i u s : I don't t h i n k I am; o r s u p e r ­
human, o r . . . . But, i n a sense, one i s c o n t i n u a l l y comparing 
o n e s e l f t o t h e g e n i u s . And I t h i n k t h i s r e a l l y makes i t 
much more d i f f i c u l t t o be c r e a t i v e ; t h a t one's c r e a t i v i t y i s 
o f t e n b l o c k e d by acute s e l f - c r i t i c i s m . 
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1 1 . 
Q. "Frank L l o y d , o f Marlborough Fine A r t , i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money'. What do you f e e l about t h e o r g a n i s a t i o n o f t h e a r t 
m a r k e t ? " 

A. They've got a p e r f e c t r i g h t t o buy and s e l l - as any 
o t h e r businessman has. I have, i n my t i m e , f e l t b i t t e r 
about t h i s k i n d o f t h i n g , b u t , r e a l l y , on a r a t i o n a l p l a n e , 
t h e y ' r e e n t i t l e d t o buy and s e l l . Where I t h i n k t h e s i t u a t i o n 
i s e x t r e m e l y u n h e a l t h y i s t h a t t h e r e i s j u s t no o u t l e t , or 
v e r y l i t t l e o u t l e t , f o r work. You know, t h e r e a r e l o t s o f 
r e a l l y good people•around i n t h i s c o u n t r y , and i n o t h e r 
c o u n t r i e s , no doubt, who a r e w o r k i n g s e r i o u s l y , who make a 
l o t o f p e r s o n a l s a c r i f i c e s , who produce r e a l l y good work: and 
t h e y cannot s e l l i t , o r t h e y cannot e x h i b i t i t - show i t . 
They're n o t b e i n g employed by s o c i e t y i n any way - and t h e y ' r e 
v e r y t a l e n t e d p e o p l e . Immensely t a l e n t e d p e o p l e . Produce 
masses o f work w h i c h j u s t l i e s around i n t h e i r s t u d i o s . 
Or, even i f i t ' s e x h i b i t e d ( i t i s n ' t a l w a y s ) i t j u s t goes 
back i n t o t h e i r s t u d i o s a g a i n . I t h i n k t h i s i s v e r y v e r y 
sad, you know, t h a t we have t h i s s i t u a t i o n w hich i s a 
k i n d o f top-heavy - t h e market f o r t h e known, e s t a b l i s h e d 
s t u f f , w h ich goes a t i n f l a t e d p r i c e s , - and people l i k e t h e 
M a r l b o r o u g h g a l l e r y a t one end, and t h e r e ' s v e r y l i t t l e 
i n b e t w e e n . I t ' s u n h e a l t h y . I t h i n k i t ' s much more h e a l t h y 
i n I r e l a n d , as f a r as I can make ou t - o r has been, i n D u b l i n . 

SQ. What do t h e y do t h e r e ? 

A. There does seem t o be more scope f o r e x h i b i t i o n s , a t 
w h i c h r e a s o n a b l y p r i c e d works a r e s o l d . Because t h e r e seem 
t o be more people v/ho a r e p r e p a r e d t o spend f o r t y , or a 
hundred, or two hundred pounds on a p i c t u r e . I t ' s a shame 
t h e r e a r e n ' t more people l i k e t h a t around who are w i l l i n g 
t o spend, say, up t o a thousand pounds on a p i c t u r e . I t 
seems t h a t t h e c o l l e c t o r s a r e few and f a r between. And t h e y 
l i k e . . . . t h e y ' r e a l s o concerned w i t h i n v e s t m e n t - as f a r as 
one u n d e r s t a n d s i t anyway. I must say I'm p r e t t y i g n o r a n t 
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about t h a t w o r l d o f b u y i n g and s e l l i n g : I don't r e a l l y know 
much about i t . 

12. 
Q. "Do you t h i n k t h e employment o f a r t i s t s / c t a f t s m e n / 
d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o d e c o r a t e 
and adorn p u b l i c b u i l d i n g s and p l a c e s , and t o work w i t h 
a r c h i t e c t s on new b u i l d i n g s , would be ( a ) a good i d e a ? 
( b ) would improve t h e v i s u a l e n v i r o n m e n t ? " 

A. I c e r t a i n l y t h i n k i t ' s a good i d e a . I don't t h i n k i t 
would n e c e s s a r i l y improve t h e v i s u a l e n v i r o n m e n t , u n l e s s i t 
was done i n t h e r i g h t way. And t h e q u e s t i o n i s b a s i c a l l y , 
what i s t h e r i g h t way. And i t does r a i s e t h e whole q u e s t i o n 
of ' t a s t e ' , and who's g o i n g t o d e c i d e who i s g o i n g t o be 
employed, and f o r what. I f t h i s s o r t o f t h i n g was done 
more, i t would r a i s e a mass o f problems. You've always 
got t o r u n t h e r i s k o f what, I t h i n k , i s c a l l e d 'committee-
a r t ' , where a committee o f t w e n t y people decide what a r t i s t 
i s g o i n g t o be employed = and i m m e d i a t e l y you get t h e l o w e s t 
common denominator. Whereas i f you had one a u t o c r a t who 
s a i d , ' I w i l l have t h i s h e r e , and t h a t t h e r e ' , t h e n you 
might get some g h a s t l y m i s t a k e s , b u t you might a l s o get 
some a b s o l u t e l y f a b u l o u s r e s u l t s . So, t h e f i r s t p a r t o f t h e 
q u e s t i o n i s , Yes"i I t h i n k i t would be a v e r y good t h i n g ; 
I t h i n k a l l these t a l e n t e d p a i n t e r s and d e s i g n e r s and s c u l p t o r s 
and so on s h o u l d be used - or t a p e s t r y p e o p l e , or whoever 
i t i s , much more by a r c h i t e c t s , and p a t r o n s o f a r c h i t e c t s . 
One cannot say i f i t would improve t h e e n v i r o n m e n t : b u t 
i t o b v i o u s l y d i d i n F l o r e n c e . 

13. 
Q. "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s i n 
B r i t a i n ? " - v e r y g e n e r a l l y , or any p a r t i c u l a r a s p e c t ? 
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A. W e l l , I t h i n k t h a t i t ' s n o t v e r y e x c i t i n g . I t h i n k 
i t ' s d i v i d e d . Having d i s c u s s e d a l r e a d y t h e f a c t t h a t t h e r e 
i s v e r y l i t t l e o u t l e t , and a l s o t h a t a r c h i t e c t s and t h e i r 
p a t r o n s are n o t . . . . , and t h i s i s o b v i o u s l y one o f t h e t h i n g s 
t h a t would improve l i f e a l o t . But, I t h i n k t h e r e a r e l o t s 
o f o t h e r r e a s o n s . L i k e . . . . , i f i n a compact s o c i e t y - i f 
you ' r e i n a c i t y l i k e London, f o r i n s t a n c e , where you have 
a r t i s t s l i v i n g c l o s e l y t o one a n o t h e r , where t h e y can meet, 
and i d e a s can be g e n e r a t e d - I t h i n k t h a t c o u l d produce 
something v e r y e x c i t i n g . But I t h i n k t h a t what has happened 
i n f a c t i s t h a t a r t i s t s i n a way a r e s c a t t e r e d a c r o s s a 
huge a r e a . I mean, I know s e v e r a l a r t i s t s i n H e r t f o r d s h i r e , 
n ear where I l i v e : b u t v e r y few o f t h o s e a r t i s t s do I 
r e a l l y have much i n common w i t h . And we a l l l i v e - what,.... 
t h r e e . . . f i v e . . . t e n . . . m i l e s away f r o m each o t h e r . The 
a r t i s t s I know whose work I l e a r n f r o m , and who - perhaps t h e y 
l e a r n from me - u n f o r t u n a t e l y l i v e m i l e s away, and I don't 
o f t e n see them. There's a l a c k o f a sense o f community, 
r e a l l y , between a r t i s t s . B u t , i f one goes t o t h a t e x h i b i t i o n 
a t t h e Hayward ( o f B r i t i s h P a i n t i n g ) , I t h o u g h t t h a t was 
a p r e t t y s o r t o f vacuous e x h i b i t i o n , and, i f t h a t ' s what 
B r i t i s h p a i n t i n g i s a t t h e moment, I t h i n k i t ' s p r e t t y l i m i t e d . 
And i n f a c t I t h i n k i t ' s j u s t t h e k i n d o f p a i n t i n g t h a t s h o u l d 
be used ( t h o s e k i n d o f a r t i s t s who produce t h o s e v e r y 
l a r g e d e c o r a t i v e canvasses) s h o u l d be used by a r c h i t e c t s . 
Because t h e y c o u l d make a m a r v e l l o u s c o n t r i b u t i o n t o t h e 
e n v i r o n m e n t : as d e s i g n e r s , r e a l l y , r a t h e r t h a n what I 
v/ould c a l l t h e o t h e r s o r t o f p a i n t e r . And y e t I know l o t s 
and l o t s o f p a i n t e r s who do n o t get t h e i r work e x h i b i t e d i n 
t h e Hayward G a l l e r y f o r some r e a s o n . The problem i s a 
l o t o f them a r e h a v i n g t o t e a c h t o e a r n a l i v i n g , and t h e y 
haven't got t i m e t o produce a s u b s t a n t i a l amount o f a h i g h 
enough s t a n d a r d t o e s t a b l i s h a r e p u t a t i o n o f any s o r t . 

Q. A quote from Cezanne: " ' I must go on w o r k i n g , b u t not 
i n o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , which i s so much 
sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y , w h i c h i s 
commonly so much admired i s n o t h i n g b u t t h e acomplishment 
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o f a c r a f t s m a n , and makes ray work produced i n t h a t way 
i n a r t i s t i c and v u l g a r e I must n o t t r y t o f i n i s h a n y t h i n g 
except f o r t h e p l e a s u r e o f making i t t r u e r and w i s e r . 1 

( a ) What i s your r e a c t i o n t o these v i e w s , ( b ) I s a r t 
f o r a r t ' s sake l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. W e l l : I t h i n k when he s a i d t h i s he was r e f e r r i n g , i n 
f a c t , t o t h e h i g h l y f i n i s h e d p r o d u c t i o n s o f t h e French Salon 
o f t h a t p e r i o d . And I t h i n k he was a l s o t h i n k i n g i n terms 
o f h i s a r t b e i n g concerned w i t h p r o b l e m - s o l v i n g - t o use 
h i s j a r g o n . And he d i d r e g a r d h i s p a i n t i n g as always a 
problem: h a v i n g s t a r t e d w i t h h i s m o t i f , he t h e n had t o work 
out t h e s t r u c t u r e . And, I suppose he was aware t h a t t h e r e 
c o u l d be a stage i n t h e p a i n t i n g where, i n s t e a d o f r e s p o n d i n g 
and i n v e n t i n g and r e s p o n d i n g and i n v e n t i n g , c o n s t r u c t i n g , 
as i t were, he c o u l d s u d d e n l y j u s t f i n i s h t h e p i c t u r e o f f . 
And t h e r i p o s t e t h e r e - I mean Picasso s a i d t h i s much more 
s i m p l y , -which i s , 'To f i n i s h a p i c t u r e i s t o k i l l i t ' . 
And Cezanne had t h e a t t i t u d e o f , you know, 'take y o u r t i m e ' . 
I t h i n k he was s e a r c h i n g f o r some k i n d o f p e r f e c t i o n , b u t 
he wasn't g o i n g t o t a k e any s h o r t c u t s . He'd r a t h e r l e a v e 
t h e p i c t u r e u n f i n i s h e d and u n r e s o l v e d and i m p e r f e c t , t h a n 
t o j u s t s o r t o f b o t c h i t up a t t h e end. 

SQ. What about the h i s t o r i c a l consequences o f these s o r t s o f 
ideas? 

A. I t does mean, i n f a c t , t h a t t h e a r t i s t i n t h e p a r t i c u l a r 
r o l e c l e a r l y a p a t r o n who i s not p r e p a r e d t o w a i t 
t w e n t y f i v e y e a r s , or something, i s a h i n d r a n c e t o him. So 
he's i n a v e r y d i f f e r e n t k i n d o f . . . t h e r e ' s o l d M i c h a e l a n g e l o 
b e i n g b r o u g h t t o d e a d l i n e s by a Pope, o r M e d i c i , o r somebody, 
and w o r k i n g under enormous p r e s s u r e : and Cezanne i s s a y i n g 
i n e f f e c t I suppose t h a t he won't have any t r u c k w i t h t h a t 
k i n d o f p r e s s u r e , and he w i l l t a k e h i s t i m e . So he r e g a r d s 
i t more l i k e a u n i v e r s i t y r e s e a r c h s t u d e n t - who a l s o might 
be under p r e s s u r e o f a d e a d l i n e . . . . he might a l s o , a c t u a l l y , 
have t o have h i s scheme passed by somebody; by h i s t u t o r . 
B u t , n e v e r t h e l e s s , n o t so much a s t u d e n t , t h e n , b u t a p r o f e s s o r 
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i n a u n i v e r s i t y , or a l e c t u r e r who has time f o r h i s research 
i s probably f a i r l y f r e e t o do any ki n d of research t h a t 
i n t e r e s t s him. And he takes as long as he l i k e s about i t . 
There's no-one t o , s o r t o f So tha t 'Art f o r A r t ' s 
Sake'; 'Research f o r Research's Sake'; i t does r a i s e a l l 
kinds of problems I t h i n k . Because a person who's f r e e 
has got many more choices t o make - the r e s p o n s i b i l i t y t o 
make the choices r e s t s w i t h him. I f you decide t o give 
something up, and s t a r t something else, or he puts down red , 
or can change h i s mind and make i t blue.... Whereas, i n 
the Renaissance, i t might be necessary f o r him t o have a 
gold background, or a white background, and t h a t would be 
sy m b o l i c a l l y very very important, and he knew he'd have t o 
do i t t h a t way. So he's got tremendous freedom, which can 
also mean t h a t i t ' s going t o take him much longer, i f he's 
seri o u s , t o do anything.... NoJ Not n e c e s s a r i l y . Not 
ne c e s s a r i l y : there was Picasso: worked very very r a p i d l y , 
and w i t h great decisiveness. But, i t puts the r e s p o n s i b i l i t y 
of making choices r i g h t the way down the l i n e - as t o whether 
he's going t o get up t h a t morning - a t every l e v e l he's 
got t o make h i s own personal choices: and t h i s i s a huge 
r e s p o n s i b i l i t y , I t h i n k - t o l e a r n how t o cope w i t h t h i s 
freedom. Obviously i t ' s not healthy f o r everybody t o be 
i n t h i s p o s i t i o n . I t seems t o me t h a t one could crack up -
become a complete s o r t of n e u r o t i c , and go i n a mental asylum. 
But, I suppose most people have some kind of s e l f - p r o t e c t i o n , 
so most people are i n t h i s r o l e : they invent t h e i r own 
r u l e s . I f there aren't any r u l e s given by s o c i e t y , they 
invent t h e i r own. And they say, 'Well, I'm going t o pai n t 
t h i s p i c t u r e , say, purely i n blues.'; o r , 'I'm going t o . . . ' 
- they programme themselves, r e a l l y . I t ' s l i k e an a - p r i o r i 
t r u t h : they know there's no r e a l reason f o r doing t h i s , 
but they say, w e l l , 'Because I've got t o have some s o r t of 
s t r u c t u r e , I ' l l take t h i s one. Let us go from t h i s p oint 
as an a - p r i o r i t r u t h , and l e t ' s see what I can do v/ith i t ' . 
And, I suppose t h a t ' s the way t o do i t ; t o make your own 
r u l e s . But, then you've got t o make the r i g h t r u l e s . 
So, i s i t l i b e r a t i n g ? No. Well.... i t i s l i b e r a t i n g , but 
I mean, what does freedom mean? Perhaps you only have freedom 
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by making r u l e s . Does t h a t answer t h a t f u l l y enough? 

SQ. Yes, yes. And i f the choice i s t h e r e . . . t h i s s o r t of 
freedom of the freedom t o make your own r u l e s , or, on the 
other hand, working f o r somebody else, would you p r e f e r the 
former, making your own r u l e s . . . . 

A. Yeso I have, a c t u a l l y , undertaken commissions, and 
I d i d one very r e c e n t l y - a very d i f f i c u l t one - a p a i n t i n g 
of an i n s i d e of a c a t h e d r a l . And I enjoyed i t t o some ext e n t , 
because i t was a great r e l i e f , i n a way, t o s o r t of know 
t h a t (having a g r e e d t o do i t , mark you - I was q u i t e f r e e 
t o t u r n i t down; having agreed to do i t ) , t h a t there 
i s somebody t o t e l l you what t o do. At the same time.... t o 
a c e r t a i n extent I became invo l v e d , you know, on a personal 
l e v e l . But, i n the end, i t was the sense of a dead-line 
which s p o i l t i t f o r me. I f I'd been t o l d , 'Look; take as 
long as you l i k e ; I want a p e r f e c t j o b ; I ' l l pay you r e a l l y 
w e l l ; ' - you know, a thousand pounds, or two thousand pounds; 
•And you can take j u s t as long as you l i k e , and t h i s i s what 
we want; we want t h i s p a r t i c u l a r subject t o hang i n such 
and such a place' - then I would say, 'Fine'. And I t h i n k 
I r e a l l y would make a good job of i t , and I would get person­
a l l y i n v o l v e d i n i t , and i t would become as meaningful as 
my own work; i t would be my own work, r e a l l y . I t h i n k 
i t was j u s t t h i s f e e l i n g t h a t . . . . , t h a t - f i r s t of a l l , I 
fo r g e t how much i t was; I t h i n k i t was about a hundred 
poundB p l u s e x p e n s e s , and so I did have t h i s f e e l i n g , I 
must admit, t h a t , a f t e r a few weeks, t h a t I began t o t h i n k , 
•God; I'm only being pai d , you know, l e s s than the dustman.' 
And t h i s made me f e e l t h a t , you know, 'O.K. I f I'm r e a l l y 
i n t e r e s t e d i n t h i s subject then I don't mind being paid a 
p i t t a n c e f o r i t ' . But then I had the f e e l i n g - 'Well, i t ' o 
not a c t u a l l y what I would have chosen t o p a i n t . ' And so I 
tended to rush i t a b i t a f t e r a while - not at f i r s t -, b u t , 
ev e n t u a l l y , I thought, I must j u s t s e e t h i s t h i n g through and 
make a good job o f i t , and cut my losses. I t wasn't as good 
a p a i n t i n g as I would otherwise, perhaps, have made. But 
I f i n i s h e d i t , and so the t h i n g , i n the end, became a dead 
bore. 
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15. 
Q. This i s Herbert Read summarising Freud; "'There i s 
l i t t l e doubt t h a t , i n some sense or other, the a r t i s t i s 
always t o be regarded as psychotic. He may not be 
man i f e s t l y psychotic; he may r a t h e r be a psychotic type who 
has found some way of d i s g u i s i n g , or compensating f o r , h i s 
psychosis'. ( a ) do you t h i n k t h i s view has any general 
currency. ( b ) do you t h i n k t h i s view has any v a l i d i t y ? " 

A ( What i s a psychotic? 

SQ« A form of mental disturbance... 

A• YesQ Q Q 

SQ. I can't s p e c i f y i t more... 

A« Yes. A general term f o r mental derangement. I 
don't t h i n k t h i s view has general currency beyond the f a c t , 
the joke; 'He's an a r t i s t : he must be mad.' I don't 
r e a l l y f i n d i n my experience t h a t many people have t h i s view. 
I suppose these jokes are there f o r some reason - so there i s 
a case f o r saying t h a t i t has some ki n d of general v a l i d i t y . 
But I don't t h i n k t h a t most people r e a l l y t h i n k t h a t a r t i s t s 
are mad. Now as to whether a r t i s t s have.... I t h i n k t h e r e ' s 
no doubt about i t t h a t there are many many a r t i s t s who have 
no trace of psychosis. And I wouldn't l i k e t o say t h a t i t ' s 
the bad ones who have no psychosis, and the good ones who 
have; I t h i n k t h a t ' s too g e n e r a l i s i n g . I t doesn't mean 
anything. I t h i n k i t ' s possible, though, t h a t q u i t e a l o t 
of people who become a r t i s t s may w e l l do so because they 
wish to run away from r e a l i t y . Or not so much 'run away' from 
i t , but, they've got an ambivalent r e l a t i o n s h i p w i t h r e a l i t y -
and i t depends what we mean by r e a l i t y . And we could say, 
f o r the sake of the argument, there could be two s o r t s of 
r e a l i t y ; one was the r e a l i t y of earning a l i v i n g , and t a k i n g 
p a r t i n s o c i e t y , the same as everyone e l s e , and the fear t h a t 
a l l young people have, probably, t h a t they're not going t o 
cope, as a d u l t s , when they are c h i l d r e n . I t may w e l l be 
th a t the a r t t h i n g i s a kind of way out f o r them, because 



they know tha t there i s n ' t r e a l l y such a p r o f e s s i o n as 
a r t . Or there i s , but, you know, i t ' s a s o r t of r a t h e r 
strange one t h a t ' s on the b o r d e r l i n e s of the world of work. 
Then there's also the p i c t u r e or s c u l p t u r e , or whatever one's 
making, i s a world on i t s own which one can l i v e i n and dream 
i n . But there i s another form of r e a l i t y , i t seems to me, 
which we could say was the hard r e a l i t y of the v i s u a l 
world: you know the sort o f . . . ^bangs on the t a b l e / . . t h i s J , 
s o r t of thingo Which, when you t h i n k about i t , babies have 
to grapple w i t h a whole mass of v i s u a l sensations so t h a t 
they're put i n place, and understood. And, I suppose t h a t 
what a l o t of people do i s to b u i l d up a kind of p r o t e c t i v e 
b a r r i e r between themselves and the p h y s i c a l presence of t h i n g 
And so i t may be tha t some a r t i s t s are involved w i t h 
a r t because i t ' s t h e i r way of coping, r e a l l y - not so 
much running away from - coping w i t h the v i s u a l world, r a t h e r 
than r e j e c t i n g i t and se a l i n g i t o f f and becoming unreceptive 
They wish t o remain f u l l y p e r c e p t i v e . Rut they wish t o putt 
i t i n t o some ki n d of order - a l l the chaotic appearances. 
And I wouldn't say that was psychotic. I t c e r t a i n l y i s 
using a r t t o become normal: perhaps t o cure oneself of 
p o t e n t i a l psychosis. 

16. 
Q. "Gropius has said; 'Our guiding p r i n c i p l e was t h a t 
a r t i s t i c design i s ne i t h e r an i n t e l l e c t u a l , nor a m a t e r i a l 
a f f a i r , but 6 i r a p l y an i n t e g r a l part of the s t u f f of l i f e . . 
Our ambition was t o rouse the c r e a t i v e a r t i s t from h i s other 
w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday world 
of r e a l i t i e s ; and at the same time t o broaden and humanise 
the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind of the business 
man. Thus our informing conception of the basic u n i t y of 
a l l design i n r e l a t i o n t o l i f e was i n d i a m e t r i c a l o p p o s i t i o n 
t o t h a t of ' a r t f o r a r t ' s sake 1, and t o the even more 
dangerous philosophy i t sprang from: business as an end i n 
i t s e l f . 1 ( a ) do you agree w i t h Gropius i n saying 
t h a t ' a r t i s t i c design i s . . • simply an i n t e g r a l part of 
the s t u f f of l i f e ' ? (b) Do you t h i n k t h a t any of the 



37 

Bauhaus i n t e n t i o n s , as expressed above, have been rea l i s e d ? 
(by the Bauhaus, or any other persons/groups)?" 

A. Teah. Nice one. F i r s t o f a l l I t h i n k t h a t Gropius 
was w r i t i n g t h i s p a r t l y because he was aware of the d i v i s i o n 
between the c r a f t s and i n d u s t r i a l design, and the f i n e a r t s . 
And what he was proposing was t o break down these b a r r i e r s , 
and, he was saying i n e f f e c t t h a t the f i n e a r t i s t i s cut 
o f f from r e a l l i f e ; i n d u s t r i a l design i s i n a t e r r i b l e 
p l i g h t , and the kind of i n d u s t r i a l design produced i s 
gha s t l y ; there's no-one capable of teaching i n d u s t r i a l design, 
and so on. So t h a t he was t r y i n g t o break down these 
b a r r i e r s . I t h i n k , i n a sense, he f u l f i l l e d a f u n c t i o n -
w e l l he c e r t a i n l y d i d . I don't l i k e the phrase, 'Art f o r 
A r t ' s Sake 1: I t h i n k i t ' s an o v e r - s i m p l i f i c a t i o n . And 
I t h i n k . . . i t ' s p e r f e c t l y . . . . who's Gropius t o say t h a t some 
p a i n t e r , you know, p a i n t i n g away by himself producing p a i n t i n g s 
t h a t nobody wants... who's he t o say t h a t t h a t i s not 
( a ) t o do w i t h the s t u f f of l i f e , and, (b) t h a t i t doesn * t 
make some c o n t r i b u t i o n afterwards.. So I t h i n k he's j u s t 
t o t a l l y up the spout the r e , r e a l l y . Like M i l t o n - what d i d 
he say?... 'They also serve, not only stand and w a i t 1 . That.'s 
r e a l l y what I mean. So, I don't l i k e the term 'Art f o r 
Ar t ' s Sake' because I don't r e a l l y know what i t means. 
But I do t h i n k Gropius d i d a j o l l y good job i n t r a i n i n g 
i n d u s t r i a l designers and e f f e c t i n g a complete r e v o l u t i o n i n 
a r t education. Now as f a r as Bauhaus's i n t e n t i o n s are 
concerned, I t h i n k t h a t i t had t o be a r i g o r o u s f u n c t i o n a l 
r e t h i n k i n g of design; I can see why i t had t o be the way 
i t was. Like a l l good t h i n g s , i t ' s got debased. And so, 
i n many ways, I t h i n k you could e a s i l y point t o many good 
in f l u e n c e s t h a t the Bauhaus has had on the environment, but 
I suppose you could equally p o i n t to many bad and monotonous 
boring b u i l d i n g s and spaces and objects t h a t have been 
produced as a r e s u l t of the Bauhaus i n f l u e n c e . But I 
would t h i n k on the whole, c e r t a i n l y i n the f i e l d of i n d u s t r i a l 
design, of comodity products, I t h i n k i t ' s had a very 
( i n the long run) a very good e f f e c t . I t h i n k on a r c h i t e c t ­
ure Gropius has had, u n f o r t u n a t e l y - I'm not c r i t i c i s i n g h i s 
own a r c h i t e c t u r e so much; I admire the Bauhaus b u i l d i n g 
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enormously - but I t h i n k he's had a very bad e f f e c t . 
Because he's been misunderstood. I t h i n k i n a sense 
ex a c t l y as Le Corbusier has been misunderstood. But I 
t h i n k some of Le Corbusier's ideas were downright bad, and 
had an a b s o l u t e l y h o r r i b l e e f f e c t on our c i t i e s . You d i d n ' t 
ask me about Corbusier, but, you know, i t ' s a s i m i l a r 
character. But, I mean, the whole problem of environment 
and design i s t i e d up w i t h so many f a c t o r s beyond Gropius or' 
the designer or the a r t school i n f l u e n c e . I mean, obviously 
your s o c i o l o g i c a l s t r u c t u r e , i n f r a s t r u c t u r e , or whatever.... 

SQ. I n a way, the t h i n g about the Bauhaus, as I would see 
i t , i s t h a t , whereas i t s design has had dramatic consequences, 
h i s i n t e n t i o n s , i n the sense of how design-art was t o be 
produced, were r a p i d l y f o r g o t t e n , and t h a t s p l i t - o f f , 
seems t o me one of the ways.... 

A. You mean, yes... 

SQ. I n a sense, what we're l e f t w i t h from him i s 'Design 
f o r Design's Sake', r a t h e r than the whole conception of 
b r i n g i n g i n a r t i s t s i n t o the school, craftsmen i n t o the 
school, designers working v/i t h i n the f a c t o r y , working 
through the whole design process, and..... 

A. Yes, t h i s i s t r u e ; t h i s i s t r u e . 

SQ. You b r i n g up the s o c i o l o g i c a l ; i t ' s the very s o c i o l o g i c a l 
side of i t t h a t died most q u i c k l y . We can now walk out and 
look round the college at the desks, t a b l e s , and there's 
h i s designs; but there's not h i s . . . . . 

A. Yes. Yes, of course i n tha t sense the Bauhaus was a 
f a i l u r e . Though he d i d succeed i n some senses; i t d i d 
create people - a new ki n d of person who had t e c h n o l o g i c a l 
knowledge and also who had an a r t i s t i c t r a i n i n g as a designer. 
I suppose, i n t h a t sense, there wasn't anybody l i k e t h a t 
before. And they did create people of t h a t nature. But, 
what he's up against i s s o c i e t y ; he can't change s o c i e t y -
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j u s t as W i l l i a m Morris couldn't change s o c i e t y • 

17. 

Q. "What do you t h i n k of the present p o s i t i o n of the a r t i s t , 
craftsman and designer i n B r i t a i n ? " 

A, Well, I've dealt w i t h the a r t i s t ' s p o s i t i o n , have I 
not? Well; I l i k e the statement of Nervi which i s t h n t . . . 
he s a i d , you know, i f you take a b u i l d i n g , a piece of a r c h i ­
t e c t u r e , f i f t y per cent of the p r a i s e , and the blame, must 
go on the patron - not on the a r c h i t e c t . Because the 
a r c h i t e c t i s , t o an i n c r e d i b l e e x t e n t , conditioned by 
f i n a n c i a l arrangements and the demands and the t a s t e of the 
patron. So, what l i t t l e I know about i n d u s t r i a l designers 
and a r c h i t e c t s i s t h a t they are amazingly d i v i d e d i n the work 
they do. They very r a r e l y are responsible f o r the design 
of a whole object - a l l too o f t e n they design a b i t of i t . 
And somebody else designs another b i t , and the whole t h i n g ' s 
a c o l l e c t i o n of b i t s : p a r t i c u l a r l y i n motor-car design, 
f o r i nstance, where.... where l i t e r a l l y the door panels are 
designed by a team of designers i n a competitive s p i r i t , 
and the panel boarding by another team of designers. I n 
f a c t the r e s p o n s i b i l i t y f o r the design o f t e n seems t o r e s t 
on the c o r p o r a t i o n as a whole - i t s committees, d i r e c t o r s , 
coming i n and a l t e r i n g t h i n g s and t a k i n g committee de c i s i o n s . 
And of course the market research has t o be done to f i n d out: 
what w i l l s e l l , and what won't s e l l . So I t h i n k , r e a l l y , 
the designer's r o l e - he's r e a l l y j u s t a... o f t e n a very 
f r u s t r a t e d t o o l , j u s t c a r r y i n g out what he's t o l d t o do. 
And he has very l i t t l e choice i n anything. So I'm r a t h e r 
sorry f o r a designer: I wouldn't l i k e t o be one. 
Craftsmen - do you mean by a craftsman the k i n d of p o t t e r , 
weaver...? 

SQ. Yes. 

A. Well they're up against i t because they're r e a l l y 
competing w i t h i n d u s t r i a l o bjects which are manufactured so 



much more cheaply. And so t h a t they've r e a l l y got t o 
produce work the q u a l i t y of which - the essence of i t i s j 
I suppose, t h a t i t ' s handm?de, human or c u s t o m - b u i l t . 
You know, i n d i v i d u a l i t y has got t o go i n t o t h e i r work, t o 
make i t v i a b l e . Because people are going t o have t o spend 
more on one of t h e i r products, than they would on something, 
from Woolworths. And so t h a t . . . . I t h i n k I ' d much r a t h e r be 
a craftsman than a designer. They're i n the same boat as 
W i l l i a m M o r r i s , r e a l l y : they are going t o produce goods 
which, i f they're going t o f i v e themselves a f a i r p r i c e , 
they're going t o p r i c e themselves out of a market. 
So, a l l the time, they're probably s e l l i n g t h i n g s at a 
r i d i c u l o u s l y low p r i c e , i n order t o t r y and s e l l them at 
a l l . 

18. 
Q. "Do you consider the r o l e of the a r t schools t o be 
s a t i s f a c t o r y ? " . 

A. Yes, I t h i n k on the whole; I t h i n k we should keep our 
a r t schools and not close them a l l down. I understand from 
the l i t t l e I know about them t h a t there's a b i g room f o r 
improvement on a l l the design side - and there's a genuine 
problem here; t h a t you get teachers i n from i n d u s t r y , and 
they become out of date, so the students are a l l l e a r n i n g 
t h i n g s which are out of date. And I t h i n k there's a 
genuine problem, j u s t as we have i n colleges of education, t h a t 
you're t r y i n g t o t r a i n people to be designers, but they're 
not i n a design s i t u a t i o n . They are i n a h y p o t h e t i c a l 
s i t u a t i o n ; and so the students are o f t e n , i n a way, bored, 
because they're having t o do h y p o t h e t i c a l work, and which 
they know i s not genuinely engaged f o r s o c i e t y , and, very 
o f t e n , i s not r e l e v a n t anyway. So, I t h i n k there's an 
endless problem t h e r e . And, I t h i n k the way round i t , 
i f t h e re i s any way round i t , i s t o b r i n g i n many more people 
from i n d u s t r y to teach the students on a kind of r o t a t i o n 
basis. They should be l e t o f f i n d u s t r y f o r a while - f o r 
a year or two years - and then go back i n t o i n d u s t r y again. 
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A kind of c i r c u l a t i o n process - i n f a c t we could f o l l o w the 
Bauhaus r e a l l y . . . . and students going i n t o i n d u s t r y . So, 
I t h i n k i n t h a t sense, the a r t school s t r u c t u r e should be 
broken down - not destroyed - but opened out, and l i n k e d 
w i t h i n d u s t r y much more - w i t h commerce, and whatever i t 
i s . . . . On the f i n e a r t side I t h i n k one important t h i n g 
t o remember i s t h a t the a r t schools do provide patronage, 
v i r t u a l l y , f o r a larg e number of teachers. I t gives them 
time t o do t h e i r own work. One of the worrying t h i n g s 
about the a r t schools going i n t o the p o l y t e c h n i c s i s t h a t 
they may lose some of t h a t research time - and so i t ' s a 
l o s s . I t h i n k i t very much depends upon the d i f f e r e n t 
a r t schools; I don't t h i n k one can make a blanket statement" 
about the f i n e a r t departments. I t h i n k v/here the f i n e a r t 
departments are producing encouraging students, or developing 
a school of decorative p a i n t i n g - what I v/ould c a l l decorative 
p a i n t i n g ; they may not - minimal p a i n t i n g , or o p t i c a l 
p a i n t i n g , a b s t r a c t p a i n t i n g . . . . then I t h i n k t h a t i t would 
be a very good idea i f they d i d a s i m i l a r k i n d of t h i n g t o 
what I was proposing f o r the i n d u s t r i a l design departments. 
That i s , they should attempt t o l i n k up w i t h schools of 
a r c h i t e c t u r e , and w i t h a r c h i t e c t s - w i t h R.I.B.A., and so 
on e And t r y and get an o u t l e t f o r students' work, or put 
students i n contact w i t h jobs. How t h i s can be done I»ve 
no idea. But t h e r e may be other a r t schools where t h e i r 
aim i s not t o produce decorative p a i n t e r s , or s c u l p t o r s - and 
I t h i n k t h i s i s p e r f e c t l y j u s t i f i e d . . . . why not? Why 
shouldn't they be free t o paint i n any way they l i k e . 
A f t e r a l l , l i t t l e enough i s done f o r the a r t s anyway.... 

SQ. You want t o go on now w i t h these? We've got s i x more 
questions... 

A. What time i s i t ? 

SQ. Five past twelve. 

A. Yes. Let's go on. 
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19. 
Q. "Do you consider t h a t the i n d u s t r y of a r t - i n t e l l e c t u a l s 
( i . e . those who t a l k about and analyse, r a t h e r than make) 
plays a part i n promoting any p a r t i c u l a r conception of a r t 
and a r t i s t s p u b l i c l y ? " - t h a t i s , among n o n - a r t i s t s . . . 

A. Tes; I t h i n k i t does. I t c e r t a i n l y does; yes. 
I t h i n k t h e r e ' s no doubt about i t t h a t Mr Average Man, 
i f he e x i s t s - the man on the Clapham Omnibus - has got a 
d i f f e r e n t idea about a r t than he had twenty years ago, than 
the same man would have had twenty years ago. And I've 
discovered t h i s myself i n being i n the f i e l d of a d u l t education. 
But i t ' s a slow business. I t doesn't happen suddenly. 
The f i r s t t h i n g i s t h a t anything that occurs.... t h e r e ' s 
a r e a c t i o n against i t = 'OohJ I s t h a t a r t J What r u b b i s h j ' -
you know. And, l a t e r on, people come round t o i t . The 
point i s o f t e n made t h a t the a r t i s t s are i n a kind of 
enclave, you know, and they're cut o f f from l i f e - doing 
t h e i r own t h i n g which i s avant garde: and t h i s i s the p o i n t 
t h a t Gropius v/as making, r e a l l y . . . . and there they are i n a 
world of t h e i r own. But i n f a c t , e v e n t u a l l y , i t does s o r t 
of seep through, - and c e r t a i n l y p a i n t e r s have had an enormous 
in f l u e n c e on designers over the l a s t s i x t y or seventy years -
ever since Cubism. Gropius himself was i n f l u e n c e d by 
Cubism, s u r e l y . So, I t h i n k t h a t the i n f l u e n c e i s t h e r e . 
I t h i n k a l s o , the f a c t i s t h a t i n our present s o c i e t y most 
a r t i s t s are involved w i t h s o c i e t y at the l e v e l of teachers. 
And t h e r e f o r e they are having a b i g i n f l u e n c e through education. 

20. 
Q. "What do you t h i n k of the present r a t i o between a r t / -
c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l discussion and t h e o r -
i s a t i o n as i t takes place i n , f o r instance, schools, a r t 
schools, higher education, T.V., press, r a d i o , i n other areas?" 

A. I t h i n k t h a t over the l a s t ten years.... I t h i n k the 
tren d has been towards more and more discussion, t h e o r i s a t i o n , 
more and more v e r b a l i s a t i o n . This i s p a r t l y coming from 
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i n t e r n a l l y - I t h i n k i t i s coming from w i t h i n r e a l l y - t h a t , 
i n c r e a s i n g l y , teachers have got together and s a i d , 'Really, 
our students are not a r t i c u l a t e enough, and i t ' s important 
t h a t they should be a r t i c u l a t e , and what are we going t o 
do about i t ? They mustn't be able t o j u s t make; they must 
be able to conceptualise v e r b a l l y ' So, undoubtedly there's 
been a swing from the kind of 'Let them do what they want 
and i t ' s more important t o be a p r a c t i s i n g a r t i s t ' . Often 
the p r a c t i s i n g a r t i s t i s i n a r t i c u l a t e . That was a kind of 
fashionable t h i n g t o t h i n k , i n a way, or t o act out. You 
got students, I remember, at a r t school, who acted out being, 
i n a r t i c u l a t e . They f e l t t h a t i t was important t o be i n a r t ­
i c u l a t e . The more i n a r t i c u l a t e the b e t t e r they would be 
as p r a c t i s i n g a r t i s t s . I t h i n k we have p a r t i c u l a r l y changed 
our views about t h i s . The trend i s undoubtedly towards 
co n c e p t u a l i s i n g v e r b a l l y much more. And, on the whole, 
I must say, I'm i n favour of t h i s : because. I t h i n k the 
r e l a t i o n between the p h y s i c a l a c t i v i t y of making something 
and the v e r b a l c o n c e p t u a l i s i n g i s a very i n t e r e s t i n g one. 
I t doesn't mean t o say there i s n ' t such a t h i n g as t h i n k i n g 
i n terms of colour. But I t h i n k the v e r b a l i s a t i o n s one's 
made about colour p r i o r t o t h a t . . . . i t ' s very important. 
I t helps one t o be i n t e l l i g e n t about i t . As f a r as T.V., 
the press, r a d i o - I'm a f r a i d I don't r e a l l y know. I 
haven't got a T.V., s e t , and I don't 

21. 
Q. "Do you f e e l t h a t i n any way the a r t market and the 
p r o f e s s i o n a l c r i t i c tend t o force adherence t o a p a r t i c u l a r 
s t y l e and mode of expression as a p r e - r e q u i s i t e f o r sucess, 
or c o n t i n u i n g success?" 

A. Yes. Well, I do. I n my experience they do. I have 
shown my work t o dealers and I have experienced t h a t k i n d 
of pressure. 

22. 
Q. This i s a quote from Bruce Allsopp; '" A r t i s something 



which i s part of the a r t i s t ' s s e l f , as he i s , and not something 
which he s e l l s t o earn a l i v i n g ' . I s t h i s true? Or, i s 
i t t r u e f o r you?" 

A. I t i s f o r me. Obviously i t ' s not t r u e f o r everybody. 
I t h i n k some people make a r t which htxB very l i t t l e personal 
q u a l i t i e s i n i t . . . . t h a t I can see, anyway. 

23. 
Q. "Most a r t requir e s a c e r t a i n l e v e l of t e c h n i c a l accomplish­
ment or s k i l l . Would you d i s t i n g u i s h s k i l l from a r t ? I f 
so, would you see t h i s as a d i f f e r e n t l e v e l of d i s t i n c t i o n 
than t h a t , f o r example, between an averagely s k i l l e d t e n n i s 
player, and the a b i l i t y of a top class p r o f e s s i o n a l ? " 

A« I t h i n k s k i l l can become separate from a r t . I t depends 
r e a l l y . . . . I mean, i t does i f you t h i n k i t does. This 
again, I t h i n k , i s semantic: i t ' s a semantic problem. You 
could say a r t i s s k i l l . A r t i s a r t . . . . making an a r t e f a c t . 
And t o make an a r t e f a c t which i s worth l o o k i n g at i s t h e r e f o r e 
= by i t s very nature - i s going t o have s k i l l i n i t . 

SQ. I n a sense, what I'm g e t t i n g a t , i s . . . Do you see 
anything beyond what you could b a s i c a l l y teach me? 

Ao Oh yes, I do... 

SQ. I f you do, i s t h i s something p e c u l i a r t o a r t , or i s i t 
something t h a t a good doctor, a good t e n n i s p l a y e r . . . 

Ao No, I t h i n k i t s something t o do w i t h the f e e l i n g , and 
experience, and t h i s i s the one t h i n g the a r t teacher cannot 
teach. I n the f i n a l a n a l y s i s the person who's doing i t has 
got t o experience something, and they've got t o put something 
dov/n - a statement • 
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^At t h i s p oint the tape f i n i s h e d , having run i t s f u l l 
s i x t y minutes e Question 2k had i n e f f e c t been included 
w i t h i n the f o l l o w up questions t o question 23, w h i l e question 
25» concerning the a c t i v i t i e s of the A r t s Council, C r a f t s 
Advisory Committee, and Design Council, produced an answer 
t o the e f f e c t t h a t he v/as not s u f f i c i e n t l y conversant v/ith 
t h e i r a c t i v i t i e s t o be able t o comment^ 



he 

i n t e r v i e w Three 

Tottenham 
10 December 197*f 

In t e r v i e w three i s w i t h an a r t i s t - c r a f tsv/oraan whose s p e c i a l 
f i e l d i s embroidery. At the time of i n t e r v i e w i n g she was 
a f u l l - t i m e l e c t u r e r i n a college of education. 
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INTERVIEW THREE 
Tottenham. 
10 December 197*f 

1. 
Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , s c u l p t o r , 
v/eaver, engraver, e t c . ) ? 1 1 

A. What goes under the name of embroidery, I suppose.... 
But embroidery's very d i f f i c u l t t o be accurate about, 
because I don't nece s s a r i l y mean s t i t c h i n g by t h a t : I 
also mean k n o t t i n g , and p e c u l i a r experiments w i t h f a b r i c 
t h a t the t r a d i t i o n a l embroiderer would say, 'This i s not 
embroidery. c o' 

SQ. So you're very much ranging i n t o what's o f t e n exhibited, 
under the name of t a p e s t r y . . . would you say? 

A. To a c e r t a i n extent, i n the f a c t t h a t i t ' s w a l l hanging, 
and I t h i n k of my work r a t h e r as being Fine Art r a t h e r than 
as domestic thi n g s t o s i t upon: I t h i n k of i t as something 
t o hang upon a w a l l , r a t h e r than t o keep a teapot warm. 
So,-I t h i n k I probably have a f i n e a r t bias i n the work t h a t 
I do, and I t h i n k I d e l i b e r a t e l y encourage t h a t i n my students. 

2. 
Q. This f o l l o w s on from t h a t : "Would you c a l l y o u r s e l f 
an a r t i s t , craftsman, or designer? Or any combination of 
these?" 

A. I suppose an a r t i s t - c r a f t s m a n , because i f I have an idea 
I would r a t h e r carry i t out. On the other hand, I'm not 
sure at what po i n t you say t h i s d i f f e r s from the designer; 
i s a designer somebody who has an idea and makes i t manifest.. 
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through a medium, because i f t h a t ' s your d e f i n i t i o n , Nich, 
of what a designer i s , I would say I'm a designer. I 
have an idea; I make i t manifest through a p a r t i c u l a r medium 
t h a t i s possibly p e c u l i a r t o me. So I t h i n k I am probably 
g i v i n g you r a t h e r an ambiguous answer t o t h a t . 

3. 
Q« "What does the idea of being Professional mean t o you 
as regards a r t , c r a f t or design?" 

A. Being, p r o f e s s i o n a l would mean t h a t I would p r e f e r t o 
do something t e c h n i c a l l y as wellas p o s s i b l e , and not make i t : . . . 
home-made. I draw a d i s t i n c t i o n between t h a t which i s 
•hand-made', and tha t which i s 'home-made', which I t h i n k 
o f t e n people don't. I t h i n k there's an enormous d i s t i n c t i o n . 
I t h i n k being p r o f e s s i o n a l would mean t h a t I could do something... 
I f I ca r r y out a panel, which might be as a r e s u l t of a 
commission, or might be as a r e s u l t of an idea of my own, 
I should l i k e t o carry i t out as v/ell as I pos s i b l y could, 
without any outside i n t e r f e r e n c e , and s a t i s f y myself as t o 
the end r e s u l t . I t h i n k I ' d probably i n t e r p r e t p r o f e s s i o n a l 
on t h a t term as f a r as my work - my ov/n personal work - went:, 
I have a commission at the moment which I have not completed, 
and about which I f e e l g u i l t y t h a t I've not completed. 
This i s f o r somebody who's exceedingly i l l , and I j o l l y 
w e l l ought to get a move on and do t h a t before I do anything. 
e l s e , f o r fear t h a t the person f o r whom i t i s going t o be 
made may die before I complete i t . But I j u s t can't do 
something q u i c k l y f o r t h a t person; I ought t o do something 
which i s me, and which i s as w e l l as I could p o s s i b l y do: 
and, I am a f r a i d , i f she dies before I complete i t t o my 
s a t i s f a c t i o n she does.... although i t may sound r e a l l y 
r u t h l e s s , t h i s may happen, I t h i n k . 

k: 

Q. "Do you experience or f e e l there are any problems i n the 
t r i p a r t i t e d i v i a i o n s of a r t ; c r a f t ; design?" 
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A» W e l l I'm used t o t h e i d e a t h a t i f you have an i d e a you 
get a move on and you c a r r y i t o u t . I n o t i c e around me an 
i d e a t h a t i f you make something i t ' s s u f f i c i e n t ; whether 
you've t h o u g h t about i t may be a n o t h e r m a t t e r . That i s 
my u t t e r l y p e r s o n a l o p i n i o n ; i t i s n ' t p e r s o n a l l y a problem 
t o me, because I c a n ' t see how you can t h i n k o f d o i n g s o m e t h i n g 
u n l e s s you t h i n k about i t , draw i t , work i t o u t , complete i t : -
whether you're t a p e s t r y weaving, p a i n t i n g , s ewing, or a n y t h i n g 
e l s e . I t h i n k a d i f f i c u l t y you might e x p e r i e n c e i s 
e x p l a i n i n g t o somebody o u t s i d e t h e v i s u a l f i e l d what you 
v/ere a t t e m p t i n g t o do; t h a t ' s t h e o n l y d i f f i c u l t y I would 
e x p e r i e n c e : o f h a v i n g t o s i t back and t h i n k h a r d comparisons 
t o make w i t h a n o t h e r f i e l d , l i k e t h e law, or m e d i c i n e , or 
some o t h e r aspect one i s n ' t i n o n e s e l f , 

SQ8 You're d e s c r i b i n g v e r y much t h e W i l l i a m Morris/Bauhaus 
a t t i t u d e . . . 

Ao Yes, one does g e t i n v o l v e d i n t h a t f o r t e a c h i n g f o r 
B.Ed... 

SQo A t o t a l i n v o l v e m e n t i n t h e c o n c e p t i o n and e x e c u t i o n o f 
something.... 

A 9 Yes; v e r y much o f M o r r i s ' s i d e a o f , i f you v/ant or a r e 
g o i n g t o do something you s h o u l d j o l l y w e l l be a b l e t o do i t 
y o u r s e l f - you s h o u l d n ' t d i r e c t people u n l e s s you can do i t 
y o u r s e l f , I t h i n k he t o o k t h i s r a t h e r t o an exag g e r a t e d 
e x t e n t , because he t r i e d so many f i e l d s , d i d he not? I 
mean t o be dy e r , f a b r i c p r i n t e r , weaver, t a p e s t r y , a r c h i t e c t , -
a b s o l u t e l y everybody e l s e under t h e sun.... I mean you 
can ' t l e a r n a l l t h e s e t r a d e s ; you c a n ' t be p r o f i c i e n t 
i n a l l o f these t h i n g s . I t e n d t o s t i c k a t what i s c a l l e d 
e m b r o i d e r y , which a l o t o f o t h e r people would n o t say v/as 
s t r i c t l y s p e a k i n g 

5. 
Q0 "What s p e c i a l f u n c t i o n ( i f any) do you c o n s i d e r t h e 
a r t i s t / c r a f t s m a n / d e s i g n e r t o have?" 
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A. I n s o c i e t y , or i n t h e v i s u a l a r t s ? 

SQ. E i t h e r , or b o t h , 

A, I t h i n k t h e o n l y s p e c i a l f u n c t i o n somebody has i s t h a t 
i f you have an i d e a you s h o u l d be a b l e t o c a r r y i t o u t : I 
don't t h i n k i t ' s s u f f i c i e n t t o have an i d e a , and n o t be a b l e 
t o c a r r y i t o u t . I don ' t t h i n k i t ' s s u f f i c i e n t t o have 
t h a t manual d e x t e r i t y , w i t h o u t h a v i n g t h e i d e a s t h a t precede 
i t . And I t h i n k t h a t an a w f u l l o t o f c r a f t s m a n s h i p , f r o m 
t h e n i n e t e e n t h c e n t u r y upwards has s u f f e r e d f r o m t h e i d e a 
t h a t t h a t w hich i s made by hand i s a u t o m a t i c a l l y s u p e r i o r 
t o t h a t w hich i s made by machine. And I'm r e a l l y a g i n t h i s 
concept..o, b u t I f i n d i t q u i t e d i f f i c u l t t o e x p l a i n t o 
s t u d e n t s . T h i s l a b e l , 'hand-made', w i t h r a p t u r o u s a d m i r a t i o n , 
w hich you see i n so many shops, has been absorbed by s t u d e n t s , 
and i t ' s q u i t e h a r d t o e x p l a i n t h a t , i n a c t u a l f a c t , u n l e s s 
you had t h o u g h t about i t by b r a i n , i t doesn't n e c e s s a r i l y 
m a t t e r t h a t i t was made by hand, I f i n d t h i s q u i t e d i f f i c u l t 
t o get over t o p e o p l e . 

6. 
Q. "Do you l i v e o f f y o u r a c t i v i t y as an e m b r o i d e r e r ? " 

A. No: o f f my a c t i v i t i e s as a s e n i o r l e c t u r e r . 

02. " I f n o t , do you u n d e r t a k e any o t h e r s o r t o f work?" 
Yes, v/e've answered t h a t . . . " ( c ) I f you u n d e r t a k e 
any o t h e r s o r t o f work, do you c o n s i d e r y o u r s e l f p r i m a r i l y as 
an a r t i s t / c r a f t s m a n / d e s i g n e r , o r p r i m a r i l y as a t e a c h e r ? " 

A, I t h i n k I s e p a r a t e t h e r o l e s : b u t I t h i n k one i s 
necessary t o t h e o t h e r . I t h i n k t h a t i f y ou're t e a c h i n g 
a t t h e l e v e l a t which I happen t o be t e a c h i n g , or t h e l e v e l 
a t w hich y o u r f a t h e r i s t e a c h i n g , t h a t you s h o u l d be 
a r t i s t / d e s i g n e r / c r a f t s m a n - whatever t e r m i n o l o g y you p r e f e r 
t o use. Because, u n l e s s you a r e , I don't see t h a t you have 
v e r y much t o g i v e t o s t u d e n t s . I t h i n k t h a t you can g e t 
by w i t h n o t b e i n g a p r a c t i t i o n e r i f y o u ' r e t e a c h i n g a younger 
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age grou p . I t h i n k not among t e a c h i n g 18 year o l d s p l u s . 
I t h i n k t h a t you s h o u l d be a b l e t o do b o t h . I t ' s p r o b a b l y 
an u n r e s o l v e d harmony, but you s h o u l d , I t h i n k , a t t e m p t 
( t h i s i s a c o u n s e l o f p e r f e c t i o n ) you s h o u l d a t t e m p t t o 
be a b l e t o do b o t h . Because I t e a c h , I s h o u l d p e r f o r m : 
because I p e r f o r m , I s h o u l d t e a c h . I t does t i e up, I t h i n k . 

SQ. And you see t h i s b e i n g e q u a l : not i n t h e sense t h a t 
you would p r e f e r t o be a f u l l - t i m e e m b r o i d e r e r , b u t , t e a c h 
i n o r d e r t o be an e m b r o i d e r e r b u t a t t h e same t i m e e n j o y 
t e a c h i n g . . . . 

A» T h a t ' s a d i f f i c u l t problem, because I happen t o be 
l i v i n g w i t h somebody t o whom I'm n o t m a r r i e d , and I have 
t a k e n a j o b on w h i c h s a l a r y I know v e r y w e l l I c o u l d n ' t 
a f f o r d t o l i v e i f I weren't l i v i n g w i t h N i c k , and so i t 
i s f a i n t l y , I suppose, begging t h e q u e s t i o n . And I would 
have t o c o n t i n u e w i t h t h i s p a r t i c u l a r j o b i f I wasn't 
l i v i n g w i t h somebody who had a super l a r g e house who s a i d t o 
me, *you can have t h i s room as a sewing room; t h i s i s 
you r room; you do what you l i k e i n i t ; I want you t o do 
your own work'...., and I'm v e r y l u c k y . I don't t h i n k 
many women are i n t h a t p o s i t i o n . I t h i n k i t ' s odd, i n a 
way, t h a t you happen t o have asked me t h a t . 

7. 
Q, "What s o r t o f f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p do 
you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 

A. With....? 

SQ. G a l l e r i e s , p a t r o n s , c ustomers... anybody who you... 

A. Very c a s u a l ; v e r y c a s u a l . O x f o r d C i t y and County 
were my l a s t commission-patrons - O x f o r d C i t y and County 
Museum: t h e y bought my l a s t p a n e l : t h e y ' v e booked a n o t h e r 
one. Not a c o n t r a c t u a l r e l a t i o n s h i p , b u t one's work i s 
known, and t h e r e f o r e people know where t o come. I'm 
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w r i t t e n t o a t A l l S a i n t s , and I s h a l l t a k e g r e a t p a i n s when 
I l e a v e t o w r i t e t o t h e person who l a s t bought my p a n e l s , 
s a y i n g , 'Hey: I've l e f t A l l S a i n t s , and I am now w o r k i n g 
a t home: I f you s h o u l d v/ant t o get i n t o u c h v / i t h me, my 
address now i s . . . . ' . . . I d on't have a c o n t r a c t u a l . . . . 

SQ. "Would you w i s h t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " -
Would you p r e f e r any o t h e r . . . 

A» I t h i n k n o t . I t a l l o w s me t o be i n d e p e n d e n t : i t 
a l l o w s me t o e x p e r i m e n t , and i t a l l o w s me t o do what I 
want t o do, and, i f somebody happens t o buy i t , t h e n t h a t 
i s s i m p l y l o v e l y ; i t ' s an e x t r a bonus t o have one's 
work bought, when one wanted t o do i t anyway. 

8. 
Qo "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A. Not i f i t means he's s p o n g i n g on t h e r e s t o f s o c i e t y : 
no, c e r t a i n l y n o t . I t h i n k t o o many people f e e l t h a t . 
I don't see t h a t he s h o u l d t h i n k h i m s e l f so s u p e r i o r t o 
t h e m e d i c a l man, t o t h e a c c o u n t a n t , t o t h e chimney sweep, 
t o t h e g r o o e r : . . . and I t h i n k t h e a r t s have s u f f e r e d f r o m 
t h i s g r e a t l y . There has been t h i s e l e v a t e d ' I am s u p e r i o r 
t o t h e r e s t o f you and t h a t ' s why I'm owed a l i v i n g ' : and 
I t h i n k t h e a r t i s t has i n f a c t s u f f e r e d g r e a t l y because o f 
h i s r e l a t i o n s w i t h t h e p u b l i c . . . . , he's absorbed t h i s i d e a -
t h e a r t i s t t h i n k s he's s u p e r i o r . . . 

9. 
Qo "A tendency has been note d f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n t erms o f independence 
as c r e a t o r ( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) and t h e 
p r i m a c y o f t h e a e s t h e t i c o b j e c t , r a t h e r t h a n t h e f u n c t i o n a l 
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o b j e c t . S i m i l a r l y among some p a i n t e r s and s c u l p t o r s , a 
s h i f t towards c a l l i n g themselves c r a f t s m e n , r e a c t i n g a g a i n s t : 
some o f t h e s p e c i a l n e s s or sacredness apparent i n p u b l i c 
use o f t h e t e r m ' a r t i s t 1 , has been n o t e d . Do you e x p e r i e n c e 
any problems connected w i t h b e i n g a r t i s t / c r a f t s m a n / d e s i g n e r 
(as a p p r o p r i a t e ) ? " 

A. No e I t j u s t makes me l a u g h h e a r t i l y , because I 
ca n ' t see v/hy, i f you're a p o t t e r , you c a n ' t a c c e p t t h e f a c t 
you are making t h i n g s t o put l i q u i d i n - b a s i c a l l y = o r , 
p o s s i b l y f o o d i n ( i t i s n ' t n e c e s s a r i l y l i q u i d ) . No, 
I t h i n k people sometimes throw themselves i n t o a g r e a t a e s t h e t i c 
t i Z o I don't mind d o i n g a p a n e l t o hang upon a w a l l } 
I don't f e e l o f f e n d e d i f somebody - a r c h i t e c t f r i e n d s v/ho 
r e c e n t l y s a i d , 'Would you make me a patchwork c u s h i o n c o v e r ' 0 . . 
I t h i n k you s h o u l d t u r n your hand t o b o t h . I t doesn't 
p e r s o n a l l y w o r r y me, b u t I observe i t w o r r i e s o t h e r p e o p l e . . . 
i f t h a t ' s any answer t o your q u e s t i o n . . . 

10. 
Q, "The problem w i t h b e i n g c a l l e d a r t i s t , i s t h a t , i n t h e 
extreme, t h e t e r m r e l a t e s t o g e n i u s , super-humanness; t h e 
problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t has o v e r t o n e s 
o f p a r o c h i a l i s m , r o u c h workmanship, h o l i d a y t r i n k e t manufact­
u r e ; s i m i l a r l y , d e s i g n e r c o n j u r e s up an image o f an a c t i v i t y 
a b s t r a c t e d f r o m t h e f u l l range o f e f f o r t and i n v o l v e m e n t 
necessary i n t h e p r o d u c t i o n o f an o b j e c t ; Would you agree? 
Have you any comment?" 

A. One does w o r r y about t h e t e r m c r a f t s m a n , because one 
i s g o i n g back t o t h e i d e a o f t h a t w hich i s made by hand 
b e i n g s u p e r i o r , whether any t h o u g h t went i n t o i t or n o t . 
I t h i n k I p r o b a b l y do p r e f e r t h e t e r m ' d e s i g n e r ' . When 
I was, a l o n g t i m e ago, a member o f t h e A r t s and C r a f t s 
E x h i b i t i o n S o c i e t y (as i t was t h e n c a l l e d ) , I remember 
Ch a r l e s Gibb Smith, who I t h i n k i s now one o f t h e e m e r i t u s 
p r o f e s s o r s a t t h e V & A, be g g i n g t h e A r t s and C r a f t s 
E x h i b i t i o n S o c i e t y t o change i t s name.... A l l t h e e l d e r l y 
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members sucked t h e i r t e e t h w i t h h o r r o r , and s a i d , 'How 
d r e a d f u l : t h i s i s W i l l i a m M o r r i s ' s concept, and we c o u l d n ' t ; 
p o s s i b l y g et away from i t ' . And he t o r e h i s r e m a i n i n g h a i r s , 
and s a i d , 'Now I do w i s h t o God you would t h i n k , and you a r e 
i n t h e t w e n t i e t h c e n t u r y , and t h i s word has o v e r t o n e s v/hich 
you don't seem t o be av/are o f ' . . . . I t h i n k t h e word 
d e s i g n e r does g i v e one t h e i d e a t h a t you've t h o u g h t o f 
something, and you've made i t . And 'Craftsman' does g i v e 
you t h e i d e a t h a t you may have made something b e a u t i f u l l y , 
b u t you might n o t be r e s p o n s i b l e f o r t h i n k i n g about i t . 
I s t h a t O.K? 

SQ. Yes. 

11. 
Qe "Frank L l o y d , o f Marlborough. F i n e A r t , i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money'. What do you f e e l about t h e o r g a n i s a t i o n o f t h e 
a r t m a r k e t ? " 

A. W e l l , I know i n s u f f i c i e n t l y about i t , N i c h , t o g i v e you 
a t r u t h f u l answer. I j u s t have o c c a s i o n a l l y f r i e n d s who 
go t o Sotheby's and b i d . I sav; on Sunday a p a r t i c u l a r l y 
e n c h a n t i n g w a t e r c o l o u r o f a d a n d e l i o n on somebody's w a l l , 
and s a i d , 'Whose i s t h a t ? ' , f a l l i n g upon i t . And she 
s a i d , 8 I n f a c t i t ' s Samuel Palmer: I went by a c c i d e n t t o 
Sotheby's, and was t a k i n g a f r i e n d ' s d r a w i n g which was 
a l l e g e d t o be B l a k e , and nobody was sure i f i t was Blake 
o r n o t , and saw t h i s and t h o u g h t t h e b i d d i n g was s t a r t e d 
a t a r i d i c u l o u s l y low f i g u r e - something l i k e t h i r t y pounds, 
and t h o u g h t , I'm not s i t t i n g here and w a t c h i n g a Samuel 
Palmer go f o r t h i r t y pounds:' she b i d f o r i t , and, I t h i n k , 
got i t f o r under s i x t y . I t h i n k t h e a r t market i s 
p r e t t y c l e v e r l y o r g a n i s e d , and, i f people don't make use o f 

t h e o r g a n i s a t i o n , i t ' s p r o b a b l y t h e i r own p o s s i b l y t h e i r 
own f a u l t . On t h e o t h e r hand, a week ago, I went t o a 
s a l e o f drawings by somebody whom I ' v e g i v e n a commission, 
and he had s a i d t h a t he c o u l d n ' t f i n i s h t h e p o r t r a i t 
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because he was o r g a n i s i n g a s a l e o f h i s own d r a w i n g s . And 
he'd g i v e n us an i n v i t a t i o n c a r d , and we went. I bought 
a w a t e r - c o l o u r d r a w i n g f o r t w e n t y pounds, which I t h o u g h t 
was an e n c h a n t i n g d r a w i n g . And, when I saw him t h e n e x t 
week and s a i d , 'John, d i d you do w e l l ? ' he s a i d c h e e r f u l l y , 
'Yes, I made n i n e hundred pounds' = w h i c h was so much b e t t e r 
t h a n any sum I had ever made showing i n a London g a l l e r y . ' 
And I was s l i g h t l y shaken t o t h i n k t h a t a Kent c o u n t r y 
v i l l a g e p a i n t e r c o u l d make n i n e hundred pounds under a week.... 
which i s so much more t h a n a n y t h i n g he'd t h o u g h t by f o r k i n g 
out f o r overheads, c a t a l o g u e s - a l l t h e o t h e r t h i n g s which 
go w i t h h a v i n g a London e x h i b i t i o n . I c a n ' t see, o t h e r 
t h a n by people s e l l i n g d i r e c t l y , t h e a r t i s t s e l l i n g d i r e c t l y 
t o a p a t r o n , t h a t t h i s can be overcome. Because i f you're 
g o i n g t o have a middle man, t h e n t h e m i d d l e man i s g o i n g t o 
t a k e h i s c u t f o r p r i n t i n g , and f o r h e a t i n g and l i g h t i n g . 
T h at's t h e o n l y e x p e r i e n c e I've had o f knowing f r i e n d s who've 
been i n v o l v e d i n i t . 

12. 
Q. "Do you t h i n k t h e employment o f a r t i s t s / c r a f t s m e n / -
d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o d e c o r a t e 
and a d o r n p u b l i c b u i l d i n g s and p l a c e s , and t o work w i t h 
a r c h i t e c t s on new b u i l d i n g s , would be ( a ) a good i d e a , 
( b ) would improve t h e v i s u a l e n v i r o n m e n t ? " 

A. No, I d o n ' t . Because I t h i n k t h e r e would be a f a i r 
amount o f g r a f t i n v o l v e d , and people g e t t i n g t h e i r f r i e n d s 
i n who'd been at s c h o o l , or s c h o o l w i t h t h e i r v/ives: I 
c a n ' t see t h a t t h i s i s n e c e s s a r i l y , i n i t s e l f . . . . t h a t i t 
would be a good t h i n g . I can see t h a t i f a r t i s t s and 
d e s i g n e r s were p o s s i b l y more i n t o t h e p u b l i c eye t h a n t h e y 
a r e , i t might be a good t h i n g . But I don't n e c e s s a r i l y 
f e e l t h a t p a r t i c u l a r method. 

SQ 0 I t ' s l i k e p a s t i n g on t o p o f t h e s i t u a t i o n , r a t h e r 
t h a n . . . 

A. I t h i n k so; y e s . 
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13. 
Q. "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s i n 
B r i t a i n ? " - or any p a r t i c u l a r aspect? 

A, The p a r t i c u l a r aspect t h a t I'm i n v o l v e d i n ? You mean 
i n embroidery? Because I can o n l y r e a l l y speak about 
embroidery t h o r o u g h l y , I suppose. 

SQ. Yes. 

A. W e l l , t h d r e are s u f f i c i e n t a d u c a t i o n a l a u t h o r i t i e s and 
p r i v a t e people around who a r e i n t e r e s t e d i n p u r c h a s i n g , as 
f a r as I can see, - and I ' d o b v i o u s l y l i k e t o s e l l more o f 
my ov/n work: i t ' s my own f a u l t t h a t I don't sew r a p i d l y 
enough t o do so. I f e e l t h a t i f t h e r e ' s any f a u l t , i t ' s 
p o s s i b l y on my s i d e , t h e p r o d u c t i o n s i d e , r a t h e r t h a n t h e 
p u r c h a s i n g s i d e - I t h i n k . . . . 

14. 
Q. T h i s i s a quote f r o m Cezanne: " ' I must go on w o r k i n g , 
b u t not i n o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , w hich i s 
so much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y w h i c h 
i s commonly so much admired i s n o t h i n g b u t t h e accomplishment: 
o f a c r a f t s m a n , and makes my work produced i n t h a t way 
i n a r t i s t i c and v u l g a r . I must n o t t r y t o f i n i s h a n y t h i n g 
except f o r t h e p l e a s u r e o f making i t t r u e r and w i s e r . • 
What i s your r e a c t i o n t o these views? ( b ) I s ' a r t f o r 
a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. No, I t h i n k a r t f o r a r t ' s sake can be v e r y s t u l t i f y i n g , 
i n f a c t ; and I t h i n k t h a t a r t f o r a r t ' s sake i s an A r t 
Nouveau concept anyway, i s n ' t i t ; i t ' s a c o m p a r a t i v e l y 
r e c e n t concept i n t h e h i s t o r y o f a r t ; how r e c e n t i s i t ? 
N i n e t e e n t h c e n t u r y . . . , l a t e n i n e t e e n t h c e n t u r y onwards c 

And you c o u l d argue (you'd p r o b a b l y be s h o t down, but you 
c o u l d a r g u e ) , t h a t a l l t h e best a r t has been produced under 
patronage, o f t h e c h u r c h or under t h e p a t r o n a g e o f i n d i v i d u a l s 
who knew what t h e y wanted. And I t h i n k t h a t t h e a r t f o r 
a r t ' s sake can be v e r y s t u l t i f y i n g concept t o work f o r . , . 
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I don't do i t . . . I don't t h i n k , f o r m y s e l f , . . . I mean, 
i f you s a i d , 'Who made a g r e a t e r c o n t r i b u t i o n t o t h e modern 
movement, t h e A r t s and C r a f t s Movement, or A r t Nouveau?% 
I would p r o b a b l y say t h a t A r t s and C r a f t s , i n a sense, had: 
because the A r t Nouveau was a v e r y much a r t f o r a r t ' s g a k e . e s e 

15. 
Q. T h i s i s H e r b e r t Read summarising Freud; "'There i s l i t t l e 
doubt t h a t , i n some sense or o t h e r , t h e a r t i s t i s always t o 
be r e g a r d e d as p s y c h o t i c . He may not be m a n i f e s t l y p s y c h o t i c ; 
he may r a t h e r be a p s y c h o t i c t y p e who has found some way 
o f d i s g u i s i n g , or compensating f o r , h i s p s y c h o s i s . ' ( a ) , 
Do you t h i n k t h i s view has any g e n e r a l c u r r e n c y ? ( b ) , Do 
you t h i n k t h i s view has any v a l i d i t y ? " 

A. I would have t h o u g h t i t had g e n e r a l c u r r e n c y , Yes. 
I t h o u g h t p r o b a b l y H e r b e r t Read might be on t h e mark i n 
t h a t . I t h i n k t h e a r t i s t , v e r y o f t e n , by t h e f a c t t h a t 
he's an a r t i s t , does mean t h a t he's p s y c h o t i c , he's 
n e u r o t i c , p e c u l i a r and marked out f r o m s o c i e t y i n some way. 
Because nobody would be an a r t i s t u n l e s s t h e y were s l i g h t l y 
o f f-beam. And so might nobody r e a l l y be a p o e t , N i c h , or 
a w r i t e r , u n l e s s t h e y had some form o f n e u r o s i s t h a t drove 
them on t o do what t h e y do. 'General c u r r e n c y ' p o s s i b l y 
amongst the v e r y l i t e r a t e 0 I would say t h a t on t h e whole 
t h e g e n e r a l p u b l i c would have no concept o f what you meant; 
i t would r e a l l y be t h e educated p u b l i c . 

SQ. I was t h i n k i n g , i n some sense, a l s o o f t h e way you t a l k 
t o somebody about a r t - a t y p i c a l 'man i n t h e s t r e e t ' ; i t ' s 
Van Gogh and Picasso, Van Gogh c u t s h i s ear o f f , and 
Picasso does i n c o m p r e h e n s i b l e t h i n g s 

A. W e l l , you t h i n k o f a l l t h o s e famous f i l m s t h a t have 
been made about i n r e c e n t y e a r s ; t h e y ' r e a l l t h e people who 
most... 

SQ. Ken R u s s e l v e r y much.... 
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A. A b s o l u t e l y . The p u b i c l y b a t t i e s t , weren't t h e y . They 
were Van Gogh, who c u t o f f h i s e a r ; Cezanne, urn..., No. 
Who am I t h i n k i n g o f ? Van Gogh; Toulouse L a u t r e c ; Van 
Gogh,... and who's t h e man who went t o t h e South Seas... 
Gauguin. A l l those people who t h r e w c o n v e n t i o n s o v e r b o a r d . 
And a l l t h e f i l m s have been made about them - t h a t ' s what 
th e t w e n t i e t h c e n t u r y t h i n k s o f as an a r t i s t - t h a t i s , 
t o t a l l y i r r e s p o n s i b l e . I t ' s a p u b l i c image t h a t has gener­
a l l y s p r e a d . Jean R e n o i r ' s f i l m about h i s f a t h e r i s r e a l l y 
r a t h e r s c a r c e l y r e g a r d e d , i s n ' t i t ? 

16. 
Qe "Gropius has s a i d ; 'Our g u i d i n g p r i n c i p l e v/as t h a t 
a r t i s t i c d e s i g n i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , b ut s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . « 
Our a m b i t i o n was t o rouse t h e c r e a t i v e a r t i s t from h i s o t h e r -
w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday w o r l d o f 
r e a l i t i e s ; and a t t h e same t i m e t o broaden and humanise the; 
r i g i d , almost e x c l u s i v e l y m a t e r i a l mind o f t h e businessman. 
Thus our i n f o r m i n g c o n c e p t i o n o f t h e b a s i c u n i t y o f a l l 
d e s i g n i n r e l a t i o n t o l i f e was i n d i a m e t r i c a l o p p o s i t i o n t o 
t h a t o f ' a r t f o r a r t ' s sake', and t o t h e even more dangerous 
p h i l o s o p h y i t sprang f r o m : 'business as an end i n itself?«,• 
( s ) Do you agree w i t h G ropius i n s a y i n g t h a t ' a r t i s t i c 
d e s i g n i s . . . s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e ' ? 
( b ) Do you t h i n k t h a t any o f t h e Bauhaus i n t e n t i o n s , as 
expressed above, have been r e a l i s e d ? (by t h e Bauhaus or any 
o t h e r p e r s o n s / g r o u p s ? ) " 

A« I t h o u g h t G r o p i u s had done more t h a n perhaps anybody 
i n making t h e a r t i s t and i n d u s t r y come t o g e t h e r and work as 
a team, and t h a t almost a l l examples o f a r t and i n d u s t r y 
p r o b a b l y d i d stem from t h i s r e l a t i o n s h i p . I t h o u g h t he was 
one o f t h e c l a s s i c people who d i d n ' t go f o r t h e a r t f o r 
a r t ' s sake a t t i t u d e , t h a t arose i n t h e n i n e t e e n t h c e n t u r y . 
You w o u l d n ' t have got him r u n n i n g . . . s e l l i n g i n a b i g shop 
i n P a r i s , would you? I would have t h o u g h t one would 
have agreed w i t h G r o p i u s . But I t h i n k G r o p i u s was a double 
t h i n k e r i n many ways; a tremendous P.R.O. man. 
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17 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e 
a r t i s t , c r a f t s m a n and d e s i g n e r i n B r i t a i n ? " - i n a sense 
you answered t h a t when you t a l k e d about t h e a r t s . . . . 

A. W e l l i t p r o b a b l y c o u l d be improved upon, I would have 
t h o u g h t . B u t, on t h e o t h e r hand, i t may be t h e f a u l t o f 
t h e p r o ducer r a t h e r t h a n t h e f a u l t o f t h e consumer. 
I'm not d i s p o s e d t o say t h a t nobody v/ants t o buy, or t h a t 
people a r e n o t i n t e r e s t e d , because on t h e whole I f i n d 
i f one d i d a g r e e a b l e and amusing and i n t e r e s t i n g and 
unusual t h i n g s people s a i d , 'Oh, where can I get t h a t 1 , 
o r , 'Could you do one f o r me?' - I t h i n k one j u s t c a n ' t 
s t i t c h f a s t enough: I can o n l y speak fro m my own aspect o f 
a c r a f t , b u t , p r o b a b l y , i f one d i d more more people would 
buy. On t h e o t h e r hand an a w f u l l o t o f shops do a g r e a t 
d i s s e r v i c e t o v a r i o u s c r a f t s . . . . , l i k e t h e unspeakable 
examples o f macrame, f o r i n s t a n c e , t h a t you see i n 
Heals - d r e a d f u l k n o t t e d j o c k - s t r a p t y p e o f t h i n g s t h a t 
you want t o t a k e out and b u r n ; I don't see t h a t t h a t 
h e l p s v e r y much. I would have s a i d t h e p r e s e n t p o s i t i o n 
c o u l d be improved. I am not a b s o l u t e l y c e r t a i n i t ' s 
n e c e s s a r i l y t h e consumer's f a u l t . Perhaps i f a l l t h e 
pr o d u c e r s banded t o g e t h e r . . . . perhaps i f t h e V & A i d e a 
o f showing what can be done under t h e hea d i n g o f c r a f t 
r e a l l y t a k e s o f f . . . . t h a t may be one o f t h e best t h i n g s 
t h a t ' s s t a r t e d i n t h i s c e n t u r y . On t h e o t h e r hand i t 
may be an expensive j o k e . I don't know i f one can t e l l 
f o r a year or so. 

18. 
Q. "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

A. I t ' s a v e r y l o n g t i m e s i n c e I was i n one. I don't 
r e a l l y f e e l . . . . I'm not on t h e examining b o a r d ; I'm 
not on t h e Soraerson Committee. I would say i t was r a t h e r 
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l i k e t h e c u r a t e ' s egg j o k e i n Punch i n t h e n i n e t e e n t h 
c e n t u r y - p a r t s t h a t are e x c e l l e n t (some a r t s c h o o l s a r e 
f r i g h t f u l l y g o o d ) , and some a r t s c h o o l s t h a t you f e e l s h o u l d 
be c l o s e d down and send t h e i r s t a f f e l s e w h e r e . H i d e o u s l y 
v a r i e d . 

19. 
Q. "Do you c o n s i d e r t h a t t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . those who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n pr o m o t i n g any p a r t i c u l a r c o n c e p t i o n o f 
a r t and a r t i s t s p u b l i c l y ? " 

A. No. 

20. 

Q. "What do you t h i n k o f t h e p r e s e n t r a t i o between a r t / -
c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n and 
t h e o r i s a t i o n as i t takes p l a c e i n , f o r i n s t a n c e ; s c h o o l s , 
a r t s c h o o l s , h i g h e r e d u c a t i o n , T.V., p r e s s , r a d i o , i n 
o t h e r a r e a s ? " 
A. I would suspect t h a t t h e r e ' s n o t a g r e a t d e a l o f 
r e l a t i o n s h i p , b u t not t e a c h i n g i n an a r t s c h o o l m y s e l f , 
I ' d f e e l s l i g h t l y unhappy making any a c c u r a t e comment on 
t h a t . I t h i n k you'd have t o ask somone l i k e Constance 
Howard t o get a r e a l l y a c c u r a t e answer. 

21. 
Q. "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e adherence t o a p a r t i c u l a r 
s t y l e and mode o f e x p r e s s i o n as a p r e - r e q u i s i t e f o r success, 
or c o n t i n u i n g success?" 

A. I suppose I r e a d Edward Lucy Smith whose w r i t i n g appears 
t o me more i n t e l l i g e n t t h a n most - p o s s i b l y N i g e l G o s l i n g . . . . 
b u t I would t h i n k no. 
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22. 
Q. T h i s i s a quote f r o m Bruce A l l s o p p . . . 
A. From? 

SQ. Bruce A l l s o p p ; he's an a r c h i t e c t and p a i n t e r who 
a l s o w r o t e . . . " ' A r t i s something v/hich i s p a r t o f t h e 
a r t i s t ' s s e l f , as he i s , and n o t something v/hich he s e l l s 
t o e a r n a l i v i n g ' . I s t h i s t r u e ? Or i s i t t r u e f o r you?" 

A. I t h i n k one s t i t c h e s a p a n e l because one wants t o 
t r e m e n d o u s l y ; and i f somebody e l s e comes and says, 
'Hooray, how m a r v e l l o u s , I ' l l buy t h a t 1 , you t h i n k how 
m a r v e l l o u s t o have had one's work bo u g h t . I t h i n k , 
s p e a k i n g f o r m y s e l f , t h a t ' s a t r u t h f u l answer. I t i s 
a bonus when somebody a c t u a l l y s h e l l s out good money t o 
purchase something t h a t you have done because you wanted 
t o do i t i n t h e f i r s t p l a c e . On t h e o t h e r hand, I'm 
alv/ays v e r y overcome t o be g i v e n a commission because t h e 
commission has been based on people's knowledge o f y o u r 
p r e v i o u s work. And t h e y o b v i o u s l y don't go and ask you 
t o do something u n l e s s t h e y ' v e seen something you've 
done b e f o r e - or something which your s t u d e n t s have done. 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
accomplishment or s k i l l . Would you d i s t i n g u i s h s k i l l 
f r o m a r t ? I f so, would you see t h i s as a d i f f e r e n t l e v e l 
o f d i s t i n c t i o n t h a n t h a t , f o r example, between an a v e r a g e l y 
s k i l l e d t e n n i s p l a y e r , and t h e a b i l i t y o f a t o p c l a s s 
p r o f e s s i o n a l ? " 

A. I t h i n k t h e r e a r e some a r t s which you might be a b l e t o 
p r a c t i c e w i t h o u t a c q u i r i n g manual d e x t e r i t y . I n my 
p a r t i c u l a r f i e l d I t h i n k you p r o b a b l y w o u l d n ' t get v e r y 
f a r w i t h o u t t h e a c q u i s i t i o n o f manual d e x t e r i t y ; i t would 
be v e r y o b v i o u s i n s t i t c h e r y t h a t you c o u l d o r c o u l d n ' t 
sew. And, as f a r as t h e method o f a p p l i c a t i o n o f p a i n t 
t o canvas i s concerned, you c o u l d q u i t e p r o b a b l y f l i n g 
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p a i n t on, b i c y c l e over i t , e t c . , and your manual d e x t e r i t y 
as f a r as t h e a p p l i c a t i o n o f p a i n t might not m a t t e r . 
As f a r as t h r e a d s and f a b r i c and embroidery or t a p e s t r y 
weaving«s concerned I would have t h o u g h t y o u r manual 
d e x t e r i t y s h o u l d be a t an e q u i v a l e n t l e v e l t o y o u r . . . . 
t o your d e s i g n i n g l e v e l - t o be s u c c e s s f u l . I don't 
t h i n k you can u n r a v e l , u n p i c k , and mess about w i t h t h r e a d s 
and f a b r i c s and get an i n t e r e s t i n g r e s u l t ; I t h i n k i t 
j u s t l o o k s u n p i c k e d . While o f no doubt you can get 
t u r p s and u n p i c k a p a i n t i n g , t h a t might somehow l o o k 
i n t e r e s t i n g , b ut not u n p i c k e d . 

2k. 

Q. "Can I l e a r n t o be an a r t i s t , o r must I have a c e r t a i n 
l e v e l o f p r e - e x i s t i n g t a l e n t ? " 

A. I t h i n k you can l e a r n t o be an a r t i s t ; you can l e a r n 
t o draw, but p o s s i b l y not beyond a c e r t a i n l e v e l . Because 
i f you put your mind t o i t ( I can see i t as an i n t e l l e c t u a l 
a c t i v i t y ) , i f you put your mind t o w a n t i n g t o ac h i e v e 
something I t h i n k you can a c h i e v e i t , whether i t ' s i n t h e 
f i e l d o f e n g i n e e r i n g or v i s u a l work, or whether i t ' s 
c o o k i n g or g a r d e n i n g : but you might not be a b l e t o g e t 
beyond a c e r t a i n p o i n t - t o wh i c h o t h e r people v/ould say, 
'This person can do so much, but i s n o t r e a l l y capable o f 
any f u r t h e r p r o g r e s s i o n ' . I know I can t e a c h my t h i r d 
y e a r s t o pass t h e c e r t i f i c a t e a t e i t h e r d i s t i n c t i o n , 
moderate or pass l e v e l , . s o , b u t I doubt whether any o f them 
w i l l go on t o do a n y t h i n g f u r t h e r t h a n t h a t , I know 
I can t e a c h t o a p a r t i c u l a r l e v e l : t h e y can a c c o m p l i s h 
work t o a p a r t i c u l a r l e v e l . I t h i n k you can t e a c h p e o p l e , 
N i c h , y e s . P r o v i d e d t h e y ' r e w i l l i n g t o be t a u g h t - t o 
a c e r t a i n l e v e l . There are c e r t a i n c o n d i t i o n s t o s a y i n g 
'yes, you can t e a c h them'. 



63 

25o 
Qo "Are you happy w i t h t h e ways i n which t h e A r t s , C r a f t s 
and Design C o u n c i l s c a r r y o u t t h e i r a c t i v i t i e s ? " 

A. W e l l , n o t b e i n g a p r e s e n t member o f any o f them, because 
I was so enraged by t h e way t h i n g s were r u n when I was 
l a s t a member, I'm p r o b a b l y g i v i n g a b i a s e d answer.. I t had 
o c c u r r e d t o me t h a t I s h o u l d become a member o f something 
l i k e t h e C r a f t s C o u n c i l - a t t h e t i m e I l e f t I t h o u g h t 
t h a t t h e i r s u b s c r i p t i o n v/as u n n e c e s s a r i l y h i g h f o r t h e 
s e r v i c e o f f e r e d , and t h e work was v e r y mediocre. And I 
agreed w i t h C h a r l e s Gibb S m i t h ; he was f a l l i n g about w i t h 
l a u g h t e r a t t h i s n i n e t e e n t h c e n t u r y concept o f t h e c r a f t s m a n , 
and d o i n g t h i n g s by hand, and t r o t t i n g up t o meetings 
w i t h bare l e g s and hand-woven s k i r t s and f l a t s a n d a l s , 
which appeared t o me t o be n e i t h e r p r o f e s s i o n a l nor a r t i s t i c 
o r a n y t h i n g e l s e , but j u s t p l a i n p e c u l i a r and u n p r o d u c t i v e . 
And so I'm n o t r e a l l y a.... a l t h o u g h I'm a p r a c t i s i n g 
e m b r o i d e r e r , i n t h e sense t h a t I do my own work, I don ' t 
b e l o n g t o a p r o f e s s i o n a l or c r a f t s m a n s h i p body, a t t h e 
moment. I t h i n k i t ' s my f a u l t , p o s s i b l y , r a t h e r t h a n 
t h e i r s , because I s h o u l d j o l l y w e l l have found out who 
I t h o u g h t was most f o r w a r d l o o k i n g . But I can remember 
t h i n k i n g , 'This i s ab s u r d ; I'm damned i f I'm g o i n g t o 
pay...' v/hatever amount o f guineas i t was, you knovi. 
I won't do t h i s . There must be something one s h o u l d 
b e l o n g t o . I'm not a b s o l u t e l y c e r t a i n I ' v e found i t , and 
I h o n e s t l y don't r e s e a r c h t o d i s c o v e r what I ought t o 
b e l o n g t o . 

SQ« How does t h e C r a f t s C o u n c i l o p e r a t e , then? You can 
become a member o f i t . . . . ? 

A. W e l l , I was put up f o r membership o f t h e A r t s and 
C r a f t s E x h i b i t i o n S o c i e t y , w h i c h now, y e a r s l a t e r , on 
C h a r l e s Gibb Smith's recommendation, d i d change i t s name 
t o t h e S o c i e t y o f D e s i g n e r - C r a f t s m e n . But I'm not a member 
o f t h a t a t t h e moment. And I t h i n k I p r o b a b l y ought t o be. 
I b e l i e v e t h e way t o become a member i s t o put up c e r t a i n 
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examples o f work which you have done, and i t ' s l o o k e d a t 
by a C o u n c i l . . . . 

SQ. So i t ' s a.... 

A. I t ' s a s e l e c t i o n by people who e x i s t a l r e a d y . . . 

SQ. I t ' s t h e A r t s and C r a f t s E x h i b i t i o n . . . . 

A. Who changed t h e i r name... 

SQ» That you were a member o f . . . 

A. Yes, I was, y e s . 

SQ. And what do you t h i n k o f t h e Government C r a f t C o u n c i l s 
c r a f t index? 

A. I t h i n k t h e i d e a i s r a t h e r an a g r e e a b l e one. I'm 
not a b s o l u t e l y c o n v i n c e d from what I've seen t h a t i t ' s 
e x i s t i n g on a h i g h enough s t a n d a r d . I t h i n k t h e r e ' s 
s t i l l t h i s g r o t t y a r t y - c r a f t y b a r e - f o o t s a n d a l h a n d - w o v e n - s k i r t 
a t t i t u d e b e h i n d t h i s , and i n some o f t h e work. I f i n d 
some q u i t e sharp w i t t e d t h i r d y e a r s , whom I have sent t o 
these e x h i b i t i o n s , come back s a y i n g , 'Well r e a l l y j I f 
t h a t ' s what's g o i n g t o be shown i n t h e V & A, our work's 
j u s t as g o o d 1 . And, when you see t h e c a t a l o g u e , you've 
got t o agree t h a t , yes; some o f t h e b e t t e r t h i r d y e a r ' s 
work c o u l d q u i t e e a s i l y be e x h i b i t e d . 

SQ. Do you t h i n k t h i s i s i n h e r e n t i n t h e i d e a o f h a v i n g 
an A r t s and C r a f t s C o u n c i l s e p a r a t e ? 

A. Do I t h i n k ? . . . . s o r r y N i c h . . . . 

SQ. Do you t h i n k t h i s s o r t o f p a r o c h i a l i s m , or h a n d i c r a f t 
s i d e o f c r a f t , i s , perhaps, p e r p e t u a t e d by h a v i n g a.... 
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A« I t h i n k i t w i l l never d i e because there are enough 
women who v/ant t o do t h i n g s , u n f o r t u n a t e l y . Who j u s t 
want t o make t h i n g s without any r e a l thought. I'm a f r a i d 
t h a t the existence of towns-womens1 g u i l d s and woraens1 

i n s t i t u t e s , and t h i n k s l i k e t h a t , where they l o v i n g l y 
encourage t h e i r members, from the most n i c e s t possible 
reasons...o I t h i n k t h e r e ' l l always be an i n t e r e s t i n 
c r a f t s and the d o - i t - y o u r s e l f kind of t h i n g s ; I don't 
t h i n k i t n e c e s s a r i l y means t h a t the standard of the c r a f t s 
i s i n any way going t o be r a i s e d . I t h i n k there's s t i l l 
t h i s 'Made By Hand' l a b e l - f i l l e d w i t h breathless a d m i r a t i o n , 
as I said e a r l i e r : I t h i n k i t ' l l take a long time t o get 
r i d o f . 
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I n t e r v i e w Four 

Reading 
12 December 197^ 

I n t e r v i e w four i s w i t h a p a i n t e r and engraver who i s 
also in v o l v e d i n photography. He taught at the time of 
i n t e r v i e w i n g at a secondary school near Reading,, 
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INTERVIEW FOUR 
Reading 

12 December 197^ 

1. 

Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, engraver, e t c . , e t c . , ) ? " 
A, Yes, mainly p a i n t i n g and engraving. With photography 
as ..well. 

2. 
Q« "Would you c a l l y o u r s e l f an a r t i s t , craftsman or 
designer? or any combination of these?" 

A. Complete across-the-board; a l l t h r e e , r e a l l y . 
No tendency t o s p e c i a l i s e i n any way. 

3. 
Q. "What does the idea of being p r o f e s s i o n a l mean t o 
you, as regards a r t , c r a f t or design? Do you f e e l t h a t 
a r t i s a profession?" 

A. I ' d l i k e t o t i e i t up w i t h teaching, t o emphasise 
the community aspect of i t . But, otherwise, d e f i n i t e l y 
p r o f e s s i o n a l . Not i n the sense of a paid t h i n g , n e c e s s a r i l y , 
but something t h a t one f o l l o w s a l i n e through l i f e . 

SQ, You don't see i t as p r o f e s s i o n a l i n the sense t h a t 
people t a l k of doctors, lawyers, teachers, and so on, where 
they u s u a l l y mean having gone through c e r t a i n t r a i n i n g , . . . 

A. ...become a c e r t a i n s o r t of person... there's a 
s o r t of bias about t h a t . . . 

SQ. Usually i n v o l v i n g a s o r t of s t a t u s . . . 
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A 0 Status, yes. Yes, t h a t tends t o overweigh other 
ways of l o o k i n g at i t . . . 

SQ. Yes'. A l l the people I've i n t e r v i e w e d so f a r have 
s a i d , i n a sense, what you've j u s t s a i d ; d e f i n i n g i t i n 
terms of f o l l o w i n g a consecutive l i n e . . . . 

A. Consecutive l i n e . . . which i s what a doctor would do 
i n f a c t i f he wasn't... 

k. 

Q. "Do you experience or f e e l there are any problems i n 
the t r i p a r t i t e d i v i s i o n s of a r t ; c r a f t ; design?" 

A. Problems? 

SQ. Problems i n the sense of the existence of these 
three categories as separate c a t e g o r i e s . . . 

A. Yes: which... Yes, w i t h something l i k e p a i n t i n g 
you can become bogged down i n the c r a f t of i t , and t h e r e ­
f o r e become more of a c i v i l servant of p a i n t i n g , r a t h e r 
than being ^undecipherable/; but t h a t ' s purely f o r oneself 
t o discover. These d i v i s i o n s are j u s t made by people 
having t o choose one aspect or other of t h e i r own a b i l i t y 
and i n t e n t i o n * 

5. 
Q» "What s p e c i a l f u n c t i o n do you consider the a r t i s t / c r a f t s -
man/designer to have?" 

ko I t h i n k teaching should be a b i g part of i t . I n 
any respect t h a t you should... i t shouldn't be j u s t a 
matter of f o l l o w i n g the p r o f e s s i o n and doing t h i n g s , and 
then s e l l i n g or showing the r e s u l t s , but p a r t i c i p a t i n g 
s o c i a l l y , i n a way, and, e r . . . what was i t ? 
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SQ. Special f u n c t i o n . 

A. Special f u n c t i o n , 

SQ, Do you consider t h e . . , 

A. Yeah, That's r i g h t . That's w i t h i n s o c i e t y , i s n ' t 
i t . By t h a t teaching show others - t r y to knock down t h i s 
s t a t u s t h a t a r t has had..,, t h i s i v o r y tower syndrome. 

6. 
Q. "Do you l i v e o f f your a c t i v i t y as a p a i n t e r / s c u l p t o r / -
weaver/designer/etcetera?" 

A, Tou could say r e a l l y d e f i n i t e l y not - ' l i v i n g ' i n 
the sense of 'making a l i v i n g ' ? 

Q2. Yes. Well, "(b) I f not, do you undertake any other 
s o r t of work t o support your a c t i v i t y as a p a i n t e r , weaver, 
etc . , ? " 

A. Yes, I teach. 

SQ, You teach i n a secondary school? 

A. Yes. Yes, mainly because... sheer enjoyment ( i f 
you choose your school c a r e f u l l y . ) 

S2. " ( c ) I f you undertake any other s o r t of work, do 
you consider y o u r s e l f p r i m a r i l y an a r t i s t / c r a f t s m a n / -
designer, or p r i m a r i l y a teacher?" 

A. Yeah; p r i m a r i l y the a r t i s t - c r a f t s m a n - d e s i g n e r . 
M u l t i f a c t o t u r a i s the word, i s n ' t i t . 
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7o 

Q. "What s o r t of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h galleries/patrons/customers?" 

A* So f a r very l i t t l e . 

SQ. Tou s e l l through personal contacts? 

A. Yes; b a s i c a l l y t h a t . 

Q2, " ( b ) Would you wish t h i s r e l a t i o n s h i p t o be otherwise?" 

A« Sometimes, yes; sometimes, no. At the moment no. 
I wouldn't wish i t t o be otherwise. 

SQ. One of the things t h a t other people I've in t e r v i e w e d 
have seemed t o imply i s t h a t they're very glad t h a t they're 
teaching, because t h i s enables them t o do what s o r t of 
work they want, and s e l l on a casual basis or have the 
occasional e x h i b i t i o n . . . . i n a way, the way t h a t they'd 
p r e f e r i t ; do you f e e l t h a t about i t ? 

A. Yes; you could be r i g h t . . . they could be r i g h t on 
t l l E l ' f c o o ft 0 

SQ. Would you pr e f e r t o be able t o have r e g u l a r e x h i b i t i o n s , 
or do you prefer the freedom given t o you by having another 
j o b , so t h a t you don't get d i c t a t e d t o , i n a sense? 

A. Yes, you don't get d i c t a t e d t o . No. I f you wish 
t o work by having e x h i b i t i o n s , you are r e a l l y under the 
thumb of a g a l l e r y d i r e c t o r , who would wish you t o be h i s 
own personal property. No..., i t ' s not a freedom r e a l l y ; 
i t tends t o make you s l i g h t l y d i l e t t a n t e - i n other words 
you're not endeavouring because you have t o . 

SQ. You being a teacher... 

A. That's r i g h t , yes. Although i t releases you from the 
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embarrassing aspect of f i n a n c i a l t h i n g s , which.... you're 
e i t h e r a j u g g l e r w i t h money or you're n o t : no h a l f way. 
And a l s o , w i t h a teacher as w e l l you become what you've 
been through most of your l i f e ; you become p a r t of a 
system, and t h e r e f o r e i t ' s nice and cosy t o be detached 
from ^ l a s t part of sentence indecipherable/. 

8. 
Q. "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A. Every r i g h t . 

SQ. And i f you put t h i s i n t o e f f e c t would you l i k e to see 
t h i s taken up i n terms of A r t s Council patronage, support 
i n the way you're being supported as an a r t teacher, or 
by s e l l i n g . . . ? 

A. Yes, provided you support y o u r s e l f by doing something 
t h a t i s reasonably connected i n the p r a c t i c e of t h a t w i t h 
what you're r e a l l y l i k e t o be doing. I don't know.... 
A r t s Council t h i n g s - more f o r communal a c t i v i t i e s ; not 
j u s t f o r i n d i v i d u a l s . I t ' s a community t h i n g f o r communal 
a c t i v i t y . 

SQ. I f the A r t s Council were t o say to you, 'We'll give 
you a couple of thousand a year to paint p i c t u r e s as long 
as you send us what you produce, when you produce, every 
s i x months f o r an e x h i b i t i o n ' . . . . would t h a t . . . ? 

Ae Well, :what's the d i f f e r e n c e between t h a t and, say, 
some g a l l e r y owner doing that? I mean you f e e l . . . 

SQ. Well, i_f the A r t s Council were to do t h a t , they'd 
be saying, 'We'll take you on as a p a i n t e r ; w e ' l l take 
what you p a i n t ; w e ' l l take your pace of p r o d u c t i o n ; 
we won't requ i r e t h a t you s e l l i t ; w e ' l l pay you the wages 
t o produce i t - and w e ' l l take on the d i s t r i b u t i o n , and 
give i t you back i f we don't s e l l i t ' . 
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A« Yes, so there's no c r i t e r i o n t o choose the person... 

SQ. Obviously there would be c r i t e r i o n , i n the sense t h a t 
some committee's going t o do t h a t . . . I'm j u s t t r y i n g t o 
get at i n what sense you t h i n k an a r t i s t should be.... 

A. Yes, w e l l there you're going t o be at the whims of 
a c e r t a i n committee though, aren't you. And, I ' d perhaps 
r a t h e r have a g a l l e r y owner t o t h a t ; at l e a s t you know 
t h a t the p o l i c y of a g a l l e r y . . . . and i t ' s not something 
a b i t vague. No, I s t i l l t h i n k A r t 6 Council a c t i v i t i e s 
f o r support, f o r room, e d i f i c e s of t h e a t r e s - the more 
p a r t i c i p a t o r y a r t s , r a t h e r than the i n d i v i d u a l . 

SQ. The C r a f t s Council now seems to take on a l o t of 
d i r e c t i n d i v i d u a l support. 

A. Yes, t h a t ' s where I t h i n k you s t a r t g e t t i n g your 
d i v i s i o n s between A r t s and C r a f t s : c r a f t s are being pushed 
out by the obvious means, r e a l l y . Whereas the a r t i s t 
i s an a r t i s t , v/hatever the s t a t e of the world. A 
craftsman depends on the sale of h i s goods, because he 
f u l f i l l s a c e r t a i n need; and t h a t s o r t of need has become' 
less and l e s s . He's j u s t not able to make a l i v i n g - so 
he must be subsidised. 

9. 
Q. "A tendency has been noted f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves being a r t i s t s , r a t h e r than 
craftsmen, w i t h a l l t h a t t h i s i m p l i e s i n terms of independence 
as cre a t o r (not copier or r e p e t i t i o u s producer), and the 
primacy of the a e s t h e t i c o b j e c t , r a t h e r than the f u n c t i o n a l 
o b j e c t . S i m i l a r l y among some pa i n t e r s and s c u l p t o r s , 
a s h i f t towards c a l l i n g themselves craftsmen, r e a c t i n g 
against some of the specialness or sacredness apparent 
i n p u b l i c use of the term a r t i s t has been noted. Do 
you experience any problems associated w i t h being a r t i s t / -
c raftsman/ designer?'' 
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A, I t h i n k i t ' s what we've been h i n t i n g at j u s t now:-
these s o r t of seasonal f l u c t u a t i o n s . . . I don't t h i n k I can 
give anything too i l l u m i n a t o r y on t h a t b i t . Because not 
being f a n a t i c a l l y bound up w i t h one of these t h i n g s t o 
make a l i v i n g . . . . I don't t h i n k I could give a f a i r 
answer t o t h a t . 

SQ. I was at a t a p e s t r y weaving company r e c e n t l y - and 
t h a t t r a d i t i o n a l l y a c r a f t . And he was saying how important 
i t i s t o become ' a r t i s t ' i n a p u b l i c sense, because p r e v i o u s l y , 
(and s t i l l at the time I was t h e r e ) , people would b r i n g 
a small p a i n t i n g t o him and say 'Blow t h i s design up t o 
t h i r t y f e e t by f i f t e e n f e e t ' - and i t ' s a p a i n t i n g , and 
i t ' s very s m a l l , and blow i t up: and so i t ' s not i n t h a t 
medium, and not of t h a t s i z e . But, when he becomes a r t i s t , 
then somebody says, 'Do me a t a p e s t r y of such and such a 
size and of such and such a theme;' he designs i t ; he 
makes i t ; and he knows the medium. I t seems to be the 
c r a f t people who are much more a f f e c t e d by t h i s . But 
then, I've t a l k e d t o p a i n t e r s who've f e l t t h i s need t o 
say, 'I'm j u s t a man doing a j o b ' . 

A. Yeah; i t ' s impossible t o e x p l a i n , because i t ' s so 
emotional r e a l l y . 

SQ. Or t h i s p e c u l i a r p o s i t i o n of p o t t e r s , some of whom 
c a l l themselves ceramic a r t i s t s , and then produce objects 
t h a t you can't put water i n . 

A. Or anything r e a l l y . . . . 

SQ. Or the man on the market s t a l l who's a p o t t e r and 
t r y i n g t o make a name f o r h i m s e l f , and ends up p u t t i n g 
l i t t l e r i n g s around i t w i t h h i s f i n g e r s when he's f i n i s h e d 
the smooth pot - j u s t t o show t h a t i t ' s hand-made. 

10. 
^/question t e n , again dealing v/ith d e f i n i t i o n s of a r t i s t , 



craftsman and designer was omited on the grounds t h a t the 
questions had already been f u l l y covered without y i e l d i n g 
much i n the form of f r u i t f u l r e p l i e s ^ / 

11. 
Q. "Frank Lloyd of Marlborough Fine A rt i s re p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money'. What do you f e e l about the o r g a n i s a t i o n of the 
a r t market." 

A. I was l o o k i n g at Esquire Magazine yesterday; t h a t ' s 
changed i n c r e d i b l y - I used t o t h i n k t h a t was a s o r t of 
D o l l y B i r d magazine. And there was one a r t i c l e w i t h an 
i l l u s t r a t i o n which showed you such a wealth of what are 
c a l l e d i n American, ' a r t t a l e n t ' - such a c o l l e c t i o n of 
beings as you've never seen i n one photograph before: 
Rosenquist and Andy Warhol, Mary Rivers,.... q u i t e a 
c o l l e c t i o n : and, of course, s i t t i n g up the f r o n t was t h i s 
Beckstein, or Whatstein, or whatever..., and there you 
are; i t ' s the entrepeneur. And I t h i n k t o react against 
i t would be j u s t a so r t of token a c t i o n r e a l l y . A 
dealer's a dealer; i t doesn't matter what i t i s ; i f you're 
a dealer you deal i n i t . A p a i n t i n g ' s j u s t the same as 
a potted f r u i t or a box of choclates; i t ' s a commodity 
t h a t people want, and i t ' s the job of the p a i n t e r t o 
concern himself w i t h the p a i n t i n g . This i s probably why 
we t a l k about the teacher being i n s u l a t e d from the business 
side, because.each i s a f u l l - t i m e job i n i t s e l f . 

12. 
Q. "Do you t h i n k the employment of a r t i s t / c r a f t s m e n / -
designers by c i t y c o u n c i l s on a permanent basis t o decorate 
and adorn public b u i l d i n g s and places, and t o work w i t h 
a r c h i t e c t s on new b u i l d i n g s , would be (a) a good idea; 
(b) would improve the v i s u a l environment?" 
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A. Why can't the a r c h i t e c t s do i t ? I t h i n k a r c h i t e c t s 
should be broad enough i n t h e i r t r a i n i n g and scope t o 
b r i n g t h i s i n . I t ' s l i k e the s t o r y of one chap makes 
a cup, another chap p a i n t s a design on i t , and the two of 
them work i n two d i f f e r e n t workshops, and the cups come 
i n , and p a i n t s a design on i t , and t h a t design has been 
concocted by a chap i n a t h i r d room who's j u s t working on 
a piece of paper. Or even the cup i t s e l f has been designed 
by somebody somewhere e l s e . Must get back t o the un i v e r ­
s a l man, somehow. But t h a t ' s impossible i n a way. 

SQ. That's i n a way what I was t r y i n g t o get at i n the 
e a r l i e r question oh the t r i p a r t i t e d i v i s i o n of a r t , c r a f t 
and design. That the man who makes i t , the man who 
designs i t - two d i f f e r e n t people, and the a r t i s t i s something 
else again. And the a r t i s t , i n a sense, i s the ' f i n e ' 
a r t i s t , and the craftsman i s t h e . . . . 

A. Technique, yes. 

SQ. The sor t of t h i n g Morris was t r y i n g t o get against -
react a g a i nst. 

A. Yes, f u n c t i o n and form. Because i t went so much 
do w n h i l l w i t h Gothicism, j u s t being an i c i n g on the box. 
A gothic b u i l d i n g i s a box, but then, when Morris was 
around, the boxes were s t a r t i n g t o be made of s t e e l 
frames w i t h dressings on them, and the dressings were the 
Gothic decorations. Morris was t r y i n g t o get back t o the 
m a t e r i a l . The m a t e r i a l emphasises the c o n s t r u c t i o n , and 
t h e r e f o r e the c o n s t r u c t i o n i s , t r u t h and beauty?... 

13. 
Q. "What do you t h i n k of the present s t a t e of the a r t s 
i n B r i t a i n ? " 

A. They're blessedly c h a o t i c . There's so many w e l l -
founded schemes t h a t founder j u s t because of the English 
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outlook. Wild enthusiasm f o r two weeks, and then i t a l l 
j u s t subsides, and something else takes t h e i r i n t e r e s t . 
As soon as you pick on something, you f o r g e t the r e s t , so, 
a l l i n a l l , I t h i n k i t ' s healthy - i t ' s changing, and y e t , 
what has gone before i s n ' t swept away. 

SQ. The t h i n g you mentioned about 'English a t t i t u d e ' ; do 
you t h i n k i t ' s d i f f e r e n t abroad? Because one of the people 
I i n t e r v i e w e d a couple of days back was saying t h a t , i f 
you're working i n France, and you come back w i t h your 
sketch book, or whatever, t h e y ' l l say, -'Have you been working 
w e l l ? ' , . . . . they t r e a t you as i f you've done a job - done 
something, and as i f i t was a reasonable t h i n g t o do. 
Do you t h i n k there's any d i f f e r e n c e between England and 
other c o u n t r i e s . 

A« I've not r e a l l y had the broad enough experience of 
c o n t i n e n t a l c o u n t r i e s - but, I t h i n k there i s a d i f f e r e n c e s 

Q. This i s a quote from Cezanne; " ' I must go on working, 
but not i n order t o a t t a i n a f i n i s h e d p e r f e c t i o n , which i s 
so much sought a f t e r by imbeciles. And t h i s q u a l i t y which 
i s commonly so much admired, i s nothing but the accomplish­
ment of a craftsman, and makes my work produced i n t h a t 
way i n a r t i s t i c and v u l g a r . I must not t r y t o f i n i s h 
anything except f o r the pleasure of making i t t r u e r and 
wiser.' (a) What i s your r e a c t i o n t o these views; 
(b) I s 'Art f o r A r t ' s Sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. I t ' s very r e f r e s h i n g to hear t h a t , and then t o see h i s 
work. That r e a l l y describes h i s t o t a l work, whatever 
i t i s - because otherwise you can't describe i t at a l l ; 
j u s t look at i t ; i t ' s t e r r i f i c . But, what was the second 
part? 

SQ. Do you t h i n k t h a t 'Art f o r Ar t ' s Sake' i s l i b e r a t i n g , 
or r e s t r i c t i v e . This i s i n the sense t h a t , whereas h i s 
views... - he's r e a c t i n g against (perhaps) French Salon 
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a r t , meticulousness - he's part of a movement r e a c t i n g 
against t h a t i n what seemed a v a l i d way, but v/hich, at 
the same time, has i n a sense now got embodied i n t o 'Art 
f o r A r t ' s Sake'; do you t h i n k t h i s has had any bad conse~-: 
quences? 

A. No bad consequences, r e a l l y ; no. I t ' s had bad 
consequences f o r people who've been l e d up the garden 
path about what p a i n t i n g ' s a l l about. Who says a p a i n t i n g ' s 
f i n i s h e d ? You see something i n i t ; you've got t o communi­
cate what you've seen i n i t t o somebody e l s e , and the only 
way you can communicate i s e s s e n t i a l l y w i t h words. As 
soon as you s t a r t doing t h a t the p a i n t i n g gets l e f t behind; -
you know, i t ' s passed onto another plane. This 'Art 
f o r A r t ' s Sake..., w e l l , i t ' s j u s t a l i f e t i m e of experience; 
you can't do anything else other than encourage people t o 
^indecipherable word/ about i t . I t ' s very f r u s t r a t i n g 
w i t h a d u l t s . 

SQ. Have you taught adults? 

A. You can f e e l t h e i r enthusiasm t o begin w i t h , and then 
you can f e e l i t j u s t - because of themselves - j u s t 
disappearing. And, when you f e e l i t disappearing, you 
almost can't t a l k t o them. They see the p o s s i b i l i t i e s , 
yet they're not prepared t o w a i t , and become aware of 
something t h a t w i l l happen; i t ' s always got t o be something 
t h a t has happened. 

15. 
Q. This i s Herbert Read summarising Sigmund Freud; 
"•There i s l i t t l e doubt t h a t , i n some sense or other, the 
a r t i s t i s always t o be regarded as p s y c h o t i c . He may not 
be m a n i f e s t l y psychotic; he may r a t h e r be a psychotic type 
who has found some way of d i s g u i s i n g , or compensating f o r 
h i s psychosis.' Do you t h i n k t h i s view has any general 
currency? (b) Do you t h i n k t h i s view has any v a l i d i t y ? " 
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A, I always quote t h i s t h i n g t h a t E r i c G i l l s a i d , t h a t 
every a r t i s t i s n ' t a s p e c i a l k i n d of person, but every 
person i s a s p e c i a l k i n d of a r t i s t . And w i t h i n the head 
of everybody i s a mirror of every possible form of being -
and the m i r r p f - r e f l e c t s what's shone upon i t . • 

SQ. Do you t h i n k i t ' s got any general currency, i n the 
sense t h a t , do you t h i n k . . . . 

A. I don't hold w i t h t h a t s o r t of reasoning; you know, 
currency i s e i t h e r up there or down t h e r e , and... 

SQ. One of the th i n g s someone brought up the other day 
was.... Ken Russel makes f i l m s about c e r t a i n people, and 
the p o p u l a r i t y of Van Gogh as a p a i n t e r , you know, reproduced 
i n mass p r i n t productions, and Picasso as the only name 
a l o t of people know about as what modern a r t i s , and 
incomprehensible 'What's i t mean?' - do you t h i n k there's 
any l i n k between t h i s idea of the a r t i s t being psychotic 
and those s o r t s of productions? 

A. I t h i n k there's probably more the psychosis i n the 
spe c t a t o r , because, Van Gogh's symbolism...., d i d you ever 
read t h a t t h i n g discusses sexual symbolism i n h i s painti n g s ? 
He always painted h i s name on vases, vases being a female 
symbol, and so on.... 

16. 
Q. "Gropius has said ; 'Our gu i d i n g p r i n c i p l e was t h a t 
a r t i s t i c design i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but simply an i n t e g r a l py.rt of the s t u f f of l i f e . . . • 
Our ambition was to rouse the c r e a t i v e a r t i s t from h i s 
other w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday 
world of r e a l i t i e s ; and at the same time t o broaden and 
humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind of 
the business man. Thus our i n f o r m i n g conception of the 
basic u n i t y of a l l design i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t of 'ar t f o r a r t ' s sake', 
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and t o the even more dangerous philosophy sprang from; 
business as an end i n i t s e l f » ' (a) Do you r.^ee w i t h 
Gropius i n saying t h a t ' a r t i s t i c design i s . . . simply an 
i n t e g r a l , part of the s t u f f of l i f e ' ? ( b) Do you t h i n k 
t h a t any of the Bauhaus i n t e n t i o n s , as expressed above, 
have been re a l i s e d ? (by the Bauhaus or any other persons/-
groups)?" 

A« I a b s o l u t e l y agree w i t h him, but i t ' s a v a i n hope. 
Just by being i n contact w i t h people you see t h a t i t ' s 
i d e a l i s t i c ; i t ' s something t o be aimed f o r , but something 
t h a t i s impossible t o achieve. I t h i n k mainly because 
the a r t i s t i c v i s i o n i s so disconnected by the way the world 
i s construed i n i t s economical aspect; i t ' s j u s t an 
adjunct; i t ' s j u s t a d e c o r a t i o n , i n f a c t . You know; 
V i c t o r i a n a r t symbolised the whole outlook of a r t t h a t 
developed since then, and j u s t hasn't been shaken o f f . 
The decoration i s something t o be hung around a form, 
but the forms got t o i n t e r l o c k w i t h a l l the other forms. 
So, i t ' s the Western way of l i f e i s . . . . j u s t looks upon 
a r t as a d e c o r a t i o n . Which brings out the Eastern - a r t 
being e s s e n t i a l ; e s s e n t i a l i n the sense of essence, 
r a t h e r than necessary. I t ' s e s s e n t i a l , being, which i s 
what Gropius says; i n t e g r a l - part of l i f e . I t ' s 
t h e r e , and i t ' s got t o come out. 

SQ. We j u s t hang i t i n a frame, o r . . . . 

A. Hang i t i n a frame... 

SQ. ...or put i t i n a c l a s s i c a l door... 

A. Or j u s t paste i t on a w a l l . 

17. 
Q. "What do you t h i n k of the present p o s i t i o n of the 
a r t i s t , craftsman and designer i n B r i t a i n ? " 
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A. Enjoyable, r e a l l y . The English outlook i s vaguely 
sympathetic t o anything t h a t i s considered, i n the English 
outlook, as e c c e n t r i c , and... i s m i l d l y t o l e r a t e d - and, 
England being swallowed up i n the whole Western way of 
l i f e , anything t o do w i t h a e s t h e t i c s i s considered m i l d l y 
e c c e n t r i c . I t j u s t goes on, w i t h these l i t t l e undercurrents 
happen, and f l o u r i s h . . . j u s t l i k e the undergrowth i n an 
English wood. 

18. 
Q. "Do you consider the r o l e of the a r t schools t o be 
s a t i s f a c t o r y ? " 

A. Well, what i s happening i n the a r t schools now? I t ' s 
a l l B.A. Fine A r t - j u s t because y o u ' l l get more money 
when you get a job because you've got a B.A....^indecipherable 
s e n t e n c e ^ 

19. 
Q. "Do you consider t h a t the i n d u s t r y of a r t - i n t e l l e c t u a l s 
( i . e . , those who t a l k about and analyse r a t h e r than make) 
plays a part i n promoting any p a r t i c u l a r conception of 
a r t and a r t i s t s p u b l i c l y ? " 

A. Yes, yes, t e r r i f i c a l l y . Chaps l i k e Nicolas Pevsner 
and so on do wonders. But those are few and f a r between; 
w e l l . . . . successful a r t i s t s are few and f a r between. 
I t ' s a way of l i f e ; i t ' s an a r t i n i t s e l f . And he i s 
ab s o l u t e l y the Picasso of the t h e o r i s t s . I n a way h i s 
range of t h i n k i n g of h i s experience i s j u s t l i k e Picasso, 
i n r e l a t i n g completely disparate t h i n g s . Yes, I t h i n k 
very v a l i d . 

20. 

Q. "What do you t h i n k of the present r a t i o between 
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a r t / c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n and 
t h e o r i s a t i o n , as i t t a k e s place i n , f o r i n s t a n c e , s c h o o l s , 
a r t s c h o o l s , higher education, T.V., p r e s s , r a d i o , i n other 
a r e a s ? " 

A» I'm always one who's agin i n t e l l e c t u a l d i s c u s s i o n , 
e s p e c i a l l y as f a r as education i s concerned, because 
I f e e l t h a t you l e a r n by doing. And, a s long as you 
do umpteen t h i n g s , and you have somebody who i s . . . , I 
won't say s k i l l e d , but, sympathetic i n what you're t r y i n g 
to do. Maybe t h a t ' s where Pevsner comes i n a g a i n . 
Then... so much the b e t t e r ; to reduce i t to words i s a 
d i f f e r e n t language. You can p u l l the euphoria up by 
c a r e f u l use of words, but..... People can come and you 
can l e c t u r e them and say, 'How wonderful; how marvellous', 
and then h a l f an hour aft e r w a r d s i t ' s a l l evaporated. Whereas, 
to become bogged down wi t h the p h y s i c a l problems of t h i n g s , 
and to work your way through them, i s the best t h i n g . 

21. 
Q. "Do you f e e l t h a t i n any way the a r t market and the 
p r o f e s s i o n a l c r i t i c tend to force adherence to a p a r t i c u l a r 
s t y l e and mode of e x p r e s s i o n as a p r e - r e q u i s i t e f o r s u c c e s s , 
or continuing s u c c e s s ? " 

A. I t h i n k perhaps books as w e l l ; the published books. 
No I can't r e a l l y say.... No, I j u s t don't know, a t 
a l l . . . . . . or do you recognise a s t y l e more because a 
c r i t i c t a l k e d about i t ? 

22. 
Q. T h i s i s a quote from a man c a l l e d Bruce Allsopp; 
"'Art i s something which i s part of the a r t i s t s s e l f , a s 
he i s , and not something which he s e l l s to earn a l i v i n g ' 
I s t h i s t r u e ? Or i s i t t r u e f o r you?" 

A. I t h i n k i t would be something t h a t one s e l l s to earn 
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a l i v i n g . I f you make i t very s u b j e c t i v e , then i t ' s not 
r e a l l y done to make a l i v i n g * Unless, of course, one j u s t 
s t r u c k a wavelength, or a c r i t i c , at the app r o p r i a t e moment.... 

SQ. Or got big enough to d i c t a t e r a t h e r than-be.... 

A. Yes, but I was t r y i n g to t h i n k before you got b i g 
enough. How did you get big? 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l of t e c h n i c a l 
accomplishment or s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? I f so, would you see t h i s as a d i f f e r e n t l e v e l 
o f d i s t i n c t i o n than t h a t , for example, between an averagely 
s k i l l e d t e n n i s p l a y e r , and the a b i l i t y of a top c l a s s 
p r o f e s s i o n a l ? " 

A. I ' d d i s t i n g u i s h very l i t t l e between them. Taking 
the t e n n i s one, then, i t ' s the a b i l i t y to use a s i t u a t i o n 
by thought of the moment, and I would say t h a t was tru e of 
an a r t i s t - t e c h n i c i a n - C i J c r v - c r a f t s m a n doing something f or 
for a l i v i n g . The emphasis w i l l be on speed. Not.on 
s l i c k n e s s , but on speed. You w i l l perhaps d i s c o v e r , 
j u s t by a coincidence of thought.... 

SQ» I t fol l o w s from what you were saying about E r i c G i l l . . . . 

A. That's r i g h t , yeah. Yes, a r t i s n ' t j u s t n e c e s s a r i l y 
making an object - a r t e f a c t -; i t ' s combining a s e r i e s of 
i d e a s . Whether i t ' s an idea of form, or an idea of i d e a s . 

2k. 

Q. The same t h i n g a d i f f e r e n t way round, i n a sense; 
"Can I l e a r n to be an a r t i s t , or must I have a c e r t a i n 
l e v e l of p r e - e x i s t i n g t a l e n t ? " 
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A. During the l a s t f i v e y e a r s , or so, I've worked from 
one to the other. I s a i d to begin with that one 
could take anybody, and make an a r t i s t of them to some 
extent. But, as I've been g e t t i n g o l d e r and w i s e r , I'm 
begining to t h i n k more and more that one must* have a 
c e r t a i n innate unconscious t a l e n t to be able to get any s o r t 
of spontaneous enjoyment from i t . O.K., you can be coo l 
and c a l c u l a t i n g f o r so long, but then you've got to stop, 
and enjoy something that happens without you r e a l l y being 
conscious of i t - the subconscious i s i n c o n t r o l . I t ' s 
a l l a question of being aware of the subconscious. Well, 
you f i n d people who have the t a l e n t seem to be aware of 
the subconscious - although they don't r e a l i s e i t at the 
time. 

SQ. Would you..,, w e l l . I know that I t h i n k that myself. 
I know t h a t i n people I meet I d i f f e r e n t i a t e between those 
people t h a t I t h i n k have got a p t i t u d e , d i s c r i m i n a t i o n -
any awareness of that s o r t of t h i n g . And, I t a l k to some 
people, and I won't c o n t r a d i c t them when they t a l k about 
t h e i r house and how they decorate i t , but, I f e e l that they 
are operating with c e r t a i n concepts of whv.t a house should 
look l i k e , whether i t ' s the red roof and the b r i g h t door, 
or the gay i n t e r i o r with gayness being somehow gayness, and 
not.... 

A. .. . . t h a t being the operative f a c t o r . . . 

SQ. But, at the same time, I t h i n k i t ' s p o s s i b l y the way 
they've been made; the way they've been brought up.... 

A. I t ' s a very conscious process... 

SQ. ...and, somehow, when they t h i n k about a r t , or p a i n t i n g 
a p i c t u r e , they're segmenting i t o f f very t o t a l l y from 
everything e l s e they do; a r t i s that p i c t u r e on the w a l l , 
and everything e l s e they do - how they make the bed, or 
how they paint the room... - i s separated from t h a t . 
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Aa Yes, w e l l , a s I say, each i s a conscious process; but 
they're only aware of what they're conscious of. 

SQ» I f e e l that the person who I would accept as having 
some s o r t of awareness as an a r t i s t or craftsman i s somebody 
who doesn't operate with these fsegmented.„ 

A» Yes, w i l l i n g to take a shot i n the dark - not hide-bound. 
Yes, to take somebody who's t h i r t e e n or fourteen, whose 
l a s t concern i s whether somebody's conscious or unconscious, 
w i l l j u s t spontaneously do something, which they know i s 
s a t i s f y i n g to themselves, and p l e a s e s o t h e r s . They 
don't know why i t s a t i s f i e s them - i t ' s pleasant or whatever -
they j u s t know i t i s : j u s t seems to be. But, again, 
these people seem to know how to do a job properly, and 
how to do i t w e l l , i n a c r a f t s m a n l i k e way. 

25. 
Q. "Are you happy with the v/ays i n which the A r t s , C r a f t s 
and Design C o u n c i l s c a r r y out t h e i r a c t i v i t i e s . ? " 

A. I'm not r e a l l y too sure of them. I'm a l l f or these 
l i t t l e . . . . such a s the V & A c r a f t shop - gets these things 
on to the general view much more. From what I've come 
a c r o s s , I am.... books g i v i n g you d i r e c t o r i e s of where 
craftsmen are found, and so on... 
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I n t e r v i e w F i v e 

Reading 
12 December 197^f 

In t e r v i e w f i v e i s w i t h a f a b r i c d e s i g n e r . Having v/orked 
f u l l - t i m e i n a f a c t o r y s i t u a t i o n , she was, at the time of 
being interviewed, a part-time designer working through 
an agent, and a l s o a part-time museum worker. 
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INTERVIEW FIVE 
Reading 

12 December 197*f 

1. 

Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, engraver, e t c e t e r a , e t c e t e r a , ) ? " 

A« F a b r i c d e s i g n i n g . 

2a 

Qo "Would you c a l l y o u r s e l f an a r t i s t , craftsman, or 
d e s i g n e r ? Or any combination of t h e s e ? " 
A« I th i n k j u s t a designer. 

Q» "What does the idea of being p r o f e s s i o n a l mean to you?" 

A« I t h i n k i t ' s the f a c t t h a t you can produce something 
which s t a r t s o f f v/ith your own idea, but can e v e n t u a l l y 
be manufactured. I t ceases to be pure l y 'a b e a u t i f u l 
t h i n g ' ; i± can be u s e f u l , as w e l l . 

k. 

Q, "Do you experience or f e e l there are any problems i n 
the t r i p a r t i t e d i v i s i o n s of a r t ; c r a f t ; d e s i g n ? " 

A. I should t h i n k the commercial aspect of designing 
s e p a r a t e s i t from j u s t about everything e l s e , at some 
point or other. Because you s t a r t o f f being very i n s p i r e d , 
and then, suddenly, you come down to t h i s l i t t l e t i n y 
idea which w i l l be mass produced or whatever, and, 
p o s s i b l y , i n my case, I never r e a l l y see my designs f i n i s h e d 
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i n any shape or form. Once I've painted up the design, 
which can be perhaps s i x inches square, t h a t i s the l a s t 
I see of i t . So I don't even have the s a t i s f a c t i o n of 
s e e i n g colour weaves, or even a piece of f a b r i c , ever. 
You know, with t h i s p a r t i c u l a r s o r t of person I'm working 
f o r . 

SQ. And that s i x i n c h square; i s that then blown up i n t o 
something l a r g e r ? 

A. Not for k n i t t e d f a b r i c . That s i x i n c h square r e p r e s e n t s , 
l i t e r a l y , a s i x i n c h square i n the f i n i s h e d f a b r i c . At 
about the same s c a l e . But, i f i t was p r i n t e d , then i t 
would be very much bigger. 

5. 
Q. "What s p e c i a l f u n c t i o n , i f any, do you consider the 
designer to have?" - i n r e l a t i o n to a r t and c r a f t , or i n 
r e l a t i o n to s o c i e t y ? 

A. Well, I always have t h i s f e e l i n g that I'm not going 
to give up e n t i r e l y , and j u s t be commercial. I always 
want to s a t i s f y myself a t some point; u s u a l l y from the 
beginning i f p o s s i b l e . I t doesn't always work out l i k e 
t h a t . Not to l o s e your b a s i c i d e a l , i f p o s s i b l e . Perhaps 
I'm lucky, i n a way, because I work at home, and t h e r e f o r e 
I don't have somone coming along and saying. 'Could you 
change t h a t ' , or 'You know, somebody would l i k e t h ~ t , but 
you should do i t such-and-such a way.' So i t ' s my own 
i d e a , the whole way through, but I s t i l l have to keep the 
thought at the back of my mind that i t ' s got to s a t i s f y 
so many other people as w e l l . 

6. 
Q. "Do you l i v e o f f your a c t i v i t y as a d e s i g n e r ? " 

A. P a r t l y , I would say. 
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Q2. "(b) I f not, do you undertake any other s o r t of work 
to support your a c t i v i t y as a d e s i g n e r ? " 

A. I t ' s at the museum, I suppose. But t h a t ' s merely 
an i n t e r e s t . But, i n some ways, i t can i n f l u e n c e the 
f a b r i c designing, because of things i n the museum -
patchwork, embroidery, and j u s t the o b j e c t s g e n e r a l l y 
can spark o f f an i d e a . But i t ' s j u s t i n t e r e s t r e a l l y . 

Q2. " I f you undertake any other s o r t of work, do you 
consider y o u r s e l f p r i m a r i l y as an a r t i s t / c r a f t s m a n / d e s i g n e r , 
or p r i m a r i l y as a museum worker?" 

A. No; i t would s t i l l be a s a d e s i g n e r . Or around 
the v/ord d e s i g n e r . For i n s t a n c e , I've done some embroidery -
so i t ' s s t i l l b u i l t around being a d e s i g n e r . I t h i n k 
even i f I painted as w e l l i t would s t i l l be a 'designed' 
p a i n t i n g - i t wouldn pt be j u s t a p a i n t i n g ; so I'm s t u c k 
with t h a t . 

7. 
Q. "What s o r t of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s or customers?" 

A. V/ith Mrs. * — * i t ' s being paid f o r a c e r t a i n amount of 
work produced i n a day. I t ' s u s u a l l y f o r the k n i t t e d 
f a b r i c designs - ordinary dress-work: i t ' s three designs 
a day, and they would be something l i k e s i x , or e i g h t , 
or perhaps ten, inches square, depending on which machine 
you're designing f o r . I f i t ' s mens wear, which i s a much 
sm a l l e r p a t t e r y (about four by f o u r ) , she does expect 
about four of those a day. But thoae are u s u a l l y drawn 
up on graph paper, so i t ' s a much g r e a t e r s t r a i n on your 
eyes, and i t ' s f a r slower - you r e a l l y need to do two of 
those a day So, i t ' s being paid f o r a c e r t a i n number 
of designs a day. 

SQ. And you do p r i m a r i l y for c l o t h i n g , r a t h e r than.... 
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A, I t ' s n e a r l y always f o r dress f a b r i c - h a r d l y any 
f u r n i s h i n g s or,,. 

Q2. "(b) Would you wish t h i s r e l a t i o n s h i p to be o t h e r w i s e ? " 

A, Yes. I ' d l i k e g r e a t e r freedom on the number of designs 
I produce, and a l s o g r e a t e r freedom of the amount of time. 
You know, I ' d l i k e to spend a whole week j u s t working on 
one i d e a , i n s t e a d of t h i n k i n g of my idea end then having 
to sbick to i t , and know t h a t next day I've got to work on 
three d e s i g n s . You can cheat by working on perhaps one 
design, or two designs, i n one day, and making up the next 
day, but t h e y ' l l always s u f f e r i n the end because your 
l a s t i d e a s have you j u s t do them q u i c k l y . 

SQ, And do a l l these get taken up? 

A. Yes. She w i l l take a l l your designs, and pay f o r 
them. But that doesn't n e c e s s a r i l y mean that s h e ' l l 
s e l l them to a customer; they j u s t go i n t o the c o l l e c t i o n -
the main c o l l e c t i o n , which she shows the customers. 

SQ. So, she a c t s as an intermediary... 

A, Yes, She's an agent r e a l l y . 

SQ, She's an agent who s e l l s them to people who produce 
the c l o t h e s . 

Aw That's e i t h e r at the s t u d i o , or she w i l l go to a 
trade f a i r , or v i s i t firms - she does v i s i t f irms sometimes. 

SQ. And do you know how many get taken up? 

A. I'm t h i n k i n g of I n t e r s t o f f , at F r a n k f u r t - the main one. 
I t h i n k they s o l d about f o r t y or f i f t y t h i s time. 
That's from s e v e r a l hundred. But, a t a time l i k e this., 
when i t ' s not a very good s e l l i n g time, when people are 
not buying.... i t ' s quite good. 
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SQo I n t e r s t o f f ? 

A. • I n t e r s t o f f . Yes. That's an i n t e r n a t i o n a l f a b r i c 
f a i r ; I t h i n k there i s a d e f i n i t e s e t e x h i b i t i o n s i t e now -
I t h i n k there used to be j u s t a temporary t h i n g , but now-
they've made a whole b u i l d i n g of i t , and they have tr a d e 
f a i r s and a l l s o r t s . 

8. 
Q. , "Do you thin k an a r t i s t has a r i g h t to make a l i v i n g 
as a r t i s t ? " 

A« I don't t h i n k a designer would = a f a b r i c designer 
wouldn't. I t h i n k you could, i f you were a weaver -
and maybe i f you... w e l l , i t ' s s t i l l the same s o r t of 
a r e a , t a p e s t r i e s ; because t h e r e ' s not such pressure on 
you. I f you're a weaver, w i t h j u s t your loom and your 
wool, and you can bring out your own range of f a b r i c s . 
But, when i t ' s something l i k e designing k n i t t e d f a b r i c s , 
or p r i n t , where t h e r e ' s some s o r t of end product i n view -
I can't see y o u . . . . ^ l a s t h a l f sentence t r a i l s away_/ 

9. 
Q. "A tendency has been noted f or some p o t t e r s , weavers, 
e t c . , to i n s i s t on themselves being a r t i s t s , r a t h e r than 
craftsmen, with a l l that t h i s i m p l i e s i n terms of independence 
as c r e a t o r (not copier or r e p e t i t i o u s producer) and the 
pfimacy of the a e s t h e t i c o b j e c t , r a t h e r than the f u n c t i o n a l 
o b j e c t . S i m i l a r l y among some p a i n t e r s and s c u l p t o r s a 
s h i f t towards c a l l i n g themselves craftsmen, r e a c t i n g a g a i n s t 
6ome of the s p e c i a l n e s s or sacredness apparent i n p u b l i c 
use of the term ' a r t i s t ' , has been noted. Do you experience 
any problems connected with being a r t i s t / c r a f t s m a n / d e s i g n e r 
( a s a p p r o p r i a t e ) ? " 

A. I t ' s never been my experience to be known as craftsman. 
U s u a l l y ( t h i s i s going back to my l a s t job, which was 
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connected with a f a c t o r y , so t h e r e f o r e I could see my 
f a b r i c s being produced - see the end product, and I 
perhaps knew who bought them), you are never thought of 
as somone who i s i n s p i r e d . I mean, i f you t o l d somone 
that you needed i n s p i r a t i o n before you could produce 
anymore i d e a s , i t would get a kind of gentle laugh - they 
j u s t don't b e l i e v e i t . I remember once b r i n g i n g i n some 
fl o w e r s , some r e a l f l o w e r s , to draw with, because I thought 
by that I ' d perhaps have an idea come out of i t , and, i t 
was unheard of. To s i t there drawing f l o w e r s , - there 
was no connection between that and r o l l s of f a b r i c a t the 

other end of the room. I t h i n k mainly because perhaps not 
j u s t i n the k n i t t i n g i n d u s t r y , but I suppose i t ' s l e s s 
so i n the p r i n t , most of the people who work i n the f i r m 
are t e c h n i c i a n s . They have a t e c h n i c a l t r a i n i n g , and not 
an a r t i s t i c t r a i n i n g . And the mind i s j u s t d i v i d e d . 
And I've a l s o worked for somone who was known as a design 
co-ordinator, which meant that he chose the designs, brought 
i n designs from other people, chose c o l o u r s for the f a b r i c s , 
and would a l s o put the f i n a l range together. And he was 
j u s t a t e c h n i c i a n ; he had no i d e a - no a r t i s t i c t r a i n i n g 
whatsoever. He would ask my opinion, but, r e a l l y , my 
opinion was t h e r e , and he would be the one who would have 
the l a s t word. So, I t h i n k t h e r e ' s j u s t a d i v i s i o n between 
two s e t s of people i n the f i r m - i f you a c t u a l l y work i n 
a f i r m . You can experience i t as w e l l , f or i n s t a n c e , i f 
I wasn't working for t h i s agent, but I put my own c o l l e c t i o n 
of f a b r i c s together, and c a r r i e d them around and s o l d them 
to people. I would s t i l l be up a g a i n s t t h i s . Many of 
the people running the f i r m s are unable to see, f o r i n s t a n c e , 
a s i x i n c h square - they can't v i s u a l i s e t h i s as a yardage 
of f a b r i c = t o t a l l y unable to v i s u a l i s e anything. 
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10. 

^/omitted/ 

11. 

Qo "Frank Lloyd of Marlborough Fi n e Art i s reported to 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t , 
money.' What do you f e e l about the o r g a n i s a t i o n of the 
a r t market?" - t h a t may not be r e l e v a n t to you.... 
A. I t could be to buying f a b r i c designs... 

SQ« I t c e r t a i n l y i s i n terms of what you've j u s t been 
t a l k i n g about... 

A. For i n s t a n c e , with p r i n t s . . . . Yes, i f you have a name, 
you can s e l l them f o r an i n c r e d i b l e amount - j u s t an 
ordinary knitwear design. I used to know someone who 
l i v e d i n the south of France, but he always s o l d h i s designs 
to t h i s one knitwear.... And, because he was who he was, 
he was able to s e l l a whole c o l l e c t i o n every time, without 
any question, for an enormous p r i c e - and they would always 
be the same s o r t of design. We had drawers f u l l » you 
could always t r a c e back h i s past c o l l e c t i o n - i t was 
always the same. But, j u s t because he was revered, i n a 
way, as somone who understood how to design for k n i t t e d 
f a b r i c s , i t was O.K.... j u s t any s o r t of design at a l l 
would be p e r f e c t l y a l r i g h t . 

SQ. And he always marketed them? 

A. Yes, always. 

SQ« So, i n a sense, he's i n the same p o s i t i o n as a s u c c e s s f u l 
a r t i s t who can s e l l anything he does. 

12. 
Q. "Do you t h i n k the employment of a r t i s t s / c r a f t s m e n / d e s i g -
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n e r s by c i t y c o u n c i l s on a permanent b a s i s to decorate and 
adorn p u b l i c b u i l d i n g s and p l a c e s , and to work w i t h a r c h i t e c t s 
on new b u i l d i n g s , would be ( a ) a good i d e a ? , (b) Would 
improve the v i s u a l environment?" 

*• I t would be a wonderful idea, but a t e r r i b l e waste 
of time. Perhaps I only speak about Reading. I t h i n k 
to b r i n g an a r t i s t of any kind i n t o Reading, and ask them 
to improve the town, would be s u i c i d e for them. I mean, 
i t would crush t h e i r s p i r i t , i f they had any.. 

13. 
Q. "What do you t h i n k of the present s t a t e of the a r t s 
i n B r i t a i n ? " 

A e Stagnant, p o s s i b l y . That i s , speaking from j u s t 
an o u t s i d e r . I f I b r i n g i t back to my own l e v e l of 
f a b r i c s , I think i t ' s a l s o stagnant - very much so, 
a b s o l u t e l y . Because, although there a r e l o t s of students 
producing l o t s of designs at the end of t h e i r l a s t year 
at c o l l e g e , i t ' s s t i l l a kind of process - they're 
churning out things which have been done over and over and 
over and over.... i t may need something wonderful to happen, 
and a s o r t of new beginning - I can't t h i n k what i t would 
be, or how i t would happen, but i t ' s ground to ^ t e r r i b l e 
s o r t of h a l t . Fashion has, anyway, so f a b r i c s a r e bound 
t o . 

SQ, One of the t h i n g s t h a t s u r p r i s e d me t h i s summer, when 
me and Jane were looking for a wedding dr e s s and v a r i o u s 
t h i n g s , was that every shop we went i n t o had flower p a t t e r n s , 
and a l l the s o r t s of v a r i e t i e s of li/iecCf c u r v i n g and 
colour monochrome patt e r n s that had been around three or 
what-not y e a r s ago seem to have completely gone. Not 
only was i t flower p a t t e r n s , hut i t was not even a s t y l i s e d 
use of flowers - a r a t h e r poor r e p r e s e n t a t i o n of them... 

A. Sort of 'seed-packet' flower p a t t e r n s . You a r e 
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always t o l d , i f you put a c o l l e c t i o n of designs together, 
that flowers w i l l always s e l l . 

SQ« Well, we've got no choice, r e a l l y . 

A 0 Tes, t h a t ' s e x a c t l y i t . 

SQ« One shop i n t e n had something d i f f e r e n t i n one d r e s s . 

A o Y6S o e # 

SQ» I s that what you mean about stagnation? 

A« Completely. Because before there would be a trend 
(to use t h i s awful word) which means that next season, 
whenever that might be ( i t might be a year hence, or 
perhaps even two years hence, because people produce 
f a b r i c s that f a r i n advance), there might be a f e - l i n g for 
t r a d i t i o n a l f l o r a l s , or i t might be geometries, i t might 
be s m a l l p a t t e r n s , i t might be l a r g e p a i n t e r l y s p l a s h 
s o r t of p a t t e r n s , and t h a t g u i d e l i n e ' s completely gone. 
So everyone's at sea - i f they don't have l i t t l e f e e l e r s 
out of t h e i r own. And very few people have, because they 
tend to work i n t h e i r l i t t l e i s o l a t e d a r e a ; they do 
r e c e i v e messages o c c a s i o n a l l y , and they read magazines, 
and they should know what's going to happen, but there 
i s n ' t anything that i s going to happen, anymore. I t ' s 
j u s t a b i g w h i r l p o o l , with everything going round i n i t . 
And a l l these s o r t of flowery things are j u s t the s t a l e 
b i t s going on to make people t h i n k that there i s something 
s t i l l to buy. 

SQ. I f e l t that there was no r e l a t i o n s h i p there between 
the designs I saw i n the shops, and anything t h a t was 
going on, say, i n p a i n t i n g , or other f i e l d s of design, 
which had been very apparent i n the m i d - s i x t i e s . 

A. Oh i t ' s completely l o s t now; unhinged. 
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SQ. Have you any idea why t h i s has happened? 

Ac Because i n the ' s i x t i e s there was a p r o g r e s s i o n ; 
Mary Quant s t a r t e d o f f , and a marvellous batch of d e s i g n e r s 
came out of the Royal C o l l e g e , a l l i n one s o r t of lump, and they 
have tended to become the e s t a b l i s h e d d e s i g n e r s now. 
Therefore they're not r e a l l y producing e x c i t i n g new i d e a s ; 
they're - I wouldn't say s i t t i n g on t h e i r l a u r e l s and 
producing things which w i l l make money - but a l l the 
excitement's gone; t h e r e ' s no marvellous new d e s i g n e r . . . . 
Ossie C l a r k i s now, s o r t of, from the ' s i x t i e s . He's 
s t i l l producing t h i n g s , but i t ' s not t h a t 
impact that i t had at the very beginning. And t h e r e j u s t 
i s n ' t anyone - that I can t h i n k of - e i t h e r here or i n 
France. 

Q. T h i s i s a quote from Cezanne; " ' I must go on working, 
but not i n order to a t t a i n a f i n i s h e d p e r f e c t i o n , v/hich i s 
so much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y 
which i s commonly so much admired i s nothing but the 
accomplishment of a craftsman, and makes my work produced 
i n that way i n a r t i s t i c and vulgar. I must not t r y to 
f i n i s h anything except f o r the pleasure of making i t 
t r u e r and w i s e r . ' ( a ) What i s your r e a c t i o n to these 
views? (b) I s 'art f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. I t h i n k I agree about the craftsman b i t - you j u s t 
want to produce one p e r f e c t 'whatever', and t h a t ' s i t . 
I don't th i n k I'm l i k e that at a l l . I always hate -
u s u a l l y i t takes a few days - I always h^te the t h i n g s 
t h a t I've j u s t produced. I wouldn't say that I look 
forward to the next week so t h a t I can produce something 
e l s e , because I don't know i f I ' l l be able to, but, maybe 
i t ' l l be b e t t e r , and i t ' l l please me for a w h i l e . But 
then, X'H just hate those, too, e v e n t u a l l y . I f somee>fl6 
brought i n a whole l o t of designs t h a t l e d back f o r , 
maybe, two or three y e a r s , that were mine - I would j u s t not 
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few words i n d e c i p h e r a b l e / . F a b r i c i s something you wear 
today, and next week you might j u s t v/ant to get r i d of i t . 
So the a t t i t u d e to f a b r i c i s something quite d i f f e r e n t 
I t h i n k t o . . . . I f I'd wove a piece of f a b r i c , I 'd have . 
much more f e e l i n g for i t , because I would have a c t u a l l y 
put i t together; that would be the craftsman kind of.... -
t h i s p e r f e c t wool, b e a u t i f u l l y spun, and the way i t was 
woven, was f i n i s h e d - the whole process i s yours. I 
th i n k that has a l o t to do with i t . Being able to s t a r t 
i t , to work on i t - a c t u a l l y use your hands l i k e a potter 
producing a pot. But not f a b r i c designing, r e a l l y . 
You're j u s t p u t t i n g an image on paper, which i s n e i t h e r 
a p a i n t i n g , nor a piece of f a b r i c . J u s t an impression 
that you get.... 

SQ. And do you f e e l detached from i t , a l s o , i n the sense 
th a t you've got no c o n t r o l over the pie c e of c l o t h i n g 
u l t i m a t e l y ? 

A. Oh, completely. Because I .may, f o r i n s t a n c e , say 
i t w i l l be red, white and blue - and i t may be on the 
f i n i s h e d drawing - but, by the time the manufacturer has 
bought i t , and he's thought about i t i n r e l a t i o n to a l l 
h i s other f a b r i c s produced f o r tha t season, i t may turn 
out to be brown, orange and red. I t w i l l change so many 
ti m e s j q u i t e often designers have been so i n f u r i a t e d - espe 
i a l l y i f they have a name which they f e e l should be protect 
at a l l c o s t s . They j u s t don't recognise t h e i r f a b r i c s 
when they're produced. There's a marvellous phrase which, 
always corpes out i n books on f a b r i c d e s i g n i n g - or at 
l e a s t working for y o u r s e l f -, 'You must follow your design 
through'; a b s o l u t e l y i m p o s s i b l e . Because i t can take 
y e a r s . Someone may buy i t t h i s year, and not use i t for 
a couple of years because i t may be s l i g h t l y t r a d i t i o n a l , 
and so i t ' s not going to date too much - or he'd r e c o l o u r 
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i t s o you c o u l d r e a l l y l o s e t r a c k of i t v e r y v e r y 
q u i c k l y . P r o b a b l y not p r o d u c e d a t a l l ; t h e y may 
f i n d s o m e t h i n g b e t t e r - t h e y don't mind i f t h e y ' v e s p e n t 
t w e n t y pounds on y o u r p i e c e o f p a p e r . I t ' s n o t h i n g compared 
w i t h t h e o v e r - a l l c o s t o f t h e 

SQ« So a l l you've got c o n t r o l o f i s t h e a c t u a l l i n e a r 
d e s i g n - not t h e c l o t h i n g and not t h e c o l o u r s . . . 

A 0 No c o n t r o l o v e r a n y t h i n g a t a l l , y e s , a p a r t from t h e 
a c t u a l b a s i c d e s i g n . T h a t ' s i t . Y e s . 

15. 
Q. T h i s i s a quote from H e r b e r t Read, s u m m a r i s i n g Sigmund 
F r e u d : ' " T h e r e i s l i t t l e doubt t h a t , i n some s e n s e or 
o t h e r , t h e a r t i s t i s a l w a y s t o be r e g a r d e d a s p s y c h o t i c . 
He may not be m a n i f e s t l y p s y c h o t i c ; he may r a t h e r be a 
p s y c h o t i c t y p e who has found some way of d i s g u i s i n g or 
c o m p e n s a t i n g f o r h i s p s y c h o s i s . ' ( a ) Do you t h i n k t h i s 
v i e w h a s any g e n e r a l c u r r e n c y ? ( b ) Do you t h i n k t h i s 
v i e w h a s any v a l i d i t y ? " 

A. I t h i n k people can h i d e away under a c o n v e n i e n t 
t i t l e . I know o f o t h e r p e o p l e who're q u i t e happy, a s 
l o n g a s t h e y ' r e d e s i g n i n g s o m e t h i n g ; j u s t t h a t p r o c e s s 
of s i t t i n g down, p a i n t i n g on a p i e c e o f p a p e r , i s a l l 
t h a t t h e y want. They don't mind i f i t ' s g o i n g o f f -
d o e s n ' t a p p e a r tomorrow, n e x t w e e k . . . . ^ i n d e c i p h e r a b l e 
f i n i s h i n g r e m a r k / 

16. 
Q. " G r o p i u s h a s s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c d e s i g n i s n e i t h e r a n i n t e l l e c t u a l n or a m a t e r i a l 
a f f a i r , but s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . . 
Our a m b i t i o n was t o r o u s e t h e c r e a t i v e a r t i s t from h i s 
o t h e r - w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday 
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w o r l d o f r e a l i t i e s ; and a t t h e same time t o b r o a d e n and 
humanise t h e r i g i d , a l m o s t e x c l u s i v e l y m a t e r i a l mind o f 
t h e b u s i n e s s man. Thus our i n f o r m i n g c o n c e p t i o n o f t h e 
b a s i c u n i t y o f a l l d e s i g n i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t o f ' a r t f o r a r t ' s s a k e ' , 
and t o t h e even more dangerous p h i l o s o p h y i t s p r a n g from; 
b u s i n e s s a s an end i n i t s e l f . ' (a) Do you a g r e e w i t h 
G r o p i u s i n s a y i n g t h a t ' a r t i s t i c d e s i g n i s . . • s i m p l y 
an i n t e g r a l p a r t o f t h e s t u f f o f l i f e 1 ? (b) Do you t h i n k 
t h a t any o f t h e Bauhaus i n t e n t i o n s , a s e x p r e s s e d above, 
have been r e a l i s e d ? (By t h e Bauhaus o r any o t h e r p e r s o n s / -
g r o u p s ) ? " 

A, I b e l i e v e i n t h e i n f l u e n c e o f t h e Bauhaus, b u t , I 
t h i n k i t ' s ended,, I t h i n k i t ended r a t h e r a l o n g t i m e 
ago. S o r t o f w e i r d i m i t a t i o n s t o o k o v e r a f t e r t h a t . . . . 
T h e r e ' s a p a i n t e r , and h i s w i f e was a w e a v e r . . . t h e y were 
members o f t h e Bauhaus.... E u t I do b e l i e v e t h a t t h e y 
s h o u l d be p a r t o f t h e l i v i n g w o r l d , and not s o m e t h i n g 
h i d d e n away on t h e s i d e . I t h i n k o f W i l l i a m M o r r i s , 
b e c a u s e somehow t h a t got t h r o u g h t o b e i n g e v e r y - d a y , and 
s t i l l s o m e t h i n g t h a t he wanted t o do and t h a t he l i k e d 
i n t h e end; but t h e n , t h a t i n f l u e n c e h a s a l s o been dragged 
down and ch e a p e n e d . V e r y much s o . I c a n ' t q u i t e 
b r i n g t h e two t o g e t h e r . 

SQ. One of t h e t h i n g s t h a t , I s u p p o s e , b o t h M o r r i s and 
t h e Bauhaus were a f t e r was t h a t a p e r s o n l i k e y o u r s e l f 
would be d e s i g n i n g , and i n c o n t r o l o f t h e making, and t h e 
p u t t i n g i n t o e f f e c t of t h e v/hole t h i n g . . . 

A» And i t ' s n e v e r r e a l l y been l i k e t h a t a t : a l l . F o r 

anyone. 

SQ. I t h i n k t h a t ' s s o m e t h i n g t h a t M o r r i s came t o r e a l i s e 
v e r y much a f t e r t h e 1880's; t h a t what he was a d v o c a t i n g 
c o u l d n ' t come i n t o e f f e c t i n t h e s o c i a l s i t u a t i o n he was 
p a r t o f . 
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A« He would have to t a k e c o n t r o l o f e v e r y t h i n g - d i c t a t o r ­
s h i p of e v e r y o n e ' s t a s t e . . . 

SQ» I t ' s one o f t h e r e a s o n s he became a s o c i a l i s t and 
began t o become a l o t more p o l i t i c a l l y i n v o l v e d i n . . . a s 
he s a i d , i f he c o n t i n u e d a s he was, he was d e s i g n i n g t h i n g s 
t h a t were too e x p e n s i v e , and were o n l y f o r t h e r i c h . 

17. 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e 
a r t i s t , c r a f t s m a n , and d e s i g n e r i n B r i t a i n ? " - i n a s e n s e 
you've c o v e r e d a l o t o f t h a t . . . . 

A. Y e s , I have r e a l l y - a o r t of h o p e l e s s n e s s . . . 

SQ. Y e s . 

A. M a i n l y b e c a u s e t h e r e i s no f e e l i n g o f newness coming. 
Maybe i t ' s t h e whole s i t u a t i o n - p e p p l e ' s f e e l i n g s about 
t h e w o r l d i n g e n e r a l a t t h e moment. I t alv/ays a f f e c t s 
f a s h i o n , i n some w e i r d and w o n d e r f u l way. E i t h e r makes 
i t v e r y d u l l , o r makes i t v e r y o u t r a g e o u s and s t u p i d . 
I t h i n k of t h e f a s h i o n a t t h e end o f t h e - hot a t t h e end 
o f t h e . . . , d u r i n g , the war. You know F r a n c e . . . c a r r i e d 
on i n the most c r a z y r i d i c u l o u s way; t h e r e was a war, 
and p e o p l e were w e a r i n g - t h e y d i d n ' t have f a b r i c , but 
t h e y ' d make outrage{j{J§ s h a p e s ; c i r c u s f i g u r e s a l l o v e r 
c l o t h e s . And l i t t l e b u t t o n s l i k e c l o w n s and c r a z y 
h a t s . T h e r e was a s o r t o f g a i e t y d e f y i n g a l l t h e s o r t 
o f a u s t e r i t y . But now we've got s o r t o f a u s t e r i t y 
m a t c h i n g a u s t e r i t y . U n a d v e n t u r o u s n e s s , a s w e l l now; 
b e c a u s e i n the ' s i x t i e s p e o p l e v/ere w i l l i n g t o a t t e m p t 
a b s o l u t e l y a n y t h i n g . Mary Quant, l o o k i n g b a c k on, i s 
v e r y d i f f i c u l t to judge, but i t was not outrageous;; 
i t was j u s t something so nev; - and not j u s t t h e s o r t o f 
t h i n g s she p r oduced, but h e r o r g a n i s a t i o n . T h a t she 
c o u l d get so many people t o g e t h e r t o work - f a b r i c manufac­
t u r e r s , d e s i g n e r s - and g r a d u a l l y g r o w i n g . . . t h i s g r e a t 
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e m p i r e . I don't t h i n k t h a t w i l l e v e r happen a g a i n . 
B e c a u s e now f a b r i c i s s o e x p e n s i v e t h a t you have t o make 
e v e r y t h i n g e i t h e r v e r y c l a s s i c , s o t h a t i t w i l l l a s t , 
and t h e c u t s good and t h e f a b r i c s m a r v e l l o u s q u a l i t y , 
b e c a u s e y o u ' r e p a y i n g t h i s r i d i c u l o u s amount f o r i t , or 
you have t o make a much c h e a p e r garment and u s e l e s s f a b r i c 
but s t i l l g i v e t h e i m p r e s s i o n t h a t t h e r e ' s a l o t i n i t . 
So, a k i n d of h o p e l e s s n e s s . 

18. 
Q« "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

Ao I t h i n k , d u r i n g f o u r y e a r s t h e r e , I d i d ; but now 
I'm becoming more and more a n t i - a r t - s c h o o l , j u s t from my 
own e x p e r i e n c e . B e c a u s e I d i d go b a c k and t e a c h a t t h e 
same a r t - s c h o o l a few y e a r s l a t e r , and, i n b e t w e e n , I had 
a j o b w h i c h was d e s i g n i n g f o r a f i r m , and I went b a c k t o 
t a l k t o and h e l p p e o p l e who would be, e v e n t u a l l y , d e s i g n e r s 
i n t h e same s i t u a t i o n . And t h e y were s t i l l v e r y much 
wrapped up i n t h e i r own i d e a s , and i t was p r o b a b l y t h e i r 
f i n a l y e a r , w h i c h meant t h e y s h o u l d be t h i n k i n g a l i t t l e 
about what would happen t o them. And t h e y seemed so 
unaware o f i t a l l - unaware t h e i r i d e a s would be c r u s h e d 
t h e minute t h e y a r r i v e d on a monday morning. They 
would have v e r y l i t t l e freedom - t h e r e ' s s o much freedom 
i n a r t c o l l e g e ; even i f y o u ' r e g i v e n a p r o j e c t y o u ' r e 
a l l o w e d t o go away and work on i t and come up w i t h the end 
p r o d u c t i n t h e end; a l s o t h e i r l a c k of u n d e r s t a n d i n g of 
t i m e . On a normal w o r k i n g day you h?ve t o produce s o m e t h i n g 
u s u a l l y by a d e a d l i n e of some s o r t ; v/hen you work on a 
p r o j e c t i n an a r t c o l l e g e you c a n have weeks t o do i t -
maybe work i n y o u r own time a s w e l l - no s e n s e o f u r g e n c y . . . 
somehow s l o w . T h a t comes a s a t e r r i b l e s h o c k - i t d i d 
to me = t h a t you c a n ' t s i t a round f o r about t h r e e h o u r s 
and s a y , 'I'm b e i n g i n s p i r e d ' ; the machines a r e c h u r n i n g 
round on one s i d e , and p e o p l e a r e wondering where y o u ' l l 
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f i t i n . So, No; I'm v e r y d i s i l l u s i o n e d w i t h a r t - c o l l e g e s 
a t t h e moment. P e r h a p s t h e y ' l l change; p e r h a p s t h e y c o u l d 
be r e o r g a n i s e d . P a s t r e o r g a n i s a t i o n s have weakened them; 
we d i d N.D.D., w h i c h was t h i s c h r o n i c two y e a r s o f d o i n g 
e v e r y t h i n g , and t h e n tv/o v e r y s h o r t y e a r s of s p e c i a l i s i n g 
f o r w h a t e v e r i t was you wanted t o do a t t h e end; f o r i n s t a n c e , 
two y e a r s of weaving; two y e a r s of f a b r i c d e s i g n i n g ; 
two y e a r s .of p a i n t i n g , e t c . . . . and t h e n c h a n g i n g t o t h e 
Dip.A.D., w h i c h was a p r e - d i p l o m a y e a r , and t h e n t h r e e 
y e a r s . Somehow t h a t sounded m a r v e l l o u s , when i t came 
i n t o b e i n g ; b u t , r e a l l y , g i v i n g you p e r h a p s ; t h r e e 
y e a r s s l o w e d up t h e p r o c e s s - one had a c h a n c e t o go t o 
s l e e p somewhere i n t h e m i d d l e . 

SQ. A n y t h i n g about t h e p r e s e n t merger i n t o t h e P o l y 
s y s t e m , and t h e i n t r o d u c t i o n o f B.A.'s....? 

A. Not r e a l l y . I suppose L e i c e s t e r was t h e o n l y e x p e r i e n c e 
I had, and t h a t was v e r y l i m i t e d . J u s t v i s i t i n g , t o s e e 
end o f t e r m shows r a t h e r t h a n b e i n g t h e r e t o s e e what 
happened. I must s a y t h a t c o l l e g e seemed t o be g e a r e d 
up t o i n d u s t r y - i f you have t o be - on t h e t e x t i l e s i d e . 
B e c a u s e t h e y ' r e s u r r o u n d e d by i t ; t h a t ' s a g r e a t d i s a d v a n ­
t a g e w i t h a l o t o f them. We were a t W i n c h e s t e r , w h i c h i s 
way down a t t h e bottom o f Hampshire, and t h e I n d u s t r i a l 
M i d l a n d s , or London.... l i g h t y e a r s away r e a l l y . A l t h o u g h 
we had v i s i t s from l e c t u r e r s , and a l s o went on v i s i t s , and 
a l s o d i d i n d u s t r i a l p r a c t i c e i n t h e h o l i d a y , i t was s t i l l , 
somehow, t h i s gap - you go b a c k t o W i n c h e s t e r w i t h t h e 
f i e l d s and t h e t r e e s - you f o r g e t about t h e m a c h i n e s you've 
j u s t been l o o k i n g a t . 

19. 
Q. "Do you c o n s i d e r t h a t t h e i n d u s t r y of a r t - i n t e l l e c t u a l s 
( i . e . t h o s e who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n promoting any p a r t i c u l a r c o n c e p t i o n o f 
a r t and a r t i s t s p u b l i c l y ? " 
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A. I t h i n k i t i r r i t a t e s t o a g r e a t e x t e n t . I c a n ' t 
t h i n k of any d e f i n i t e e x a m p l e s a t t h e moment; but i t 
d e f i n i t e l y , I would s a y , i r r i t a t e s . 

20. 
Q, "What do you t h i n k of t h e p r e s e n t r a t i o between a r t / -
c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n and 
t h e o r i s a t i o n , a s i t t a k e s p l a c e i n , f o r i n s t a n c e , s c h o o l s , 
a r t s c h o o l s , h i g h e r e d u c a t i o n , T.V., p r e s s , r a d i o , -
i n o t h e r a r e a s ? 1 1 

A. Dfi you mean i f t h e y ' r e c o n n e c t e d i n any way - i f t h e y 
i n f l u e n c e e a c h o t h e r ? . . . 

SQ. E i t h e r i n terms o f h e l p f u l c o n n e c t i o n , o r , you know, 
i n t e r m s of j u s t t h e b a l a n c e . T h e r e ' s been a l o t of 
t a l k i n t h e e d u c a t i o n a l p r e s s a b o u t , s a y , i n a r t s c h o o l s 
i n c r e a s i n g a c a d e m i c i s a t i o n •=• i n t r o d u c i n g exams, o r p r e -
e n t r y q u a l i f i c a t i o n s : £mphasis on b e i n g l i t e r a t e . 

A. T h i s a w f u l q u e s t i o n o f w h e t h e r y o u ' r e a g e n i u s , or 
w h e t h e r you've p a s s e d so many ' O ' l e v e l s . We know somone 
who's been v e r y s u c c e s s f u l i n a c o m m e r c i a l way - i l l u s t r a t i n g -
who went a l o n g t o W i n c h e s t e r I t h i n k about two y e a r s b e f o r e 
we s t a r t e d , and had a b s o l u t e l y no q u a l i f i c a t i o n s a t a l l : i t 
was t h e t i m e when you came from s c h o o l and b r o u g h t a l l t h e 
work you d i d a l o n g w i t h you t h a t was f i n e . And t h a t ' s 
how he managed t o be t h e r e - p e r f e c t l y c a p a b l e o f d r a w i n g 
t h e most w o n d e r f u l work on h i s f i r s t day. I a l s o know 
some p e o p l e from my own y e a r who, p r o b a b l y , had a l l t h e 
r i g h t q u a l i f i c a t i o n s , but were u n a b l e t o e x p r e s s t h e m s e l v e s 
a r t i s t i c a l l y - and p r o b a b l y d i d n ' t when t h e y l e f t . I t was 
j u s t a n o t h e r : e x t e n s i o n o f s c h o o l i n a s t r a n g e way. And 
t h e n t h e r e ' s t h e r i d i c u l o u s l e v e l o f p e o p l e who - I don't 
t h i n k i t happens any l o n g e r - of g i r l s who use t h e a r t 
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c o l l e g e a s a f i n i s h i n g s c h o o l . I t was j u s t f o u r y e a r s 
o f m a r v e l l o u s f u n - you d i d s o m e t h i n g , but you d i d n ' t 
r e a l l y t a k e i t s e r i o u s l y , and t h e n v a n i s h e d t o do s o m e t h i n g 
t o t a l l y d i f f e r e n t . I don't t h i n k t h e r e s h o u l d be a g r e a t 
e m p h a s i s on how many exams you p a s s , o r w h a t e v e r you do 
b e f o r e you a c t u a l l y a r r i v e ; I t h i n k i t ' s i m p o r t a n t what 
you do when y o u ' r e t h e r e . Ypu change so much; how c a n you 
be a n i n e '0' L e v e l s one day, and t h e n . . . . you change so 
much i n f o u r y e a r s B 

21. 
Q. "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e a d h e r e n c e t o a p a r t i c u l a r 
s t y l e and mode o f e x p r e s s i o n a s a p r e - r e q u i s i t e f o r s u c c e s s 
o r c o n t i n u i n g s u c c e s s ? " 

&• W e l l , i f I t h i n k about i t i n t e r m s o f f a b r i c . . . 
T h e r e ' s one p e r s o n who's been g o i n g f o r y e a r s and y e a r s 
and y e a r s , and i s q u i t e w e l l known when we were a t c o l l e g e -
Pat A l b e c k - who p r o d u c e s t h e same s o r t o f s t y l e , no m a t t e r 
v/hat she d o e s : a l o t of f u r n i s h i n g d e s i g n s , but you c a n 
a l w a y s t e l l a Pat A l b e c k d e s i g n . . . And t h e n I t h i n k o f 
somone l i k e D andra Rhodes; you'd j u s t n e v e r be a b l e not 
t o r e c o g n i s e one o f h e r d e s i g n s . So, i f you have a 
s t y l e , y e s . But you c a n a l s o be t i e d up i n you r own 
s m a l l web, r e a l l y , b e c a u s e you have t o somehow change 
s l i g h t l y , a t some p o i n t , o t h e r w i s e p e o p l e s a y , 'Oh. 
We've s e e n s o m e t h i n g l i k e t h a t b e f o r e ' . You've got t o 
change s l i g h t l y . I t h i n k i n t h e c a s e o f somebody l i k e 
S a n d r a Rhodes you have t o have c u s t o m e r s who c a n pay you 
f a n t a s t i c p r i c e s , and t h e n , e v e r y t h i n g you do i s a s s u r e d 
o f a market, j u s t a s a s t a t u s s y m b o l . ^ i n d e c i p h e r a b l e 
s e n t e n c e / 
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22. 
Q. T h i s i s a quote from a man c a l l e d B r u c e A l l s o p p . 
' " A r t i s s o m e t h i n g w h i c h i s p a r t o f t h e a r t i s t s s e l f , a s 
he i s , and not s o m e t h i n g w h i c h he s e l l s t o e a r n a l i v i n g ' • 
I s t h i s t r u e ? Or i s i t t r u e f o r y o u ? " 

A* I t h i n k I ' v e changed. I t h i n k p e r h a p s t h a t was rae, 
but t h e t h i n g s I produce now a r e n o t , r e a l l y , me. And 
t h a t ' s b e c a u s e I ' v e got t o p r o d u c e . . . I ' v e got t h i s 
p r e s s u r e ; ; I know I ' v e got t o produce a c e r t a i n number 
t h i s weeki so I ' v e changed. t'm now a p e r s o n who 
p r o d u c e s t h i n g s I don't p a r t i c u l a r l y l i k e . O n l y i n t h a t 
f i e l d o f f a b r i c d e s i g n i n g . I f i t was s o m e t h i n g l i k e 
e m b r o i d e r y , o r w e a v i n g , t h e n i t would be much more me. 
I wouldn't be so s e p a r a t e d from i t . 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
a c c o m p l i s h m e n t o r s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? I f s o , would you s e e t h i s a s a d i f f e r e n t l e v e l 
o f d i s t i n c t i o n t h a n t h a t , f o r example, between an a v e r a g e l y 
s k i l l e d t e n n i s p l a y e r , and t h e a b i l i t y o f a t o p c l a s s 
p r o f e s s i o n a l ? " 

A. T i a t ' s v e r y d i f f i c u l t , b e c a u s e I ' v e known p e o p l e who 
a r e not a t a l l s k i l l e d , but t h e y p r o d u c e s o m e t h i n g . And 
i n t h e c a s e o f f a b r i c s , somone w i l l buy i t . So I t h i n k 
t h a t ' s a l a w unto i t s e l f , t h a t q u e s t i o n . Maybe i f i t was 
a p a i n t e r , or a p o t t e r , o r s o m e t h i n g e l s e , maybe i t would 
be q u i t e d i f f e r e n t . 

2k. 

Q. "Can I l e a r n t o be an a r t i s t , o r must I have a c e r t a i n 
l e v e l of p r e - e x i s t i n g t a l e n t ? " 

A. You have t o have something, somewhere, t h a t I don't 
t h i n k you c o u l d l e a r n . You c a n l e a r n t o be... p e r h a p s 
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you c a n l e a r n t o be s k i l l f u l . You do have t o h a v e . s o m e t h i n g -
maybe j u s t a f e e l i n g ; I don't know. I t may not be a 
m a r v e l l o u s p i c t u r e coming out e v e r y time you t o u c h 
p e n c i l t o p i c t u r e . 

25. 
Q. "Are you happy w i t h t h e ways i n w h i c h t h e A r t s , C r a f t s 
and D e s i g n c o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. T h a t ' s c h a n g i n g ; w e l l , i t i s f o r f a b r i c . P e o p l e 
l i k e t h e D e s i g n C e n t r e have r u n shows, or g i v e n s p a c e t o 
s t u d e n t s t o have shows, which a r e v e r y good, b e c a u s e i t 
t a k e s them out o f t h e c o l l e g e e n v i r o n m e n t , and p u t s them 
on a much more c o m m e r c i a l l e v e l . F a c t o r i e s w i l l know t h e 
D e s i g n C e n t r e ; t h e y won't know W i n c h e s t e r A r t C o l l e g e 
quote so w e l l . I t forms a c e n t r e , a g a t h e r i n g p o i n t , f o r 
t h e . . . A l s o t h e r e ' s t h e C r a f t s C o u n c i l . . . I was r e a d i n g 
s o m e t h i n g t h e o t h e r day... t h e y w i l l h e l p , f o r i n s t a n c e , 
w e a v e r s ; e s p e c i a l l y t h e y v / i l l a c t u a l l y g i v e them a c e r t a i n 
amount of money w h i c h w i l l g i v e them a s a b b a t i c a l y e a r , 
and I t h i n k t h a t ' s m a r v e l l o u s . I t h i n k l o t s more s h o u l d 
be done. B e c a u s e o t h e r w i s e you have t h i s p r e s s u r e on 
you to produce s o m e t h i n g t o s e l l . You've got t o e a r n y o u r 
l i v i n g . . . you've got t o produce t h i s week.... I t would 
be m a r v e l l o u s i f p e o p l e c o u l d s i t b a c k and have a c h a n c e 
t o t h i n k about i t a b i t more. I don't t h i n k you c o u l d 
do t h a t w i t h f a b r i c d e s i g n i n g - j u s t s i t back and t h i n k 
about i t ; I t h i n k you c o u l d t r a v e l a b i t more. You 
must get around and s e e t h i n g s , b e c a u s e you t e n d t o become 
v e r y . . . . b a s e d i n one p l a c e . B e c a u s e , when y o u ' r e 
a t c o l l e g e you go on v i s i t s , and i t ' s a l l o r g a n i s e d , and 
you can''t r e a l l y m i s s out i f y o u ' r e t h e r e ; b u t once y o u ' r e 
on y o u r own i t *s a g r e a t e f f o r t t o c a r r y on w o r k i n g and a l s o 
f i n d t i m e t o r u s h a round and l o o k a t e x h i b i t i o n s , f o r i n s t a n c e . 



I'm l u c k y , b e c a u s e I work j u s t t h e s e two da y s o r t h r e e 
d a y s , s o , a s a h o l i d a y , I ' v e got t h e r e s t o f thew.eek t o , . . 
And I t h i n k w i t h t h e C r a f t s C o u n c i l , t h e y ' v e got an i n d e x 
o f c r a f t s m e n , so t h a t means t h a t many many more p e o p l e 
c a n f i n d out about ^ i n d e c i p h e r a b l e h a l f s e n t e n c e / . I t • 
would be l o v e l y t o have money, so t h a t you can j u s t r e o r g a 
n i s e y o u r s e l f . E s p e c i a l l y i f you d i d w e a v i n g , b e c a u s e 
t h a t ' s v e r y d i f f i c u l t , v e r y s l o w , t i m e consuming - a l l 
y o u r equipment t o s t a r t w i t h . I j u s t need p a i n t s , 
p a p e r , and a few b r u s h e s . So, I don't t h i n k t h e y ' r e 
d o i n g too b a d l y j u s t now 



I n t e r v i e w S i x 

Cambridge 
28th December 1974 

I n t e r v i e w s i x i s w i t h a p a i n t e r . She does some p a r t - t i m e 
t e a c h i n g , but a p r i v a t e income e n a b l e s h e r t o be l a r g e l y 
i n d e p e n d e n t of t e a c h i n g o r r e g u l a r s a l e s o f work. 
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INTERVIEW SIX: 
Cambridge 
28 December 197'f 

1. 
Q. "What a r e you r main f i e l d s o f a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, e n g r a v e r , e t c . , e t c . , ) ? " 

A. I would s a y p a i n t i n g now... 

SQ. P a i n t i n g . You do l e s s p r i n t s t h a n you u s e d t o do? 

Y e s . 

2. 
Q. "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n o r 
d e s i g n e r ? Or any c o m b i n a t i o n o f t h e s e ? " 

A. I t h i n k a r t i s t . 

SQ. What do you t h i n k o f p r i n t - m a k i n g t h e n ? 

A> Oh, I t h i n k o f p r i n t - m a k i n g a s an a r t i s t ' s a c t i v i t y 
t o o . I t h i n k I would t r y not t o s e p a r a t e t h e two t o o 
much. I mean when t h e y ' r e good t h e y ' r e s o . . . . I t h i n k 
t h e t r o u b l e w i t h t h e l a b e l l i n g ' a r t i s t ' , ' c r a f t s m a n ' - i t ; 
seems to become a m a t t e r o f q u a l i t y . But t h e n I t h i n k 
• c r a f t s m a n ' i s d i f f e r e n t t o t h e t e c h n i c a l t h i n g . 

Q. "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o you 
a s r e g a r d s a r t , c r a f t or d e s i g n ? Do you f e e l a r t i s 
a p r o f e s s i o n ? " 

A. T h a t ' s a v e r y d i f f i c u l t one; i t ' s more a way of l i f e . 
I t ' s a m a t t e r o f p r i o r i t i e s , I t h i n k . I f you b u i l d y o u r 
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l i f e round i t , w h i c h I suppose I have done, t h a t i s what 
I v/ould c a l l p r o f e s s i o n a l , I t h i n k . 

Qo "'Do you e x p e r i e n c e o r f e e l t h e r e a r e any problems i n 
t h e t r i p a r t i t e d i v i s i o n s o f a r t ; c r a f t ; d e s i g n ? " 

A, You mean from my p o i n t o f v i e w do I s e p a r a t e them out 
when I'm w o r k i n g ? 

SQ. Do you f e e l t h e r e a r e any problems i n t h e f a c t t h a t 
p e o p l e s e e t h e s e t h r e e a c t i v i t i e s / p e r s o n s a s d i f f e r e n t ? 
Do you f e e l t h a t d e s i g n i s a d i f f e r e n t t h i n g from a r t ? 
T h a t c r a f t i s a d i f f e r e n t t h i n g from a r t ? What you were 
t a l k i n g about e a r l i e r ; q u a l i t a t i v e d i f f e r e n c e s ? 

A. I suppose I don't r e a l l y ; but I c e r t a i n l y t h i n k . . . . 
t h a t ' s b e i n g a b i t i d e a l i s t i c about i t , b e c a u s e I t h i n k 
p e o p l e do s e p a r a t e them out v e r y much, p a r t i c u l a r l y i n 
t h e i r r e a c t i o n t o i t . I mean t h e y w i l l q u i t e h a p p i l y 
s a y w hether t h e y l i k e or d i s l i k e a t h i n g t h a t ' s s p e c i f i c a l l y 
a more c r a f t s m a n s h i p t h i n g : I mean, t h e r e ' s so much 
handmade j e w e l l r y now, and t h e y go and s e l e c t q u i t e 
h a p p i l y w i t h o u t h a v i n g t o f e e l t h e need f o r a p r o f e s s i o n a l 
judgement b e h i n d them; but I t h i n k t h e y ' r e q u i t e d i f f e r e n t 
v/hen t h e y come t o judge p a i n t i n g s of any s o r t , r e a l l y . 
They seem t o want t o be t o l d ; t h e y c a n ' t t r u s t t h e i r own 
judgement. I t h i n k t h a t ' s t h e s o r t o f h i e r a r c h y t h a t ' s 
b u i l t up around a r t , w i t h t h e g a l l e r i e s and t h e names and 
t h e money t h a t ' s i n v o l v e d r e a l l y . 

5. 
Q, "What s p e c i a l f u n c t i o n , i f any, do you c o n s i d e r t h e 
a r t i s t , c r a f t s m a n or d e s i g n e r t o h a v e ? " 

A. Y e s , w e l l f o r a l o n g t i m e I r e a l l y r a t h e r wondered; 
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I thought i t ' s p r o b a b l y s e l f - i n d u l g e n t . But I . b e g i n 
t o t h i n k i t h a s r e a l l y more and more i m p o r t a n c e , a s so much 
o f . . . . w e l l , a s t h e w o r l d g e t s s m a l l e r and t h e i n d i v i d u a l ' s 
v o i c e seems t o c o u n t f o r l e s s , I t h i n k t h e p e r s o n a l 
s t a t e m e n t i n a r t i s v e r y i m p o r t a n t . I t h i n k t h o s e who 
h a v e . . . . p e o p l e l i k e V a s a r e l y who a r e a l i t t l e b i t God­
l i k e about i t and impose v e r y much a k i n d of e n v i r o n m e n t 
t h r o u g h t h e i r work - I t h i n k t h i s i s v e r y v a l i d , b u t , from 
my p o i n t of v i e w , you know, a l l I c a n be i s make an i n d i v i d u a l 
s t a t e m e n t . So I t h i n k t h a t ' s where one's i m p o r t a n c e l i e s . 
I t ' s v e r y s m a l l ; but i t ' s a k i n d of l e a v e n i n t h e lump. 

6. 

Qo "Do you l i v e o f f y o u r a c t i v i t y a s a p a i n t e r ? " 

A. No; not e n t i r e l y . 

Q2. " ( b ) I f n o t , do you u n d e r t a k e any o t h e r s o r t o f work 
t o s u p p o r t y o u r a c t i v i t y a s a p a i n t e r ? " 

A. W e l l , y e s ; I do some t e a c h i n g , but I'm v e r y f o r t u n a t e 
i n h a v i n g a p r i v a t e income. 

Q2. " ( c ) I f you u n d e r t a k e any o t h e r s o r t o f work, do 
you c o n s i d e r y o u r s e l f p r i m a r i l y an a r t i s t / c r a f t s m a n / -
d e s i g n e r , or p r i m a r i l y a t e a c h e r ? " 

A. W e l l , I ' v e a l w a y s ( a p a r t from t h e f i r s t two y e a r s o f 
t e a c h i n g ) , I ' v e a l w a y s been p a r t - t i m e , and I t h i n k I ' v e 
a l w a y s c o n s i d e r e d m y s e l f a s an a r t i s t , r a t h e r t h a n a s a 
t e a c h e r . 

7. 
Q„ "What s o r t o f f i n a n c i a l o r c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 



111 

A. None, r e a l l y . 

SQ. How do you s e l l y o u r work? 

A. W e l l m o s t l y , I suppose, from ray s t u d i o now. I'm 
v e r y bad on t h i s b i t ; I h a v e n ' t p u r s u e d i t a t a l l . I ' v e 
s e e n v e r y few g a l l e r i e s . One h e s i t a t e s t o g e t i n v o l v e d 
e ven, I t h i n k , b e c a u s e t h e ones t h a t a r e g o i n g t o push 
you a r e g o i n g t o b l e e d you a s w e l l . I g e t t h i s f e e l i n g -
t h a t i t c a n be v e r y s t u l t i f y i n g . I mean t h a t ' s why I 
t h i n k I'm t e r r i b l y l u c k y t h a t I ' v e got t h e freedom t o do 
my own work w i t h o u t h a v i n g t h e p r e s s u r e t o s e l l e v e r y b i t 
of i t . I c e r t a i n l y need t o s e l l - j u s t a m a t t e r o f 
c o n f i d e n c e . 

Q2. "Would you w i s h t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " « 
t h i s s i t u a t i o n ? 

A. No. I t h i n k i t would be more s t i m u l a t i n g i f I 
s o l d a b i t more; y e s , i t c o u l d w e l l be improved on, I 
t h i n k . 

8. 
Qo "Do you t h i n k an a r t i s t h a s a r i g h t t o make a l i v i n g 
a s a r t i s t ? " 

A. Oh y e s . 

9. 

Q. "A t e n d e n c y h a s been n o t e d f o r some p o t t e r s , w e a v e r s , 
e t c . , t o i n s i s t on t h e m s e l v e s b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n t e r m s o f i n d e p e n d ­
ence a s c r e a t o r ( n o t c o p i e r o r r e p e t i t i o u s p r o d u c e r ) , 
and t h e p r i m a c y o f t h e a e s t h e t i c o b j e c t , r ? . t h e r t h a n t h e 
f u n c t i o n a l o b j e c t . S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s , a s h i f t t o w a r d s c a l l i n g t h e m s e l v e s c r a f t s m e n , 
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r e a c t i n g a g a i n s t some o f t h e s p e c i a l n e s s o r s a c r e d n e s s 
a p p a r e n t i n p u b l i c use of t h e term ' a r t i s t ' h a s been n o t e d . 
Do you e x p e r i e n c e any problems c o n n e c t e d w i t h b e i n g a r t i s t , 
c r a f t s m a n or d e s i g n e r ( a s a p p r o p r i a t e ) ? 1 ' 

A. W e l l , I would have thought t h i s f i r s t s t a t e m e n t about 
t h e p o t t e r s and w e a v e r s i s more a s o c i a l t h i n g t h a t ' s 
happened; t h a t a s t h o s e c r a f t s have d i e d , more or l e s s , 
from t h e i r u t i l i t a r i a n p o i n t o f view, so t h e y ' v e come back 
i n a s l i g h t l y d i f f e r e n t way. T h e y ' r e n ot a b s o l u t e l y 
e s s e n t i a l t o e v e r y d a y l i v i n g , so t h e y ' v e got t h i s s p e c i a l 
q u a l i t y . And I t h i n k p r o b a b l y t h e p a i n t e r s . . . . maybe i t ' s 
b e c a u s e what you might c a l l t h e ' c r a f t s m e n ' s a y t h i s , t h a t 
t h e p a i n t e r s and s c u l p t o r s t h i n k a g a i n , and c o n s i d e r t h e m s e l v e s 
a s c r a f t s m e n . A g a i n , I t h i n k i t ' s a m a t t e r o f j u s t i f y i n g 
y o u r e x i s t e n c e , p r o b a b l y , t h a t t h e a r t i s t h a s t h i s , s o r t 
o f , both e l i t e and and o n l y a s m a l l a r e a i n s o c i e t y 
i s i n t e r e s t e d i n s u p p o r t i n g - so i t makes i t a b i t more 
down t o e a r t h . . . c a l l i n g h i m s e l f ' c r a f t s m a n * . B u t , t h e n 
a g a i n , I t h i n k t h e a p p r o a c h t o p a i n t i n g h a s changed a l o t . 
I mean i t ' s not j u s t a mad s o r t o f i n t u i t i v e o r e x p r e s s i o n a l 
s o r t of s p l u r g e ; t h e r e ' s a l o t of t h o u g h t b e h i n d i t , and 
pe o p l e t h i n k , ' W e l l , what i s a p a i n t i n g ; how i s i t made; 
what i s i t made up o f ? ' , and t h i s i m p l i e s a v/hole s o r t o f 
c r a f t s m a n s h i p b e h i n d i t , r e a l l y : a l l t h e t e c h n i q u e . . . . i t ' s 
a b s o l u t e l y e s s e n t i a l . 

16. 
Q. "The problem w i t h b e i n g c a l l e d a r t i s t , i s t h a t , i n 
t h e extreme, t h e term r e l a t e s t o g e n i u s , super-humanness; 
t h e problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t h a s 
o v e r t o n e s o f p a r o c h i a l i s m , rough workmanship, h o l i d a y 
t r i n k e t m a n u f a c t u r e ; s i m i l a r l y ' d e s i g n e r ' c o n j u r e s up a n 
image of an a c t i v i t y a b s t r a c t e d from t h e f u l l r a n g e o f 
e f f o r t and i n v o l v e m e n t n e c e s s a r y i n t h e p r o d u c t i o n o f an 
o b j e c t ; Do you a g r e e ? Have you any comment? 1 1 -
p e r h a p s you've commented on i t a l r e a d y ? 
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Ac Yes.... 

11. 
Q. "Frank L l o y d o f Marlborough F i n e A r t i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money'. What do you f e e l about t h e o r g a n i s a t i o n o f t h e 
a r t m arket?" 

A e W e l l , I t h i n k he speaks t r u t h . I t h i n k i t ' s s i l l y 
t o t h i n k t h a t i t ' s ever been a n y t h i n g e l s e . I mean I 
don't t h i n k g a l l e r i e s have ever been e n l i g h t e n e d p a t r o n s 
o f t h e a r t s ; I t h i n k you do get t h i s f e e l i n g because 
t h e r e ' s t h i s m a r v e l l o u s b i t where t h e y do have g a l l e r i e s 
where you are f r e e t o come and go... They're d e a l e r s , 
r e a l l y , a r e n ' t t h e y . 

12. 
Q. "Do you t h i n k t h e employment o f a r t i s t s , c r a f t s m e n and 
d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o d e c o r a t e 
and a d o r n p u b l i c b u i l d i n g s and p l a c e s , and t o work w i t h 
a r c h i t e c t s on nev; b u i l d i n g s , would be ( a ) A good idea? 
( b ) Would improve t h e v i s u a l e n v i r o n m e n t ? " 

A, Oh, c e r t a i n l y . I t h i n k i t would t a k e a l o n g t i m e t o 
e s t a b l i s h t h e . . . . t o g e t i t g o i n g . I mean i t would be a 
v e r y new t h i n g . The a r t i s t ( i n England c e r t a i n l y ) 
has never been used i n t h i s way - I don't t h i n k . I 
t h i n k i t ' s c r a z y r e a l l y , t h a t a v i s u a l e x p e r t i s never 
i n v o l v e d i n any o f t h e s e l o c a l p l a n n i n g t h i n g s - never 
seems t o be. 

13. 
Q. "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s 
i n B r i t a i n ? " - your ov/n f i e l d , o r your own work, or town... 
whatever? 
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A. W e l l , i t ' s so s m a l l i n Cambridge; I t h i n k i t ' s 
always been a d i f f i c u l t p l a c e - i t ' s m i s l e a d i n g , I t h i n k , 
U n i v e r s i t i e s . I don't t h i n k i t ' s changed v e r y much, and 
I t h i n k i t ' s p r o b a b l y . . . . I t h i n k i t ' s more i n danger now 
t h a n i t was, I mean I'm sure - d i d you see those a r t i c l e s 
o f P a t r i c k Heron r e c e n t l y i n t h e Gu a r d i a n . . . he w r o t e 
t h r e e . I t was r a t h e r f l o g g i n g h i s p a r t i c u l a r b i t , b u t 
t h e y were i n t e r e s t i n g t h i n g s he s a i d , and I t h i n k t h i s 
b u s i n e s s t h a t a r t i s t s get employed i n a p a r t t i m e c a p a c i t y 
i n a r t s c h o o l s l e d t o a tremendous f l o v : e r i n g - r i c h e s - and 
t h a t seems t o be on t h e v/ay o u t ; t h e y won't have p a r t t i m e 
p e o p l e . I t h i n k t h a t ' s a g r e a t p i t y , and a l s o t h e a r t 
s c h o o l s themselves seem t o be l e s s and l e s s ' f i n e a r t ' , 
as you might say. I t ' s a l l much more ' f u n c t i o n a l ' , 
I suppose. More 'designer*,, r e a l l y ; t h e d e s i g n e r s a r e 
coming i n t o t h e i r own v e r y 

1<W 
Q. T h i s i s a quote from Cezanne; " ' I must go on w o r k i n g , 
b u t not i n o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , which i s 
so much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y 
w h i c h i s commonly so much admired i s n o t h i n g but t h e 
accomplishment o f a c r a f t s m a n , and makes any v/ork produced 
i n t h a t way i n a r t i s t i c arid v u l g a r , I must not t r y t o 
f i n i s h a n y t h i n g except f o r t h e p l e a s u r e o f making i t 
t r u e r and w i d e r ' . ( a ) What i s your r e a c t i o n t o these 
views? ( b ) I s ' a r t f o r a r t ' s - s a k e * l i b e r a t i n g ? 
r e s t r i c t i v e ? " 

A. What a m a r v e l l o u s q u o t a t i o n . I know what he means. 
T h i s i s t h e r e s e a r c h e r , i s n ' t i t , r e a l l y . You go on and 
on and on. There's a m a r v e l l o u s quote o f Rod / ? / T a y l o r 
v/hich I l e a r n t l a s t summer, and i t says 'The p e r f e c t i o n o f 
t h e t h i n g i s i t s l e g e n d ' . . . . b u t then he i s t a l k i n g about 
something t h a t ' s c o m p l e t e l y t i e d up, and I t h i n k a p e r f e c t i o n 
i s n ' t n e c e s s a r i l y a dead end; t h e r e ' s always a v/ay t h r o u g h . 
I t ' s when t h i n g s are i n t o t a l harmony.... ' A r t f o r a r t ' s 
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sake?!... I t h i n k t h e f u r t h e r you go i n t o s omething t h e 
more l i b e r a t i n g i t i s . Simply because you b e g i n t o 
u n d e r s t a n d more and more, and i t k i n d o f r e l a t e s t o t h i n g s 
o u t s i d e t h a t p a r t i c u l a r u n d e r s t a n d i n g . No: I t h i n k i t ' s 
l i b e r a t i n g , r a t h e r t h a n r e s t r i c t i v e . 

15. 
Q. T h i s i s H e r b e r t Read summarising Freud; "'There i s 
l i t t l e doubt t h a t , i n some sense or o t h e r , t h e a r t i s t i s 
always t o be r e g a r d e d as p s y c h o t i c . He may n o t be m a n i f e s t l y 
p s y c h o t i c ; he may r a t h e r be a p s y c h o t i c t y p e who has 
found some way o f d i s g u i s i n g or compensating f o r h i s 
p s y c h o s i s . ' ( a ) Do you t h i n k t h i s view has any g e n e r a l 
c u r r e n c y ? ( b ) Do you t h i n k t h i s view has any v a l i d i t y ? " 

Ao Oh dear; t h a t ' s a d i f f i c u l t one. I'm never q u i t e 
sure what p s y c h o t i c means; i s i t t h e same t h i n g as 
n e u r o t i c ? 

SQ. More extreme... 

A. I t h i n k t h a t t h e . . . . I t h i n k p o s s i b l y you c o u l d say 
t h a t man i s . . . . I mean he c o u l d be s a i d t o be p s y c h o t i c , and 
th e a r t i s t has t h e good f o r t u n e t o be a b l e t o work i t o u t e 

But t h e area i n which he works can be a v e r y dangerous 
a r e a . One tends t o t h i n k , 'Oh, t h e y ' r e d i g g i n g a t t h e 
a r t i s t ' ; b u t . . . . I suppose because he's on t h i s s o r t o f . . . . 
or can be on t h i s f a i r l y exposed area o f b e i n g , o r , you 
know, t r y i n g t o be t h e c r e a t i v e . . . I mean t h i s b u s i n e s s 
about c r e a i v i t y anyway.... so t h a t he's o b v i o u s l y o f i n t e r e s t 
t o p s y c h o l o g i s t s . Because t h e whole t h i n g ' s much more 
open. I don't h o n e s t l y know about any g e n e r a l c u r r e n c y ; 
I j u s t w o u l d n ' t know. 

SQ. You've never e x p e r i e n c e d i t i n r e l a t i o n t o y o u r s e l f ? 

A. No,~ I h a v e n ' t . No. I don't t h i n k people t h i n k I'm mad. 
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SQ. Not i n terms o f , 'You're s p e c i a l ; you have some 
p e c u l i a r i n s p i r a t i o n or i n s i g h t ' ? 

A« I suppose a l i t t l e b i t . One can ;get away w i t h 
w e a r i n g , say, odd c l o t h e s , , I mean I can wander down t h e 
s t r e e t i n my d i r t y o l d s h i r t and I don't t h i n k people 
would t a k e much n o t i c e , and I assume t h i s i s because t h e y 
know t h a t I'm a p a i n t e r . To t h a t e x t e n t I t h i n k so. 

Q. "Gropius has s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c d e s i g n i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . . 
Our a m b i t i o n was t o rouse t h e c r e a t i v e a r t i s t f r o m h i s 
o t h e r w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday 
w o r l d o f r e a l i t i e s ; and a t t h e same t i m e t o broaden and 
humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind o f 
t h e b u s i n e s s man. Thus our i n f o r m i n g c o n c e p t i o n o f t h e 
b a s i c u n i t y o f a l l d e s i g n i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t o f ' a r t f o r a r t ' s sake', and 
t o t h e even more dangerous p h i l o s o p h y i t sprang f r o m : 
b u s i n e s s as an end i n i t s e l f . • ( a ) Do you agree w i t h 
G ropius i n s a y i n g t h a t ' a r t i s t i c d e s i g n i s . . . s i m p l y 
an i n t e g r a l p a r t o f t h e s t u f f o f l i f e ' . ( b ) Do you 
t h i n k t h a t any o f t h e Bauhaus i n t e n t i o n s , as expressed 
o v e r , have been r e a l i s e d ? (by t h e Bauhaus or any o t h e r 
p e r s o n s / g r o u p s ) ? " 

Ao W e l l , I've j u s t s a i d t h a t I agree w i t h ' a r t f o r a r t ' s 
sake•, haven't I . W e l l . . . t a k i n g »(b)», - i t does seem 
e s t r a o r d i n a r y . . . . I t h o u g h t t h a t e x h i b i t i o n o f t h e Bauhaus 
q u i t e r e c e n t l y was f a n t a s t i c . But i t seemed i n c r e d i b l e . . . 
i t seemed t o have had v e r y l i t t l e o v e r t e f f e c t . But 
maybe i t was much more underground... I suppose p r o b a b l y , < t 

i t p r o b a b l y happened i n areas where I t h i n k perhaps 
i t d i d n ' t a f f e c t t h e f i n e a r t areas so much - p o s s i b l y 
i n t h e d e s i g n areas more.... a p a r t from the f a c t t h a t 
Klee worked t h e r e . . . ,/two u n i n t e l l i g b l e s t a t e m e n t s / . . . 
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I t h i n k t h e d e s i g n a r e a i s much more c l o s e l y r e l a t e d t o 
everyday l i f e , i s n ' t i t . . . . 

SQ« But, i n a sense, t h a t ' s n o t what he i n t e n d e d . . . 

Ao No. 

SQ. He was h o p i n g not t o t u r n Cambridge c i t y c e n t r e i n t o 
a Bauhaus d e s i g n c e n t r e , b u t , r a t h e r t o a b o l i s h a r t , d e s i g n , 
c r a f t a s . . . , 

Ao To make a t o t a l ; a whole... y e s . 

SQ. He's ended up w i t h Bauhaus f u r n i t u r e , o f f i c e - b l o c k s , 
desks, b u t a f a i l u r e t o put i n t o e f f e c t t h e new i d e a s on 
p r a c t i c e - a r t i s t s t o work w i t h i n d u s t r y . 

A. Yes... 

17. 
Q. "What do you t h i n k o f the p r e s e n t p o s i t i o n o f t h e a r t i s t , 
c r a f t s m a n and d e s i g n e r i n B r i t a i n ? " 

A. I t h i n k i t ' s v e r y d i c e y i n t h e p r e s e n t economic s t a t e . 
I don't know. I t h i n k t h e r e a r e f a r more openings. 
An av/ful l o t o f people are s e t t i n g up on t h e i r own b i t . 
When you t h i n k o f t h e number o f p o t t e r s - p a r t i c u l a r l y 
p o t t e r s I t h i n k - who s e t up t h e i r own s t u d i o s and seem 
t o be a b l e t o make a l i v i n g . I d o n ' t t h i n k i t ' s changed 
v e r y much; I don't t h i n k t h e r e ' s v e r y much more i n t e r e s t . 
I always t h i n k i t ' s s t r a n g e t h a t f o r a l l t h e a r t i n s c h o o l s 
c h i l d r e n never seem t o have t h a t much more i n t e r e s t i n . . . . 
w e l l , i n t h e d e l i g h t i n l o o k i n g a t p a i n t i n g s . Whereas 
I remember when I was t e a c h i n g i n London, and French c h i l d r e n 
used t o come i n th e summer as a s o r t o f 'au p a i r ' t h i n g - I 
mean 'swapping* - and, a l t h o u g h I don't t h i n k t h e y had any 
p r a c t i c a l l e s s o n s i n a r t i n t h e i r s c h o o l , and y e t t h e i r 
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a p p r e c i a t i o n .-.and t h e d e l i g h t t h e y got f r o r . l o o k i n g a t 
p a i n t i n g s was f a r i n advance o f o r f a r r i c h e r t h a n most o f 
t h e E n g l i s h c h i l d r e n . I t seems t o be a d i f f e r e n t a r e a ; 
i t ' s s t r a n g e . 

18. 
Q. "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

A* I know v e r y l i t t l e about them. They've changed such 
a l o t , I t h i n k , r e c e n t l y . I t h i n k t h e y ' r e v e r y much i n t h e 
doldrums, r e a l l y ; t h e y seem t o have been m o s t l y absorbed 
i n t o t h e p o l y t e c h n i c s , and I t h i n k i t ' l l p r o b a b l y t a k e some 
t i m e t o see how good t h a t i s . Whether t h e y ' r e g o i n g t o 
b e n e f i t enormously, or be swamped by t h e i r l o s t autonomy. 

19. 
Q. "Do you c o n s i d e r t h a t ' t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . , t h o s e v/ho t a l k about and a n a l y s e r a t h e r t h a n make) 
p l a y s a p a r t i n p r o m o t i n g any p a r t i c u l a r c o n c e p t i o n o f 
a r t and a r t i s t s p u b l i c l y ? " 

A. Oh I t h i n k t h e y do. I t h i n k t h e y do c o n t r o l p u b l i c 
f e e l i n g , b u t I don't know t h a t t h e y always get i t r i g h t . 
I ' v e j u s t been r e a d i n g a f a s c i n a t i n g book by Biedermann 
/ ? / c a l l e d t h e New Cezanne i n which he says he's gone back 
t o what Cezanne a c t u a l l y s a i d and wrote down, and c o m p l a i n s 
t h a t so much was i n t e r p r e t e d by c r i t i c s , and w r o n g l y 
i n t e r p r e t e d . And t h i s f e d back t o a r t i s t s , and a whole 
l o t o f p a i n t i n g t h a t came out v/as d i v o r c e d from what 
Cezanne had o r i g i n a l l y s a i d . And t h i s i s f a s c i n a t i n g , 
b u t o f course he, a t the same t i m e , p u t s h i s own i n t e r p r e t a t i o n 
on i t . But i t b r i n g s t h a t home, I t h i n k . 
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20. 
Qe "What do you t h i n k o f t h e p r e s e n t r a t i o between a r t / -
c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n and 
t h e o r i s a t i o n , as i t t a k e s p l a c e i n , f o r i n s t a n c e , 
s c h o o l s , a r t s c h o o l s , h i g h e r e d u c a t i o n , T.V., p r e s s , r a d i o , 
o r i n o t h e r a r e a s ? " 

A» I don't t h i n k I come across i t v e r y much. I t h i n k 
t h e r e c o u l d be much more on t e l l y , r e a l l y , c o n s i d e r i n g one 
i s l o o k i n g a t t h e t h i n g . But I'm not v e r y good on t h a t 
one. 

21. 
Q» "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e adherence t o a p a r t i c u l a r 
s t y l e and mode o f e x p r e s s i o n as a p r e - r e q u i s i t c f o r success, 
or c o n t i n u i n g success?" 

A. Yes, I t h i n k t h i s does happen; you get t h e f i g u r a t i v e s 
' i n * or t h e f i g u r a t i v e s ' o u t ' , and a l l a b s t r a c t now, and... 
I t h i n k t h i s does happen. I t h i n k i t happens v e r y q u i c k l y 
t o o . You get people e s t a b l i s h i n g a r e p u t a t i o n v e r y v e r y 
q u i c k l y ; I suppose i t remains t o be seen v/hether t h e y 
can s u s t a i n i t ; whether t h e y themselves are good enough 
t o work t h r o u g h t h e i r success, i n a way, and c a r r y on i n 
t h e i r own e x p l o r a t i o n . I t h i n k i t has a f r i g h t e n i n g 
i n f l u e n c e , r e a l l y . 

22. 
Q. "This i s a quote f r o m a man c a l l e d Bruce A l l s o p p ; 

' A r t i s something which i s p a r t o f t h e a r t i s t ' s s e l f , as 
he i s , and not something which he s e l l s t o earn a l i v i n g ' . 
I s t h i s t r u e ? Or i s i t t r u e f o r you?" 

A. I t h i n k t h a t i s t r u e f o r me; yes. I t h i n k t h s t t i e s 
up w i t h t h i n k i n g t h a t t h e v a l i d i t y o f an a r t i s t i s t o make 
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an i n d i v i d u a l s t a t e m e n t . But one's t r e m e n d o u s l y i n f l u e n c e d 
by what you seek out and what you know and what you see. 
Bu t , one hopes i n t h e end t h a t i t , s o r t o f , goes t h r o u g h 
t h e s i e v e and comes out as something t h a t you b e l i e v e i n , 
r e a l l y . 

23. 
Q» "Host a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
accomplishment, or s k i l l . V/ould you d i s t i n g u i s h s k i l l f r o m 
a r t ? And, i f so, would you see t h i s as a d i f f e r e n t l e v e l 
o f d i s t i n c t i o n t h a n t h a t , f o r example, between an a v e r a g e l y 
s k i l l e d t e n n i s p l a y e r , and t h e a b i l i t y o f a t o p c l a s s 
p r o f e s s i o n a l ? " 

A. By s k i l l do you mean t e c h n i q u e ? Would you say t h a t 
was t h e same.... yes, you say i t ; c a l l i t t e c h n i c a l a c c o m p l i s h ­
ment. I t h i n k i t ' s t e r r i b l y i m p o r t a n t ; I don't t h i n k 
i t i s i n i t i a l l y , b u t I t h i n k - and t h i s i s where I ' v e 
been h a v i n g l o n g l o n g t a l k s i n Singapore w i t h these 
people t r y i n g t o . . . . you know, I've been d o i n g t h i s c r a f t 
e x a m i n i n g out t h e r e , and t h e y have t h i s i n c r e d i b l e , 
m a r v e l l o u s , c r a f t s m a n s h i p , t r a d i t i o n a l l y : w e l l , I mean 
t h e Chinese do; Singapore h a s n ' t r e a l l y much c u l t u r a l 
background anyway. And a l l t h e t i m e I was up a g a i n s t t h i s 
i d e a o f c h i l d r e n ' s i d e a s , freedom o f i d e a s . . . . but t o 
them, u n l e s s i t was t i e d up w i t h a s k i l l and t e c h n i c a l 
p e r f e c t i o n t h e y found i t d i f f i c u l t t o see i t s v a l i d i t y , 
I t h i n k . But I t h i n k t h a t , i n t h e end, t e c h n i q u e i s 
t e r r i b l y i m p o r t a n t . I always t h i n k o f i t a s . . . I t h i n k 
t h e i d e a f o r rae.... your i d e a s change, t h e y grow, as your 
t e c h n i c a l knowledge grows, and t h e t e c h n i c a l knowledge i s 
always j u s t b e h i n d t h e i d e a . I t seems t o me t o be t h a t 
way round. I f t h e t e c h n i q u e i s . . . . you can get work where 
th e t e c h n i q u e i s superb, but t h e idea i s dead as a dough-nut, 
and t h a t ' s where i t j u s t goes wrong. I t h i n k i n a way -
I mean what makes Rembrand so g r e a t ? You know, h i s 
u n d e r s t a n d i n g o f brushwork, o f how you put t h e p a i n t on, 
j u s t p u t s him, as you say, i n a t o p c l a s s as a t e n n i s 
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p l a y e r . I t h i n k i t ' s a v e r y i m p o r t a n t a r e a . W i t h o u t i t 
you can't r e a l l y work on t h a t b i t o f . . . . w hich t o me i s 
t e r r i b l y i m p o r t a n t . . . which i s , s o r t o f , t h e i n t u i t i o n -
o f knowing w i t h o u t h a v i n g t o b u i l d up t h e knowledge t o 
make t h e sum, and say, ' W e l l , i t ' s t h i s , t h i s , t h i s , and 
t h i s ; t h e r e f o r e , I do t h a t ' : b u t you j u s t know i t i n s t i n c t ­
i v e l y . And I don't t h i n k you don't k n o w . i t i n s t i n c t ­
i v e l y u n t i l you've worked f o r a v e r y l o n g t i m e , and e x p l o r e d 
d i f f e r e n t a r e a s , and i t becomes a p a r t o f your knowledge 
which you j u s t drqw on i n an i n t u i t i v e sense; n o t i n any 
sense..., w e l l , n o t l o g i c a l , r e a l l y . Not n e c e s s a r i l y 
l o g i c a l . 

Q. "Can I l e a r n t o be an a r t i s t , o r must I have a c e r t a i n 
l e v e l o f p r e - e x i s t i n g t a l e n t ? " 

A. I t h i n k you need l e s s t a l e n t t h a n most people t h i n k . 
But I t h i n k i t ' s i n t e r e s t i n g . I mean, i f you l o o k a t 
Cezanne's e a r l y work, or M a t i s s e , or somebody, t h e y are 
n o t t h a t good. Most o f Cezanne's are not t h a t good; 
v e r y t o r t u o u s ; he o b v i o u s l y found g r e a t d i f f i c u l t i e s i n 
d o i n g i t . But I don't t h i n k anybody c o u l d t e a c h you; 
I t h i n k you've got t o want t o l e a r n , p r o b a b l y . 

SQ. I t comes back i n a way t o t h e p r e v i o u s q u e s t i o n , a 
d i f f e r e n t way rou n d . Do you t h i n k i f Tom, D i c k , o r H a r r y , 
o f f t h e s t r e e t , want t o l e a r n t o p a i n t - he's got t h e 
m o t i v a t i o n - can you t h e n t e a c h hira? 

A» Oh yes; y e s . I t h i n k you can. 

25. 

Q. "Are you happy w i t h t h e ways i n w h i c h t h e A r t s , 
C r a f t s and Design C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

http://know.it
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A. I'm always , s o r t o f , e x p o s t u l a t i n g about what t h e 
A r t s C o u n c i l does; i t ' s t h e o n l y one I have any... t h e 
s l i g h t e s t knowledge o f . I t always a g a i n . . . . i t seems t o 
be so, s o r t o f , e l i t i s t . Opera g e t s i t a l l . There was -
I t h i n k i t v/as l a s t year - you c o u l d g et a r e f u n d t h r o u g h 
t h e E a s t e r n A r t s Region, i f you had a group o f people 
g o i n g t o t h e t h e a t r e , b u t you c o u l d n ' t get i t f o r t h e 
pantomine. You know, i t seems t o me, i f i t ' s t h e a t r e -
pantomine i s a m a r v e l l o u s k i n d o f t h e a t r e . P r o b a b l y t h e 
f i r s t one a l o t o f k i d s see. But t h e r e ' s a... I 
suppose a r t i s t i c snobbery t h a t . . . . But how you d i s p o s e o f 
money t h a t i s a l l o c a t e d , you know, as t h e A r t s C o u n c i l 
g r a n t , and t h e y can g i v e a l l t h e s e b u r s a r i e s - I t h i n k 
i t ' s t e r r i b l y d i f f i c u l t . 
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I n t e r v i e w Seven 

Waterbeach, Gambs. 
29 December 197^ 

I n t e r v i e w seven i s w i t h a p a i n t e r and draughtsman. 
D u r i n g most o f her l i f e she has been a t e a c h e r , and s t i l l 
t a u g h t a c l a s s o f a d u l t s each week* 
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INTERVIEW SEVEN 
Waterbeach, Cambs. 
29 December 1974. 

1. 
Q. "What a r e your main f i e l d s o f a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, e n g r a v e r , e t c . , e t c . , ) ? " 

A. P a i n t e r and draughtsman. 

2. 

Q. "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n or 
d e s i g n e r ? Or any c o m b i n a t i o n o f t h e s e ? " 

A. An A r t i s t . 

3. 

Q» "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o 
you, as r e g a r d s a r t ? " 
A. As opposed t o amateur you mean? 
SQ» Do you f e e l a r t i s a p r o f e s s i o n ? 

A« Yes, I do. And my d e f i n i t i o n o f i t would be -
A p r o f e s s i o n a l a r t i s t i s a person who p u t s i t f i r s t . 

4. 
Q. "Do you e x p e r i e n c e or f e e l t h e r e are any problems i n 
the t r i p a r t i t e d i v i s i o n o f a r t ; c r a f t ; d e s i g n ? " 

A. That's a d i f f i c u l t one, i s n ' t i t . Read i t a g a i n . 

SQ. "Do you e x p e r i e n c e or f e e l t h e r e are any problems i n 

t h e t r i p a r t i t e d i v i s i o n s o f a r t ; c r a f t ; d e s i g n ? " 
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A 0 At t h e p r e s e n t time? 

SQ. Yes. 

A. W e l l , I suppose t h e a r t i s t has begun t o t h i n k o f 
h i m s e l f as a r a t h e r s p e c i a l and s e p a r a t e person f r o m 
o r d i n a r y l i f e and o r d i n a r y p e o p l e , more t h a n t h e d e s i g n e r 
or t h e c r a f t s m a n . I t h i n k i n many cases t h e r e ' s l e s s 
c o n n e c t i o n between.... people t h i n k o f an a r t i s t as 
something r a t h e r s p e c i a l . But I don't f e e l t h a t i n my 
own work a t a l l j because t h a t . . . . my a t t i t u d e i s not l i k e 
t h a t . 

5. 
Q. "What s p e c i a l f u n c t i o n , i f any, do you c o n s i d e r t h e 
a r t i s t / c r a f t s m a n / d e s i g n e r t o have?" 

A. C r e a t i n g t h e environment i s t h e d e s i g n e r ' s j o b , and 
s h o u l d be t h e c r a f t s m a n ' s and the a r t i s t ' s as w e l l , I 
suppose. 

6. 
Q. "Do you l i v e o f f your a c t i v i t y as a p a i n t e r and 
draughtsman?" 

A» No, I don't l i v e o f f i t e n t i r e l y , b u t I c o u l d n ' t do 
w i t h o u t s e l l i n g . 

Q2. " ( b ) I f n o t , do you u n d e r t a k e any o t h e r s o r t o f 
v/ork to s u p p o r t your a c t i v i t y ? " 

A. I've been a t e a c h e r u n t i l t h e l a s t t e n y e a r s or so, 
t e a c h i n g a r t , and I s t i l l t e a c h a group o f a d u l t s once a 
week. 

Q2. " ( c ) I f you u n d e r t a k e any o t h e r s o r t o f work, do you 
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c o n s i d e r y o u r s e l f p r i m a r i l y an a r t i s t / c r a f t s m a n , o r 
p r i m a r i l y a t e a c h e r ? " 

A, I t h i n k t h e two t h i n g s go t o g e t h e r ; I don't t h i n k 
o f them s e p a r a t e l y . 

7. 
Q„ "What s o r t o f f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 

A 0 I e x h i b i t ; I haven't got an a g e n t . I e x h i b i t i n 
g a l l e r i e s , and t h e r e f o r e pay t h e u s u a l p e r c e n t a g e on s a l e s * 
I do s e l l f r o m t h e s t u d i o t o o , b u t I ' v e never had a 
c o n t r a c t w i t h one p a r t i c u l a r g a l l e r y l i k e l o t s o f people 
d o 0 I used t o show i n London, b u t , s i n c e t i m e s have 
changed, and my work i s r e p r e s e n t a t i o n a l , I haven't b o t h e r e d , 
I ' v e shown l o c a l l y - m o s t l y . But I s e l l q u i t e w e l l : 
I don't know i f t h a t ' s p a r t o f t h e q u e s t i o n . I l i k e 
s e l l i n g t o o r d i n a r y people - I don't put v e r y h i g h p r i c e s . 
And o r d i n a r y people l i k e my p i c t u r e s . For example, 
I've j u s t had an e x h i b i t i o n a t E l y , a t t h a t p l a c e v/hich 
i s a l s o a r e s t a u r a n t , and two o f t h e v / a i t r e s s e s have 
bought p i c t u r e s - f o r sums l i k e t h i r t y pounds. And t h a t 
s o r t o f s a l e always pleases me v e r y much. 

8. 
Q. "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A. C e r t a i n l y . 

9. 

Qo "A tendency has been n o t e d f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n terms o f independence 
as c r e a t o r ( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) and t h e 
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primacy o f t h e a e s t h e t i c o b j e c t , r a t h e r t h a n t h e f u n c t i o n a l 
o b j e c t . S i m i l a r l y among some p a i n t e r s and s c u l p t o r s , 
a s h i f t towards c a l l i n g themselves c r a f t s m e n , r e a c t i n g 
a g a i n s t some o f t h e s p e c i a l n e s s or sacredness a p p a r e n t 
i n p u b l i c use o f t h e t e r m ' a r t i s t ' , has been n o t e d . Do 
you e x p e r i e n c e any problems connected w i t h b e i n g a r t i s t ? " 

Ao No, i s t h e answer t o t h e l a s t p a r t o f t h a t q u e s t i o n , 
I t h i n k . I'm i n t e r e s t e d i n - w e l l , s t i l l , t h i s i s n ' t 
a c o n v e r s a t i o n ; I'm supposed t o answer t h e q u e s t i o n s , 
a r e n ' t I . I'm i n t e r e s t e d i n your s a y i n g t h a t t h e 
a r t i s t s - some a r t i s t s - t h i n k o f themselves as c r a f t s m e n . 
I knov; t h e t h i n g v e r y w e l l about t h e c r a f t s m e n t h i n k i n g o f 
themselves as a r t i s t s - a r t i s t - p o t t e r s , and people l i k e 
P e t e r C o l l i n g w o o d , A l e c Pearson, and d o i n g t a p e s t r i e s and 
t h i n g s l i k e t h a t , d e p a r t i n g from t h e t r a d i t i o n a l forms o f 
p i c t u r e making and so on, and agree w i t h i t . I t h i n k 
t h e r e are some l i k e t h a t who a r e a r t i s t s , and some who 
ar e c r a f t s m e n . I can' t see a n y t h i n g a g a i n s t t h a t . But 
I don't u n d e r s t a n d what you mean by s a y i n g t h a t some a r t i s t s 
l i k e t o t h i n k - now c a l l t h emselves c r a f t s m e n . 

SQ. That much l e s s , I t h i n k , t h a n w i t h t h e c r a f t s ; i n 
some ways j u s t t h e d o w n - t o - e a r t h a t t i t u d e , 'I'm d o i n g a 
j o b ' i s r e a l l y more what.... 

A. Yes, c e r t a i n l y . Yes, w e l l I t h i n k i n t h a t case you 
might put me i n t h a t d e p a r t m e n t . Because I . . . you see 
t h i s s o r t o f t h i n g which expresses f o r me my own a t t i t u d e 
i s something which S i c k e r t s a i d , w h i c h I'm never q u i t e 
s u r e i f I get r i g h t , w h ich i s , 'The a r t i s t p a i n t s because 
he must, because v i s u a l i m p r e s s i o n s enchant him, and he 
wishes t o r e c o r d those i m p r e s s i o n s and pass them on t o 
o t h e r s . ' The communication p a r t o f i t i s i m p o r t a n t t o 
me. 



128 

10o 
Q. "The problem v / i t h b e i n g c a l l e d a r t i s t i s t h a t , i n t h e 
extreme, t h e term r e l a t e s t o g e n i u s , super-humannessJ. t h e 
problem v / i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t has o v e r t o n e s 
o f p a r o c h i a l i s m , rough workmanship, h o l i d a y t r i n k e t 
m a n u f a c t u r e ; s i m i l a r l y d e s i g n e r c o n j u r e s up an image o f 
an a c t i v i t y s e p a r a t e d f r o m t h e f u l l range o f e f f o r t and 
i n v o l v e m e n t necessary i n t h e p r o d u c t i o n o f an o b j e c t . 
Would you agree? Have you any comment?" 

A« Can I rea d i t ? I t h i n k sometimes a r t i s t , 
as I ' v e s a i d . . . . I t h i n k t h a t sometimes people use t h a t 
e x p r e s s i o n w i t h a s o r t o f r e v e r e n c e , but I don't agree 
a b i t t h a t c r a f t s m e n has o v e r t o n e s o f p a r o c h i a l i s m and 
rou g h workmanship, h o l i d a y t r i n k e t m a n u f a c t u r e . I 
mean c r a f t s m a n can be a tremendous compliment; you say some­
one i s a m a r v e l l o u s c r a f t s m a n - f o r example a c a b i n e t 
maker, or any c r a f t . I don't agree w i t h t h a t . I see 
what you mean about t h e c r a f t y - w a f t y h o l i d a y t r i n k e t 
m anufacture t h i n g , but t h e r e i s something e l s e which i s 
much more i m p o r t a n t . And t h e d e s i g n e r ; I suppose i t 
may c o n j u r e up t h a t image, b u t , I don't t h i n k i t s h o u l d . 
I mean, i n a sense, you c o u l d say t h a t an a r c h i t e c t i s a 
d e s i g n e r , and he doesn't a c t u a l l y b u i l d t h e house. 

11. 
Q. "Frank L l o y d o f Marlborough F i n e A r t , i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money. 1 What do you f e e l about t h e o r g a n i s a t i o n o f t h e 
a r t market?" 

A. I t h i n k i t ' s d i s g u s t i n g . I don't know what e l s e 
t o say about t h a t . There are some honest d e a l e r s , and 
v e r y u s e f u l t h e y are t o a r t i s t s - we c o u l d n ' t do w i t h o u t 
them. But t h a t s o r t o f a t t i t u d e i s s i c k e n i n g . 
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12. 
Qo "Do you t h i n k t h e employment o f a r t i s t s / c r a f t s m e n / -
d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o d e c o r a t e 
and adorn p u b l i c b u i l d i n g s and p l a c e s , and t o work w i t h 
a r c h i t e c t s on new b u i l d i n g s , would be ( a ) a good idea? 
( b ) Would improve t h e v i s u a l e n v i r o n m e n t ? " 

A. I t h i n k b o t h ; I t h i n k i t would be a good i d e a , and 
I t h i n k i t would improve the v i s u a l environment - as l o n g 
as t h e y chose t h e r i g h t p e o p l e . That's what t h e y d i d i n 
America i n t h e t h i r t i e s i s n ' t i t 2 

13. 
Q. "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s 
i n B r i t a i n ? " 

A. W e l l , when you say 'the a r t s ' , I always t e n d t o t h i n k 
o f my own - p a i n t i n g - and i n Cambridge we have some v e r y 
v e r y good p a t r o n s , j u s t a t t h e moment. I t ' s v e r y much 
a l i v e . And our group, 'The Cambridge S o c i e t y o f P a i n t e r s 
and S c u l p t o r s ' , s o l d b e t t e r t h i s y ear ( r a t h e r s u p r i s i n g l y ) 
t h a n i t ever has, I t h i n k . So t h a t we have a v e r y good 
l o t o f backers and p a t r o n s i n t h i s s m a l l p l a c e , v/hich 
r e a l l y i s r a t h e r s u p r i s i n g . About t h e a r t s i n B r i t a i n 
I v/ould f i n d i t much more d i f f i c u l t t o answer. I t h i n k 
t h e r e are some good ones, but I t h i n k t h e r e i s a l o t o f 
nonsense. Of course t h e r e was t h a t whole s e r i e s o f 
a r t i c l e s o f P a t r i c k Heron's about how t h e whole t h i n g 
s t a r t e d h e r e , and I don ' t r e a l l y q u i t e know - I t h o u g h t 
t h e y were v e r y i n t e r e s t i n g a r t i c l e s , but I don ' t know q u i t e 
t h e answer t o t h a t . I f i n d t h a t a d i f f i c u l t one. 

1if. 
Q. T h i s i s a quote f r o m Cezanne; "'T must go on w o r k i n g , 
b u t not i n o r d e r t o o b t a i n a f i n i s h e d p e r f e c t i o n , which i s 
so much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y v/hich 
i s commonly so much admired i s n o t h i n g b u t t h e a c c o m p l i s h " 
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merit o f a c r a f t s m a n , and makes my work produced i n t h a t 
way i n a r t i s t i c and v u l g a r . I must not t r y t o f i n i s h 
a n y t h i n g except f o r t h e p l e a s u r e o f making i t t r u e r and 
w i s e r ' ( a ) What i s your r e a c t i o n t o these views? 
( b ) I s ' a r t f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. Let me r e a d i t I t h i n k i t ' s m a r v e l l o u s , l i k e 
most t h i n g s Cezanne s a i d , r e a l l y - e s p e c i a l l y t h e l a s t bit„ 
Because, a f t e r a l l , t h a t i s f i n i s h i n g , i s n ' t i t ? . . . . 'except 
f o r t h e p l e a s u r e o f making i t t r u e r and w i s e r ' , and t h i s 
i s a t h i n g w h i c h one sees i n so many e x h i b i t i o n s , f o r 
example, these tremendously f i n i s h e d t h i n g s ; and t h e n you 
go and 1 see t h e work o f a master, and you see t h a t where 
he stopped i s t r u e r and w i s e r t h a n i t would have been i f 
he had p o l i s h e d i t a l l up. So t h a t I r e a c t v e r y f a v o u r a b l y 
t o those v i e w s . But, i s a r t f o r a r t ' s sake l i b e r a t i n g , 
r e s t r i c t i v e ? 'What you're t a l k i n g about i s t h a t Cezanne 
was s a y i n g t h a t t o him he worked a r t f o r a r t ' s sake? 
Do you? 

SQ. W e l l , what I'm t a l k i n g about i n t h e second p a r t r e a l l y 
i s what those views,- and o t h e r s l i k e them, mean now. 
What has r e a l l y happened t o an a r t f o r a r t ' s sake movement 
whi c h s t a r t e d as a r e a c t i o n a g a i n s t u t i l i t a r i a n i s m , o r 
th e t o p end o f t h e Royal Academy.... 

.fU W e l l , l i b e r a t i n g . 

15.-

Q. T h i s i s H e r b e r t Read summarising what he t h i n k s t h e 
views o f Freud a r e . "'There i s l i t t l e doubt t h a t , i n some 
sense or o t h e r , t h e a r t i s t i s always t o be regarded as 
p s y c h o t i c . He may not be m a n i f e s t l y p s y c h o t i c ; he may 
r a t h e r be a p s y c h o t i c t y p e who has found some way o f d i s ­
g u i s i n g or compensating f o r h i s p s y c h o s i s ' . ( a ) Do 
you t h i n k t h i s view has any g e n e r a l c u r r e n c y ? ( b ) Do 
you t h i n k t h i s view has any v a l i d i t y ? " 
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A, I s h o u l d n ' t have t h o u g h t i t had any g e n e r a l c u r r e n c y -
I d o n ' t t h i n k people t h i n k a r t i s t s are p s y c h o t i c . I 
suppose, i n a sense, though, everybody i s p s y c h o t i c . And 
I suppose a r t i s t s have found a way o f l i b e r a t i n g themselves 
from t h a t : perhaps r a t h e r more s u c c e s s f u l l y t h a n people 
who don't express themselves i n any way. 

16, 
Qo "Gropius has s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c d e s i g n i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , b u t s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . . 
Our a m b i t i o n was t o rouse t h e c r e a t i v e a r t i s t f r o m h i s 
o t h e r w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday 
w o r l d o f r e a l i t i e s ; and a t t h e same t i m e t o broaden and 
humanise t h e r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind o f 
t h e b u s i n e s s man. Thus our i n f o r m i n g c o n c e p t i o n o f t h e 
b a s i c u n i t y o f a l l d e s i g n i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t o f ' a r t f o r a r t ' s sake', 
and t o t h e even more dangerous p h i l o s o p h y i t sprang f r o m : 
b u s i n e s s as an end i n i t s e l f . • ( a ) Do you agree w i t h 
G r o p i u s i n s a y i n g t h a t ' A r t i s t i c d e s i g n i s . . . s i m p l y an 
i n t e g r a l p a r t o f t h e s t u f f o f l i f e ? ' ( b ) Do you t h i n k 
t h a t any o f t h e Bauhaus i n t e n t i o n s , as expressed above, 
have been r e a l i s e d ? (By t h e Bauhaus or any o t h e r p e r s o n s / -
g r o u p s ? ) " 

A. I do agree w i t h Gropius i n s a y i n g t h a t ; y e s . W e l l , 
t h e Bauhaus had t o s t o p t o o soon, r e a . l l y , d i d n ' t i t , t o 
r e a l i s e t h e t h i n g s i t might have r e a l i s e d . I t h i n k i t 
has happened - a t P e t e r l e e , you know, t h a t new e s t a t e t h a t 
V i c t o r Pasmore and people had t o do w i t h . Not t h a t I ' v e 
seen i t , but t h e i d e a was t h e r e ; i t was put i n t o p r a c t i c e ; 
t h a t a r t i s t s s h o u l d t a k e n an a c t i v e p a r t i n t h e c r e a t i o n 
o f t h i s l i t t l e environment ( p a r t o f s o c i e t y ) . I t h i n k t h a t 
I'm a l i t t l e c onfused by t h e e x p r e s s i o n ' a r t f o r a r t ' s 
sake', because i n t h e l a s t q u e s t i o n I t h i n k I s a i d t h a t 
I b e l i e v e d i n t h a t , so t h a t I don't connect i t w i t h t h e 
p h i l o s o p h y o f b u s i n e s s as an end i n i t s e l f . I mean much 
more what CSzanne s a i d . That do? 
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17. 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e 
a r t i s t i n B r i t a i n ? " 

A, I t h i n k i t ' s b e t t e r t h a n i t was. C e r t a i n l y b e t t e r 
t h a n i t was when I was young. I f you mean f r o m a p r a c t i c a l 
s o r t o f e a r n i n g your l i v i n g p o i n t o f v i e w . 

18. 
Q. "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

A. No. Not a t t h e moment. I t h i n k t h e y ' r e i n a muddle. 

SQ. From what t h e y teach? How t h e y teach? 

A. I don't t h i n k t h e y know what t h e y ' r e d o i n g , r e a l l y . 
I t h i n k a l l t h e s e committees and t h i n g s have messed them 
up, so t h a t you can't make a s t a t e m e n t about t h e a r t s c h o o l 
(perhaps you never c o u l d ) - about what i t s r o l e i s . 
I mean t h e y ' r e a l l so d i f f e r e n t . There a r e some t h a t are 
good, and some which a r e n o t . I t h i n k , f o r example, t h e 
Ro y a l C o l l e g e i n r e c e n t y e a r s has had q u i t e an i n f l u e n c e 
on d e s i g n - dr e s s d e s i g n and a l l k i n d s o f d e s i g n - and 
t h e r e ' v e been some v e r y i n v e n t i v e t e a c h e r s . Whether t h e 
Slade has had much i n f l u e n c e I don't know. Not v e r y much 
perhaps, a l t h o u g h i t has produced some good p a i n t e r s . 

SQ. What do you t h i n k i s happening w i t h a l o t o f a r t s c h o o l s 
b e i n g amalgamated i n t o p o l y t e c h n i c s ? 

A. I don't l i k e i t . I ' v o been dead a g a i n s t i t . I 
t a u g h t i n one. I t was Chelsea t h a t v/as p a r t o f t h e 
P o l y t e c h n i c i n the o l d days. I t was j u s t a few rooms a t 
t h e t o p c a l l e d t h e ' a r t - p a r t ' . I know t h e r e a r e arguments 
f o r i t - i t p r o b a b l y p r e v e n t s the s e p a r a t i o n o f a r t s t u d e n t s 
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f r o m o t h e r s t u d e n t s , and b r i n g s them i n t o t o u c h w i t h o t h e r 
s i d e s o f s t u d e n t e d u c a t i o n , w h i c h i s good. But I'm 
a f r a i d I don't l i k e the v a s t n e s s o f such p l a c e s r e a l l y . 

19. 
Q, "Do you c o n s i d e r t h a t t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . those who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n p r o m o t i n g an p a r t i c u l a r c o n c p e t i o n o f a r t 
and a r t i s t s p u b l i c l y ? " 

A. When you say ' p u b l i c l y ' , you mean among o r d i n a r y 
people? 

SQ. Yes. 

A. No, I don't t h i n k i t does. I don't t h i n k t h e y r e a d 
them. You mean c r i t i c s and people l i k e t h a t - or people 
l i k e H e r b e r t Read o r . . . 

SQ. C r i t i c s , t e l e v i s i o n , e d u c a t o r s , t e a c h e r s , - whatever 
way i t comes a c r o s s i n t o usage, or forms c o n c e p t i o n s . You 
c o u l d put t h e q u e s t i o n one way as 'What does Kenneth C l a r k 
mean? • 

A t Yes, q u i t e . Yes. W e l l , t h a t i s e d u c a t i o n , i s n ' t 
i t . And I t h i n k i n t h a t sense, yes; i t does. But t h e r e ' s 
something about t h e term ' a r t - i n t e l l e c t u a l s ' w hich i m m e d i a t e l y 
a n t a g o n i s e s me, and I t h i n k o f some o f t h e c r i t i c s who 
w r i t e such nonsense. But o f course Kenneth C l a r k i s an 
a r t - i n t e l l e c t u a l , and I t h i n k t h a t s e r i e s d i d have an 
enormous e f f e c t on p e o p l e . 

20. 
Q* "What do you t h i n k o f t h e p r e s e n t r a t i o between a r t / c r a f t / -
d e s i g n p r a c t i c e and i n t e l l e c t u a l d i s c u s s i o n and t h e o r i s a t i o n , 
as i t t a k e s p l a c e i n , f o r i n s t a n c e , s c h o o l s , a r t s c h o o l s , 
h i g h e r e d u c a t i o n , T.V., p r e s s , r a d i o , or i n o t h e r a r e a s ? " 
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A. The r e l a t i o n between t h e p r a c t i c e and t h e t h e o r y - t h e 
t a l k ? 

S Q „ Yes. 

A. W e l l , i n e d u c a t i o n p a r t i c u l a r l y c o l l e g e s o f e d u c a t i o n , 
I t h i n k t h e r e ' s now f a r f a r t o o much t a l k . I t h i n k i t ' s 
t o a c e r t a i n e x t e n t i n a r t sc h o o l s t o o . I n a way t h e r e ' s 
no need t o p a i n t a p i c t u r e a t a l l . Which i s nonsense, 

21. 
Q« "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e adherence t o a p a r t i c u l a r 
s t y l e or mode o f e x p r e s s i o n as a p r e - r e q u i s i t e f o r success, 
or c o n t i n u i n g success?" 

A, I t h i n k w i t h some a r t i s t s t h i s happens - t h a t t h e y 
have a success w i t h a p a r t i c u l a r s t y l e , and, t h e n , go on 
c o p y i n g t h e m s e l v e s . Soon t h e work becomes dead. You 
see, t o take an example, what used t o be c a l l e d t h e ' K i t c h e n 
S i n k Group' - John B r a t b y , I t h i n k he's an example o f t h a t -
whereas S m i t h , he has gone on t o ch?nge h i s s t y l e , and I 
t h i n k i t i s much t h e b e s t o f them now. I t h i n k M i d d l e d i t c h -
I used t o l o v e h i s work i n those days, but I haven't seen 
any t h a t I t h o u g h t so much o f l a t e l y . So I t h i n k sometimes 
t h e f a c t t h a t t h e y ' r e p r a i s e d f o r something does p r e v e n t 
t h e i r development i n some cases. 

22. 
Q. " ' A r t i s something which i s p a r t o f the a r t i s t ' s s e l f , 
as he i s , and n o t som e t h i n g v/hich he s e l l s t o earn a l i v i n g . ' " 
(Bruce A l l s o p p ) " I s t h i s t r u e ? Or i s i t t r u e f o r you?" 

A. I t ' s not t r u e f o r me: i t ' s p e r f e c t l y t r u e t h a t i t ' s 
p a r t o f t h e a r t i s t ' s s e l f , as he i s . But what I l o v e i s 
t o s e l l t h a t ; t o be a b l e t o s t i c k t o p a i n t i n g t h a t , and 
t o s e l l i t . 
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23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
accomplishment or s k i l l . Would you d i s t i n g u i s h s k i l l 
f r o m a r t ? And, i f so, v/ould you see t h i s as a d i f f e r e n t 
l e v e l o f d i s t i n c t i o n t h a n t h a t , f o r example, betv/een an 
a v e r a g e l y s k i l l e d t e n n i s p l a y e r and t h e a b i l i t y o f a t o p 
c l a s s p r o f e s s i o n a l ? " 

A, I would d i s t i n g u i s h s k i l l f rom a r t , I t h i n k . You 
can have a p i c t u r e or a p i e c e o f s c u l p t u r e w hich i s tr e m e n d o u s l y 
s k i l l e d i n a t e c h n i c a l and, p o s s i b l y , r e a l i s t i c way; b u t 
c e r t a i n l y u n i n t e r e s t i n g , or even v u l g a r , from t h e p o i n t o f 
view o f a e s t h e t i c m e r i t . I don't r e a l l y see t h e c o n n e c t i o n 
betv/een t h a t and t h e t e n n i s p l a y i n g t h i n g - t h e more s k i l l e d 
a t e n n i s p l a y e r i s , t h e b e t t e r . S u r e l y ? A e s t h e t i c 
q u a l i t i e s . . . i n a sense come i n , because o f t h e beauty 
o f movement and so on... s t y l e . . . b u t t h a t i s s k i l l , i n 
t h a t c o n n e c t i o n t o o . 

2k. 

Q. "Can I l e a r n t o be an a r t i s t , or must I have a c e r t a i n 
l e v e l o f p r e - e x i s t i n g t a l e n t ? " 

Ac I t h i n k you must have a c e r t a i n l e v e l o f p r e - e x i s t i n g ; 
t a l e n t . But I t h i n k t h e r e a r e l o t s o f people who have i t 
and never r e a l i s e i t . 

25. 
Q. "Are you happy w i t h the ways i n wh i c h t h e A r t s , C r a f t s 
and D esign C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. No. I don't know so much about t h e C r a f t and Design 
o r g a n i s a t i o n s , b ut the one I t h i n k o f a t once i s t h e A r t s 
C o u n c i l . And I t h i n k t h e y g i v e f a r t o o g r e a t a p r o p o r t i o n 
o f money t o opera, and perhaps t h e t h e a t r e , and not n e a r l y 
enough t o t h e v i s u a l a r t s . And I don't know t h a t t h e y 
always back t h e r i g h t p e o p l e . But t h e y have done some 



136 

m a r v e l l o u s e x h i b i t i o n s . I have a p a r t i c u l a r grudge 
a g a i n s t them because t h e y w o u l d n ' t g i v e enough money f o r 
' P i c t u r e s f o r Schools', which was my own p a r t i c u l a r i n t e r e s t . 

SQ. Were you concerned a t a l l w i t h t h e a c t i v i t i e s o f 
CEMA d u r i n g t h e war? 

A. Only t o the e x t e n t t h a t I was t e a c h i n g i n a s c h o o l 
which was evacuated and we used t o have t h e i r e x h i b i t i o n s 
and t h e i r guide l e c t u r e r s , and I used t o c o n t r i b u t e t o t h e 
e x h i b i t i o n s , and f e l t t h a t i t s u p p l i e d something e x t r e m e l y 
good. A war s i t u a t i o n l i k e t h a t does somehow t u r n people 
towards t h e a r t s . And t h e y d i d a g r e a t d e a l o f good. 
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I n t e r v i e w E i g h t 

Cambridge 
29 December 197*+ 

I n t e r v i e w e e e i g h t i s a f u l l - t i m e t a p e s t r y weaver and 
p a i n t e r . At t h e t i m e o f i n t e r v i e w i n g he had r e c e n t l y 
g i v e n up a j o b r u n n i n g a department o f a r t i n a London 
c o l l e g e . 

Note: At v a r i o u s p o i n t s t h r o u g h o u t t h e t r a n s c r i p t i n t e r r u p t ­
i o n s by t a x i r a d i o s ' a r e r e f e r r e d t o . The i n t e r f e r e n c e 
r e f e r r e d t o was caused by t h e f i r m ' s c e n t r a l t r a n s m i t t e r 
l o c a t e d i n a nearby basemento The t r a n s m i s s i o n s i n t e r f e r e d 
w i t h equipment t h r o u g h which I was b o o s t i n g t h e s o u n d - l e v e l 
o f t h e i n t e r v i e w i n o r d e r t o make c l e a r e r a somewhat 
m u f f l e d r e c o r d i n g . 
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INTERVIEW EIGHT 
Cambridge, 
29 December 197*f 

1. 
Q, "What a r e your main f i e l d s o f a c t i v i t y ( p a i n t e r , s c u l p t o r , 
weaver, e n g r a v e r , e t c . , e t c . , ) ? " 

A. P a i n t i n g , and d e s i g n i n g and weaving t a p e s t r i e s . 

2. 

Q. "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n o r 
d e s i g n e r , or any c o m b i n a t i o n o f t h e s e ? " 
A. W e l l , on t h e v/hole, I v/ould p r e f e r t o r e f e r t o m y s e l f . . . . 
i t ' s v e r y d i f f i c u l t t h a t : I would t h i n k o f t h e two a c t i v i t i e s » 
p a i n t i n g and d e s i g n i n g and weaving t a p e s t r i e s - and r e f e r 
t o t h ese s p e c i f i c a l l y . Because I wo u l d n ' t l i k e t o put 
my s e l f i n t o the c a t e g o r y o f a r t i s t , and I wouldn' t f e e l 
I c o u l d put myse l f i n t h e c a t e g o r y o f c r a f t s m a n . There 
are d e f i n i t i o n problems - e x p l a n a t i o n s o f what t h e s e 
words mean. So I t h i n k i t ' s much ©ore t o t h e p o i n t 
t o say I p a i n t , and d e s i g n and weave t a p e s t r i e s . 

3. 
Q. "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o 
you, as r e g a r d s a r t , c r a f t or d e s i g n ? " 

A. W e l l , i t ' s becoming f o r me a p r o f e s s i o n ; I t h i n k 
what I've done so f a r . . . . I 've t h o u g h t o f i t i n terms o f 
an a c t i v i t y , though I suppose I've t h o u g h t o f m y s e l f as 
b e i n g a p r o f e s s i o n a l a r t i s t , compared w i t h q u i t e a number 
o f people f o r whom a r t i s b a s i c a l l y a hobby. 
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Q » "Do you e x p e r i e n c e or f e e l t h e r e a r e any problems 
i n t h e t r i p a r t i t e d i v i s i o n s o f a r t ; c r a f t ; and d e s i g n ? " 

A, Yes, I t h i n k so. I t h i n k t h e problem i s t h a t one 
has tended t o t h i n k , d u r i n g one's e d u c a t i o n , as i t were,... 
one has tended t o t h i n k o f a r t as b e i n g , somehow, a s u p e r i o r 
a c t i v i t y , and c r a f t has been r e l e g a t e d t o something i n f e r i o r , 
and d e s i g n has come somewhere i n b e t w e e n . And I t h i n k 
t h i s c r e a t e s a l o t o f problems, because so many people 
now a r e w o r k i n g a c r o s s these r a t h e r more t r a d i t i 6 n a l 
a r e a s . Are you t h i n k i n g of t h i s a l s o i n terms o f f i n a n c i a l 
d i v i s i o n s ? Working d i v i s i o n s ? Or i n terms o f s u p e r i o r i t y ? 

SQ. L a r g e l y i n terms o f s u p e r i o r i t y , I suppose. I n terms 
o f how people r e a c t t o your work a c c o r d i n g t o . . . 

A. Yes, I t h i n k p e o p l e . . . t h e way people r e a c t . . . t h e y ' r e 
i n c l i n e d t o t a k e you more s e r i o u s l y i f you say you're 
an a r t i s t . I f you say you're a c r a f t s m a n , t h e y t e n d t o 
f e e l you are b e l i t t l i n g y o u r s e l f . I f you say you're 
a d e s i g n e r t h i s i s r e s p e c t a b l e enough now, because t h i s 
i s a w e l l p a i d p r o f e s s i o n which has e s t a b l i s h e d i t s e l f . 
But ' a r t i s t ' and ' c r a f t s m a n ' : t h i s i s an u n c o m f o r t a b l e 
d i v i s i o n , and i t seems t o me t h a t t h e , s o r t o f , r e l a t i v e 
p o s i t i o n o f a r t i s t and c r a f t s m a n tends t o remain i n most 
people's minds: I suppose t o some e x t e n t i t remains i n 
mine i f I'm not c a r e f u l . I t h i n k t h e r e i s a..., you know, 
I t h i n k I may s t i l l have a tendency t o t h i n k o f t h e c r a f t s ­
manship, o r , somehow, the work, as b e i n g somehow t e c h n i c a l , 
and a r t as what i s b e i n g a c h i e v e d by u s i n g t e c h n i q u e s : and, 
i f I'm a good c r a f t s m a n , t h e n i t ' l l be a w e l l made j o b , 
but t h i s i s not n e c e s s a r i l y t o do w i t h t h e a r t . I n my 
own mind I r e a l l y want t o d r o p these two c a t e g o r i e s , 
because I t h i n k these t h i n g s go hand i n hand now. I f 
I were g i v e n the c h o i c e now o f whether I was an a r t i s t or 
a c r a f t s m a n , I would p r o b a b l y say I was a c r a f t s m a n . 
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On t h e o t h e r hand I would p r o b a b l y say I was a d e s i g n e r * 
Because t h i s embraces b o t h . But t h e n i t doesn't n e c e s s a r i l y 
embrace t h e making, because, i f you're a d e s i g n e r y o u ' r e 
o f t e n p r o d u c i n g i d e a s f o r somebody e l s e t o c a r r y o u t , 

5. 
Q c "What s p e c i a l f u n c t i o n ( i f any) do you c o n s i d e r t h e 
a r t i s t / c r a f t s m a n / d e s i g n e r t o have?" 

A. W e l l , one f u n c t i o n i s t o make t h e v i s u a l s i d e o f 
t h i n g s work. I t h i n k t h a t you make.... i f you t h i n k o f 
what you make as g o i n g somewhere - I mean, I t h i n k o f t h i s 
as b e i n g 'somewhere' where i t ' s g o i n g t o make t h e . . . . . 
v i s u a l l y more p l e a s a n t : a l s o , where, i n a d d i t i o n t o making 
t h e s u r r o u n d i n g s more p l e a s a n t t h e r e i s g o i n g t o be some 
s o r t o f meaning i n terms o f t h e c o l o u r o r form or what 
have you, which can be shared by o t h e r people who happen 
t o be i n t h i s p a r t i c u l a r s i t u a t i o n . I f i n d t h a t i f I 
go i n t o somebody's house, f o r example, and t h e y have 
p a i n t i n g s and s c u l p t u r e and p o t t e r y - and t h i n g s around 
l i k e t h a t - I f e e l t h e n t h a t a l l t h e a r t i s t s and c r a f t s m e n 
( o r whatever you l i k e t o c a l l them) have got t h i s s o c i a l 
f u n c t i o n i n t h a t t h e y make my l i f e more i n t e r e s t i n g . 
T h i s happens n o t o n l y i n i n t e r i o r s , b u t i n e x t e r i o r s - o r 
c e r t a i n l y c o u l d do; so t h a t I t h i n k t h a t t h i s i s an immensely 
i m p o r t a n t s o c i a l f u n c t i o n . I don't t h i n k i t works as 
v / e l l as i t c o u l d do. I don't see t h a t t h e work o f t h e s e 
a r t i s t s , c r a f t s m e n , d e s i g n e r s , i s b e i n g used t o i t s 
f u l l s o c i a l development. 

6. 

Q. "Do you l i v e o f f your a c t i v i t y as a p a i n t e r / w e a v e r ? " 

A. No. 

Q2. " I f n o t , do you u n d e r t a k e any o t h e r s o r t o f work t o 
s u p p o r t your a c t i v i t y as a p a i n t e r , weaver?" 
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A. W e l l , I have f o r , I suppose, t w e n t y s e v e n y e a r s u n d e r t a k e n 
f u l l - t i m e a r t - t e a c h i n g . Having j u s t g i v e n t h a t up I 
c a n ' t p r e t e n d t h a t I'm now ' l i v i n g o f f my a r t . I n t h e 
l a s t y e a r I might have made.... w e l l , c e r t a i n l y made s e v e r a l 
hundred pounds, and I ' v e always made money out o f i t . 
I f my w i f e were not w o r k i n g now, or i f we had not got 
some money put away, you know, t o make o u r s e l v e s independent -
I f I hadn't made my s e l f independent t h r o u g h u s i n g somebody 
e l s e ' s income, and u s i n g a c e r t a i n amount o f c a p i t a l , f r o m 
o t h e r s o u r c e s , t h e n I wouldn't be a b l e t o say now I'm 
a f u l l - t i m e p a i n t e r or weaver. 

Q2. "When you u n d e r t o o k t e a c h i n g - w o r k , d i d you c o n s i d e r 
y o u r s e l f p r i m a r i l y an a r t i s t - c r a f t s m a n - d e s i g n e r , o r 
p r i m a r i l y a t e a c h e r ? " 

A, I ' v e always e x p e r i e n c e d a t e n s i o n betv/een t h e two. 
At t h e b e g i n n i n g o f my c a r e e r I remember b e i n g much more 
aware o f t h i s t e n s i o n t h a n d u r i n g t h e middle p a r t o f i t ; 
I f e l t r e a l l y t h a t I was h a v i n g t o t e a c h , and, w h i l e I 
q u i t e e n j o y e d i t , I f e l t t h i s was, t o some e x t e n t a t any 
r a t e , r o b b i n g me o f t h e p o s s i b i l i t y o f b e i n g a p a i n t e r . 
L a t e r on i n my c a r e e r t h e r e were p e r i o d s when I had b a l a n c e ; 
I e n j o y e d a good d e a l o f the p r o f e s s i o n a l work, you know, 
i n v o l v e d i n t e a c h i n g where i t seemed t o be d i r e c t l y concerned 
w i t h w o r k i n g out v i s u a l i d e a s - l e s s concerned w i t h a d m i n i s t ­
r a t i o n . And now f i n a l l y I've made t h e break away f r o m 
t e a c h i n g , because I . began t o f e e l t h a t t h e f i e l d o f 
e d u c a t i o n I was i n - t h i s would now a p p l y t o s c h o o l s i f 
I had t o go back i n t o s c h o o l s - b u t , t h e f i e l d o f e d u c a t i o n 
I'm i n , C o l l e g e o f E d u c a t i o n work, has become so l u d i c r o u s l y 
a n t i - e d u c a t i o n t h a t i t had become, f o r me, a n t i - a r t ; and I 
had t o t h i n k t h a t as a p a i n t e r or a v/eaver I c o u l d no 

l o n g e r e x i s t w i t h i n t h e system I seem t o have l o s t 
t h e t h r e a d o f t h a t ; can you j u s t r e p e a t t h e q u e s t i o n . 

L 



SQ. V/hether you c o n s i d e r e d y o u r s e l f p r i m a r i l y a t e a c h e r 
or p r i m a r i l y an a r t i s t - c r a f t s m a n . 

A 0 Oh w e l l . I t h i n k the d i r e c t answer t o t h a t r e a l l y 
i s , t h a t , i f I had t o put one and two, t h e n I have always 
c o n s i d e r e d m y s e l f p r i m a r i l y as a p a i n t e r , and s e c o n d a r i l y 
as a t e a c h e r ; v/hile always f e e l i n g i t n e cessary, h a v i n g 
t a k e n a t e a c h i n g commitment, t o do t h a t as w e l l as p o s s i b l e ; 
t o r e l a t e t h e one a c t i v i t y t o t h e o t h e r . But always t h e 
o t h e r comes f i r s t . 

7. 
Q. "What s o r t o f f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 

A. None whatever.... 

SQ. I n o t h e r words, how do you s e l l your work? 

A. W e l l , I have s o l d my work i n r e c e n t y e a r s t h r o u g h 
l o c a l c o n n e c t i o n s ; I've had s e v e r a l one-man shows o f 
p a i n t i n g ; I ' v e e x h i b i t e d i n mixed e x h i b i t i o n s , and I'm 
a member o f a group - a p r o f e s s i o n a l group - made up o f 
people who a r e l a r g e l y s e l f - e m p l o y e d as p a i n t e r s or w h a t - n o t . 
t e a c h e r s , who e x h i b i t once a y e a r . And most o f my s e l l i n g 
has been made t h r o u g h t h e c o n n e c t i o n s made t h r o u g h t h a t 
e x h i b i t i o n . There a r e a number o f p a t r o n s i n t h e a r e a , 
and t h i s i s a well-known group i n t h e a r e a , and some o f t h e 
p a t r o n s are r e a s o n a b l y w e l l h e e l e d , and I have worked 
t h r o u g h i t . 

Q2. "Would you w i s h t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " 

A. You mean would I . . . . ? 

SQ. Would you p r e f e r t o s e l l any o t h e r way? 

A. Yes, I would p r e f e r t o s e l l i n a s i t u a t i o n where i t 
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was u n d e r s t o o d t h a t c e r t a i n people made c e r t a i n t h i n g s , 
and t h e r e was a much w i d e r use o f what .1 s h o u l d have t o 
c a l l agents - people who know about a r t and about m a r k e t i n g , 
and a r e i n t o u c h w i t h a much w i d e r g a l l e r y f a c i l i t i e s . 
But I would l i k e t o work t h r o u g h a m i d d l e man; somebody 
who would come t o my s t u d i o and see what I'm d o i n g and 
a c t as my agent; t a k e h i s c u t so t h a t we c o u l d b o t h l i v e 
f r o m i t . T h i s v/ould r e l i e v e me o f t h e w o r r y o f t a k i n g 
my work round t o , say, p a r t i c u l a r l y t h e London g a l l e r i e s 
where, f o r a s t a r t , you're sure t h a t nobody's g o i n g t o do 
much about i t ; and, even i f t h e y do do much about i t , the 
w a i t i n g p e r i o d becomes so l o n g t h a t i t becomes l u d i c r o u s . 
C e r t a i n l y my t a p e s t r y I would p r e f e r t o s e l l t h r o u g h 
an a g e n t . He'd r e l i e v e me o f a l l t h i s b o t h e r , and • 
he knows about p r i c e s . But t h i s c o u l d o n l y be i n a s i t u a t i o n 
where people were much more i n c l i n e d t o buy o r i g i n a l work. 
A l s o work c o u l d be s o l d a t r e a s o n a b l e p r i c e E . You w o u l d n ' t 
be t r y i n g f o r a super l i f e w i t h a R o l l s Royce, but j u s t 
a r e a s o n a b l e p r o f e s s i o n a l wage f o r whatever you do. 

8. 
Q. "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A. I don't know about r i g h t ; I th a n k perhaps.... I 
don't t h i n k he has a r i g h t t o make a l i v i n g - I t h i n k as 
an a r t i s t you make something and t r y t o s e l l i t . I n s t e a d 
o f s a y i n g you have a r i g h t t o s e l l i t , you c o u l d say t h e 
c o n d i t i o n s o f s e l l i n g a r e not as good as t h e y s h o u l d be. 
The arrangements f o r s e e i n g and s e l l i n g a r e n o t as good 
as t h e y s h o u l d be. I don't t h i n k I have a r i g h t t o s e l l ; 
I don't f e e l , f o r i n s t a n c e , t h a t t h e s t a t e s h o u l d pay me a 
wage, and t h e n t a k e e v e r y t h i n g a u t o m a t i c a l l y . I t ' s a 
v e r y d i f f i c u l t k i n d o f q u e s t i o n . 
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9» 
Q. "A tendency has been n o t e d f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n terms o f i n d e p ­
endence as c r e a t o r ( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) 
and t h e primacy o f the a e s t h e t i c o b j e c t , r a t h e r t h a n t h e 
f u n c t i o n a l o b j e c t . S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s a s h i f t towards c a l l i n g themselves c r a f t s m e n , 
r e a c t i n g a g a i n s t some o f t h e s p e c i a l n e s s or sacredness 
a p p a r e n t i n p u b l i c use o f t h e term ' a r t i s t * has been n o t e d * 
Do you e x p e r i e n c e any problems connected w i t h b e i n g 
a r t i s t / c r a f t s m a n / d e s i g n e r ( a s a p p r o p r i a t e ) ? " 

Ac Yes; I t h i n k these problems have a r i s e n out o f my 
e x p e r i e n c e i n a r t e d u c a t i o n - h a v i n g been head o f an a r t 
department i n a c o l l e g e o f e d u c a t i o n . I ' v e been respon« 
s i b l e f o r a r r a n g i n g the work f o r p o t t e r y , t e x t i l e s , 
p r i n t e r s , weavers, p r i n t - m a k e r s . . . . , what e l s e ? . . . . , s c u l p t o r s , 
I ' v e n o t i c e d a tendency among t h e p a i n t e r s f o r them t o 
f e e l t h a t t h e y were the -superior p e o p l e , somehow: 
t h a t v/hat t h e y were d o i n g v/as f e e d i n g d i r e c t l y i n t o e v e r y ­
t h i n g e l s e . For example, a l l s t u d e n t s we de c i d e d a t one 
p o i n t are t o draw much more; t h i s i s t a k e n by t h e p a i n t e r s 
t o f e e l t h a t t h e y a r e r e a l l y d o i n g more ' f i n e a r t 1 ; I don't 
f e e l t h a t t h i s i s r e a l l y t h e r i g h t approach t o i t . I t h i n k 
i t ' s f a r b e t t e r , i n t h a t s o r t o f s i t u a t i o n , t o drop t h e 
i d e a t h a t t h i s i s an ' a r t ' a c t i v i t y - t h i s d r a w i n g - and 
t h a t you t h e n go on and become a c r a f t s m a n l a t e r , and t h a t 
you've l e a r n t somehow t h r o u g h t h e f i n e a r t s how t o express 
y o u r i d e a s . I t h i n k t h i s i s making a d i v i s i o n between 
- an a r t i f i c i a l d i v i s i o n - t h a t you a r e e x p r e s s i n g two 
k i n d s o f i d e a s - one t h r o u g h f i n e a r t and one t h r o u g h your 
medium, and, i f yourea p a i n t e r , t h a t t h i s i s a b e t t e r 
medium and t h a t somehow your a b l e t o express your i d e a s 
more e f f e c t i v e l y . I t h i n k t h i s i s s u p p o r t e d by examiners, 
v e r y o f t e n , i n t h e a r t e d u c a t i o n a l system - v e r y many o f 
w h i c h have been brought up t o accept t h e i d e a t h a t f i n e 
a r t i s a s u p e r i o r a c t i v i t y ( f i n e a r t b e i n g p a i n t i n g and 
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s c u l p t u r e , ) I've f e l t i t necessary t o work agairlst 
t h i s , p a r t i c u l a r l y i n recent years, and p a r t i c u l a r l y since 
I've begun t o use another medium which, i n the eyes of 
many, would be a c r a f t medium r a t h e r than an a r t medium,, 
I t h i n k t here wants to be a l e v e l l i n g up; I can see the 
problem t h a t a p o t t e r who has made u s e f u l a r t i c l e s 
r e a l i s e s t h a t i f he can make a r t o b j e c t s - n o n - f u n c t i o n a l 
pieces of p o t t e r y - he w i l l be taken s e r i o u s l y by p a i n t e r s 
and s c u l p t o r s , and w i l l be taken more s e r i o u s l y by the 
patrons of p a i n t e r s and s c u l p t o r s ; by g a l l e r y dealers; 
by people v/ho are s e l l i n g h i s p o t t e r y . But I t h i n k t h i s 
tendency i s a v/rong one. I am much more i n sympathy w i t h 
those p a i n t e r s and s c u l p t o r s who want to c a l l themselves 
craftsmen, as a d i s t i n c t r e a c t i o n t o t h i s over-emphasis 
on f i n e a r t . I don't t h i n k i t f o l l o w s t h a t , f o r example, 
by making a pot which i s u s e f u l you are doing something 
which i s l e s s you're working at a lower l e v e l than 
somebody who i s producing a pot v/hich i s b a s i c a l l y a 
piece of s c u l p t u r e . I t h i n k also there have been reasons 
f o r t h i s ; I t h i n k the so-called craftsmen have been f i g h t i n g 
back i n the only way they could, because as d i f f e r e n t 
m a t e r i a l s have been spread much more widely across the 
whole a r t f i e l d , those who have been relegated t o the l e v e l 
of craftsmen, and have got i n t e r e s t e d i n using a medium 
were doing the only t h i n g they could do i n producing what 
other people would accept as works of a r t . And, also perhaps, 
i n the f i e l d of c r a f t , there has been so much a r t y - c r a f t y 
work round t h a t those who f e l t they v/ere doing something 
more i n t e r e s t i n g have been d r i v e n t o associate themselves 
much more v/ith those who c a l l themselves a r t i s t s . 

10, 
Q, "The problem w i t h being c a l l e d a r t i s t i s t h a t , i n the 
extreme, the term r e l a t e s t o genius, super-humanness; 
the problem w i t h being c a l l e d craftsman i s t h a t i t has 
overtones of parochialism, rough workmanship, ho l i d a y 
t r i n k e t manufacture; s i m i l a r l y 'designer' conjures up an 
image of an a c t i v i t y abstracted from the f u l l range of 



e f f o r t and involvement necessary i n the production of an 
o b j e c t ; Would you agree? Have you any comment?" 
You've r e a l l y already covered t h a t . . . . 

A» Yes, I was going to say t h a t . . . 

11. 

Q. "Frank Lloyd of Marlborough Fine A r t , i s reported t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t , 
money What do you f e e l about the o r g a n i s a t i o n of the 
a r t market?" 
A 0 Well, I f e e l i n t h i s country i t ' s a r e s t r i c t i n g k i n d 
of o r g a n i s a t i o n . The number of g a l l e r i e s . . . . the number 
i s s m a l l , because not enough people are prepared t o buy 
t h i n g s . But the over-heads f o r a g a l l e r y are p r e t t y 
h i gh, so i t ' s d i f f i c u l t t o keep going. :There are a 
number of other g a l l e r i e s t h a t keep coming up and f o l d i n g 
up, t r y i n g t o b r i n g a r t to a d i f f e r e n t s e c t i o n of the 
pu b l i c from the normal p r i v a t e g a l l e r y goers who might be 
going there t o c o l l e c t or invest.- I t h i n k the idea of 
c r e a t i n g a c r e a t i n g a r t i f i c i a l l y , h i g h l y successful 
number of a r t i s t s , i n order t h a t they should be there f o r 
people t o have a sound investment i n - I don't l i k e t h i s , 
I t h i n k the idea, somehow, i s t h a t a very small number of 
g a l l e r i e s should have a very small number of a r t i s t s who 
are s e l l i n g at very high p r i c e s : t h i s i s wrong. On 
the other hand, s t i l l , a l o t of w e l l known a r t i s t s are 
s t i l l spending some days teaching; I don't know v/hether 
they do t h i s because they l i k e the idea of teaching, but 
I would have thought they d i d i t because they needed 
some extra money. But, even w i t h places l i k e the Marborough 
g a l l e r y , and so on, i t ' s not o f f e r i n g a good income f o r 
enough people. 
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12. 
Q« "Do you t h i n k the employment of a r t i s t s / c r a f t s m e n / -
designers by c i t y councils on a permanent basis to 
decorate and adorn pub l i c b u i l d i n g s and places, and t o work 
w i t h a r c h i t e c t s on new b u i l d i n g s , v/ould be (a) A good 
idea; (b) Would improve the v i s u a l environment?" 

A. On what basis? 

SQo Permanently. 

) A. You mean somebody would be f u l l y employed by the 
l o c a l a u t h o r i t y . I t h i n k there are dangers i n t h a t . 
I t h i n k the dangers i n t h a t arc the wrong people would 
get the job, and, t h a t once having got the j o b , they would 
f u n c t i o n l i k e the c i t y a r c h i t e c t , the planner, the c i t y 
housing inspector - they would produce r a t h e r mediocre 
work. So t h a t the kind of decoration t h a t went on v/ould 
be as d u l l as the c i v i c b u i l d i n g s t h a t are going on. 
You'd have a new kind of c i v i l servant a r t i s t . I t h i n k 
i t ' s got c e r t a i n a t t r a c t i o n s , i f you could t h i n k t h a t , 
you know, I myself might be employed on t h a t basis. 
You would then say, w e l l , a l r i g h t . I t depends e n t i r e l y 
on how i t ' s organised. I f they s a i d , f o r instance, 
• A l r i g h t , you can s t i l l work i n your s t u d i o , making these 
hangings, and, w hile you w i l l have t o discuss w i t h 
a r c h i t e c t s .and planners the themes and c o l o u r s , you w i l l 
be given a good deal of freedom, and also your work w i l l 
be subject t o reasonable s c r u t i n y and c r i t i c i s m , so t h a t 
you can't j u s t take t h i s as an easy kind of o f f i c e j o b ' . 
The danger i s t h a t i t might destroy people. You know, 
at the present s t a t e of a f f a i r s , I don't t h i n k there's 
enough v i t a l i n t e r e s t i n c i v i c a f f a i r s t o make i t r e a l l y 
work. I know I was reading r e c e n t l y some p a i n t e r s and 
others r e j e c t e d the idea of applying f o r b u r s a r i e s or 
grants on the grounds t h a t they're competing agsinst 
each other i n a strange s o r t of f i e l d i n order t o get 
money out of the s t a t e ; and they have r e j e c t e d t h i s , and 
s a i d , 'Look, I p r e f e r t o be l e f t i n my s t u d i o to sink or 
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Bwimo' And many of the good a r t i s t s might react against 
t h i s kind of system - they might f e e l as uneasy as many 
a r t teachers f e e l i n the educational system, because they 
are working f o r the wrong people. You'd have t o have the 
d i r e c t i o n of t h i s s o r t of system i n the hands of r e a l l y 
understanding and sympathetic people, who r e a l l y have 
know-how, and understand the business of making t h i n g s . 
Whether the system v/ere adopted, and p o t t e r s and weavers 
and p a i n t e r s and a l l s o r t s of designers were employed by 
the l o c a l a u t h o r i t y whether the top boss would be an 
a r t i s t or an a r t s a d m i n i s t r a t o r , or what How do you 
see that? I n what s i t u a t i o n I t h i n k t h i s question 
needs opening up and d e f i n i n g more. 

13. 
Q. "What do you t h i n k of the present s t a t e of the a r t s 
i n B r i t a i n ? " 

A. I t h i n k the recent r e v i v a l of what are c a l l e d the 
c r a f t s has been i n t e r e s t i n g - I see hopeful signs i n t h i s . 
I t h i n k there seem at the moment t o be more people who are 
e x i s t i n g - l i v i n g - or l a r g e l y l i v i n g , o f f the t h i n g s 
they make; not l i v i n g t e r r i b l y w e l l o f f them, but l i v i n g 
o f f them. I t h i n k t h i s i s a good t h i n g . What I don't 
l i k e about the present s t a t e there i s t h a t the means of 
p u b l i c i s i n g these a c t i v i t i e s are d i v i d e d i n t o t h r e e ; 
I t h i n k i t q u i t e wrong t h a t there are A r t s , Crafts.and 
Design Councils. I don't know v/hat you'd c a l l i t , 
but I t h i n k . . . . c a l l i t v i s u a l a r t s , or what you l i k e -
but I t h i n k there ought to be one way of operating these 
t h i n g s ; i t ' s q u i t e wrong t h a t the A r t s Council has one 
address and the Crafts Council another address. And t h i s 
i s a d i v i s i o n where there shouldn't be a d i v i s i o n . 



1k9 

14. 
Q. This i s a quote from Cezanne; " ' I must go on working, 
but not i n order t o a t t a i n a f i n i s h e d p e r f e c t i o n , which 
i s so much sought a f t e r by imbeciles. And t h i s q u a l i t y 
which i s commonly so much admired i s nothing but the 
accomplishment of a craftsman, and makes my v/ork produced 
i n t h a t way i n a r t i s t i c and v u l g a r . I must not t r y to 
f i n i s h anything except f o r the pleasure of making i t 
t r u e r and wiser.' (a) What i s your r e a c t i o n to these 
views; (b) I s 'art f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. Yes, I t h i n k he's using the word 'craftsman' here i n 
t h i s t r a d i t i o n a l way....; ^/interference from t a x i r a d i o 
prevents t r a n s c r i p t i o n of about two sentences^,,. . .He 's 
meaning t h a t , u n f o r t u n a t e l y , people only respect a c e r t a i n 
kind of f i n i s h : t h i s they associate w i t h being a good 
craftsman, and I agree w i t h what he i s saying t h e r e , t h a t 
a f i n i s h e d p e r f e c t i o n i s not the s o r t of t h i n g to look 
f o r - i t ' s the balance of the idea and the means of making. 
I can't r e a l l y see t h a t t h i s i s connected v/ith ' a r t f o r 
a r t ' s sake*; I mean, 'the pleasure of making i t t r u e r and 
wiser' - t h i s i s something t h a t r e a l l y ought t o go on 
i n the mind of somebody v/ho i s t r y i n g to make something 
t h a t people v / i l l l i k e , and... . ^ f u r t h e r t a x i i n t e r f e r e n c e / : 
the one doesn't exclude the other. I t h i n k i n the present 
s i t u a t i o n the idea of 'art f o r a r t ' s sake' i s not a l i b e r ­
a t i n g idea. I t h i n k l o o k i n g back to when Cezanne was 
v/orking, yes; I t h i n k i t was a r e a c t i o n against academic 
p a i n t i n g ; the p a i n t e r i s then i n a s i t u a t i o n where he 
sees a r t f o r a r t ' s sake as a necessary way of s u r v i v a l . 
I t h i n k at the present time the idea of making something 
f o r the sake of making something i s not a very s a t i s f y i n g 
concept. Because i t means then t h a t you have to have, 
as Cezanne had, a means t o support y o u r s e l f , and, while 
t h a t may be a l r i g h t , i t seems somehow at the present time 
t o be not a l i b e r a t i n g idea. Because i t doesn't seem 
reasonable t h a t you should be i n a p o s i t i o n where you are 
only able to make something because you h-we money coming 
i n from some other source. Therefore i t ' s more l i b e r a t i n g 
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t o t h i n k t h a t you can be making something ' t r u e r and 
wiser', but, at the same time, i n a d i f f e r e n t s o r t o f 
context where you're making i t i n order t o f i t i t i n t o a 
s i t u a t i o n where i t ' s going to be appreciated and where 
i t ' s going t o give a reasonable form of renumeration. 

15. 
Q» Tl i i s i s Herbert Read summarising Freud: '"There i s 
l i t t l e doubt t h a t , i n some sense or other, the a r t i s t i s 
always t o be regarded as•psychotic. He may not be m a n i f e s t l y 
psychotic; he may ra t h e r be a psychotic type who has found 
some way of d i s g u i s i n g , or compensating f o r , h i s psychosis', 
(a) Do you t h i n k t h i s view has any general currency? 
(b) Do you t h i n k t h i s view has any v a l i d i t y ? " 

A, I wouldn't have thought i t had general currency; 
I wouldn't r e a l l y t h i n k i t has v a l i d i t y . I t ' s the s o r t 
of view you'd expect t o see t r o t t e d out i n support of 
p a r t i c u l c i r t h i n k e r s , doing what they l i k e and a r t f o r a r t ' s 
sake, and, somehow, through t h e i r a r t unknotting a l l the 
knots i n t h e i r p e r s o n a l i t y . I t h i n k I would f e e l now 
t h a t many people... t h a t we're a l l i n the same boat i n 
a way - i t may be a r i g h t viev; of the a r t i s t , but i t may 
also be a r i g h t viev/ of most people. So i t r e a l l y doesn't; 
have any v a l i d i t y f o r an a r t i s t . But I've no i n f o r m a t i o n 
on t h a t ; I don't know. I don't know i f there's been 
any work done on t h a t showing t h a t a r t i s t s are more psychotic 
than other people. I mean i t ' s c e r t a i n l y t r u e t h a t i n 
making something you are able as a pa.inter t o use your 
work i n , somehow, a therapeutic sense - being able t o cope 
w i t h tensions and problems and n e u r o s i s . . . ^ t a x i r a d i o 
i n t e r r u p t i o n f o r h a l f sentence/. 



151 

16. 
Q. "Gropius has s a i d ; 'Our guid i n g p r i n c i p l e was t h a t 
a r t i s t i c design i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but simply an i n t e g r a l part of the s t u f f of l i f e . . . 
Our ambition was to rouse the c r e a t i v e a r t i s t from h i s other 
w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday 
world of r e a l i t i e s ; and at the same time t o broaden and 
humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind of 
the business man. Thus our i n f o r m i n g conception of the 
basic u n i t y of a l l design i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n to t h a t of 'art f o r a r t ' s sake', 
and t o the even more dangerous philosophy i t sprang from: 
business as an end i n i t s e l f . ' (a) Do you agree w i t h 
Gropius i n saying t h a t ' a r t i s t i c design i s . . . simply 
an i n t e g r a l part of the s t u f f of l i f e . ' (b) Do you t h i n k 
any of the Bauhaus i n t e n t i o n s , as expressed above, have 
been re a l i s e d ? (by the Bauhaus or any other persons/groups)?" 

A. I agree w i t h the statement t h a t a r t i s t i c design i s 
part of l i f e . I t h i n k , i f i t ' s been r e a l i s e d , i t ' s 
only been r e a l i s e d by a few people. I don't see any evidence 
i n b u i l d i n g and design t h a t goes on - apart from t h e , k i n d 
of r e ctangular q u a l i t y of b u i l d i n g . . . .^/indecipherable h a l f -
sentence/. I don't t h i n k i t ' s a f f e c t e d i t i n the way t h a t 
Gropius r e a l l y wanted. I t h i n k on a small scale i t has 
done, i n the hands of the a r c h i t e c t s and planners who 
have been a f f e c t e d by the ideas of the Bauhaus: t h i s can 
have an e f f e c t . I t depends on, you know, the a t t i t u d e 
of the c h i e f designer, or the a r c h i t e c t , or the planner 
i n c o n t r o l of a c e r t a i n s i t u a t i o n as t o whether t h i s whole 
t h i n g could v/ork i n a p a r t i c u l a r s i t u a t i o n . 

17. 
Q. "What do you t h i n k of the present p o s i t i o n of the a r t i s t , 
craftsman and designer i n B r i t a i n ? " 

A. I t h i n k I answered t h i s e a r l i e r when I said I deplored 
the d i v i s i o n which i s r e a l l y a government choice, where we 
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have three groups of people - three c o u n c i l s . . . . I t h i n k 
the present p o s i t i o n of t h e . . . . I don't know enough about 
the designer; I mean I know.there are many f r u s t r a t e d 
d e s i g n e r s . . . ^ t a x i r a d i o o b l i t e r a t e s sentence/. I don't 
know enough about designers' work t o know i f the kind of 
th i n g s t h a t used t o be c a r r i e d out, which again grew from 
the Bauhaus, are c a r r i e d out any longer, where the designer 
was part of a team which co-operated w i t h each other a l l 
the way through. I don't know. The present p o s i t i o n 
of the a r t i s t i s t h a t very few are able t o l i v e from t h e i r 
work; a large number depend on teaching. I t h i n k i t ' s 

\ deplorable t h a t , because of the s i t u a t i o n those who depend 
on part-time teaching are l o s i n g i t because of the move 

i 
towards large polytechnics where members of polytechnics 
should be f u l l - t i m e s t a f f , which has not been f u l l y c a r r i e d 
out y e t . But I t h i n k there's a danger of the a r t i s t , 
who was helped t o l i v e by h i s teaching,..., i s going t o 
have t o f i n d h i s money elsewhere. 

18. 
Q. "Do you consider the r o l e of the a r t schools t o be 
s a t i s f a c t o r y ? " 

A. Well, i t depends on which a r t school you're t a l k i n g 
about; t h i s i s a h i g h l y i n d i v i d u a l matter. I t h i n k t h a t 
i t ' s unfortunate t h a t a r t schools have been made parts of 
polytechnics and been p u l l e d i n t o the l a r g e i n s t i t u t i o n s 
Because t h i s puts them at the mercy of one man, who becomes 
i n c r e a s i n g l y a w e l l paid o f f i c e - b o y , and who may or may 
not have an i n t e r e s t i n the a r t s . I f he's got an i n t e r e s t 
i n the a r t s , then he may be able t o produce a h i g h l y 
successful a r t school as part of a p o l y t e c h n i c . I f he's 
not, or he's purely an a d m i n i s t r a t o r or /indecipherable 
phrase/, then he may not be able to understand the requirements 
of an a r t school. I t h i n k another t h i n g w i t h the a r t 
school...., the f i n a l and the higher grade t r a i n e d a r t i s t s 
tend t o be i n the hands of the Royal College and the 
Slade School. I've been out of t h i s system long enough 
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not t o be able t o answer any more on t h a t , 

19. 

Q. "Do you consider that the i n d u s t r y of a r t - i n t e l l e c t u a l s 
( i . e . those who t a l k about and analyse, r a t h e r than make) 
plays a part i n promoting any p a r t i c u l a r conception of 
a r t and a r t i s t s p u b l i c l y ? " 

A. I t h i n k they've been having a r a t h e r good run i n 
recent years. And, i f I take my own f i e l d of teacher 
t r a i n i n g (colleges of education), and t h i s includes the 
a r t school teacher t r a i n i n g departments, I t h i n k there 
has been an over-emphasis on an i n t e l l e c t u a l approach t o 
a r t , which has been pushed by - I suppose o r i g i n a l l y by 
people l i k e Pasmore and Hamilton up i n Newcastle..., by 
the whole basic design system of t r a i n i n g students: I 
t h i n k books l i k e Dick F i e l d ' s 'Changes i n Art Education' 
and the s o r t of s t u f f that came out of London U n i v e r s i t y 
I n s t i t u t e of Education (the a r t department t h e r e ) have 
tended t o make i t seem t h a t , somehow, i n order t o be doing 
your work s u c c e s s f u l l y as an a r t i s t you have t o be able t o 
v e r b a l i s e ; you have t o be producing concepts of what you 
are doing; you have t o be an i n t e l l e c t u a l before you 
s t a r t w i t h a r t . And I t h i n k t h i s i s wrong. I am not 
denying v e r b a l analysis of what has been completed as 
important: i t may not be important t o an i n d i v i d u a l a r t i s t , , 
I i n s t i n c t i v e l y react very very s t r o n g l y against t h i s . 
I do t h i s p a r t l y because I've been a v i c t i m of a s i t u a t i o n 
i n a college of education where you were expected not only 
t o teach what you know about, but t o engage i n more i n t e l l e c ­
t u a l t h e o r i s i n g about a r t . Not j u s t -teaching a r t h i s t o r y , 
but t h e o r i s i n g about a r t : I t h i n k i t ' s q u i t e nice t o s i t 
down and t a l k about i t - t o discuss i t from time t o time; 
but, when i t begins t o be v / r i t t e n i n t o examination papers, 
then And I am c e r t a i n l y against the idea t h a t an 
a r t i s t should be v e r b a l l y a r t i c u l a t e . . . . I am r e a l l y 
against the idea t h a t an a r t teacher should be v e r b a l l y 
a r t i c u l a t e . . . I t h i n k t h a t ' s pushing i t a b i t f a r , but 
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I'm h i g h l y prejudiced about i t , w i t h some j u s t i f i c a t i o n . 
I don't t h i n k , l o o k i n g back on my career, t h i t the work of 
students taught by a verbally, a r t i c u l a t e person i s any 
b e t t e r than the work done by students v/ho were taught by 
somebody who could hardly e x p l a i n what he was doing, t o 
himself or to anybody else. I t h i n k v e r b a l i s a t i o n i s 
best l e f t t o other people, although there are some a r t i s t s 
v/ho do i t extremely w e l l : f i n e . But why everybody should 
be able t o do i t I don't know, 

20. 
G> "What do you t h i n k of the present r a t i o betv/een 
a r t / c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l discussion and 
t h e o r i s a t i o n , as i t takes place i n , f o r instance, schools, 
a r t schools, higher education, T.V., press, r a d i o , or any 
other areas?" 

A. I t h i n k , t o quote Dick F i e l d ' s book, 'Changes i n Art 
Education 1, he makes the point there th : i t you want f a r 
more discussion about a r t ; he i s not saying t h a t i t i s 
more important than the p r a c t i c a l work, though i n e f f e c t 
I t h i n k i t has done. I don't t h i n k i t has gone across 
i n many of the schools. From what one hears, i n many 
of the a r t schools, I don't t h i n k e i t h e r many of the students 
or the s t a f f have a great deal of time f o r people whose job 
i t i s t o t h e o r i s e , unless they are shov/ing a fundamental 
sympathy and understanding f o r the importance of the 
p r a c t i c a l work. T.V.,..., I don't know what's on T.V., 
because I haven't got one. I n the p r e s s . I t h i n k I p r e f e r 
the kind of c r i t i c l i k e Stephen Bone v/ho used t o v/rite f o r 
the Manchester Guardian many years ..ago, v/ho was, you know, 
q u i t e a mediocre p r a c t i s i n g a r t i s t , and covered the 
e x h i b i t i o n s i n such a way t h a t you - he could express 
h i s understanding of and h i s sympathy f o r and h i s c r i t i c i s m s 
of a r t i s t s : who / i n a u d i b l e phrase/, and he covered a g r e a t 
deal of ground. Too much v / r i t i n g about a r t i n the press 
i s j u s t a' v e r b a l i s a t i o n ; i t doesn't r e a l l y inform you 
You don't get much coverage from r a d i o . 
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21. 
"Do you f e e l t h a t i n any way the a r t market and the 

p r o f e s s i o n a l c r i t i c tend t o force adherence t o a p a r t i c u l a r 
s t y l e and mode of expression as a p r e - r e q u i s i t e f o r success, 
or c o n t i n u i n g success?" 

A. Yes, I t h i n k t h i s i s a w f u l l y d i f f i c u l t . I t h i n k 
there i s a sense i n which you f e e l you are working outside 
• s t y l e ' ; I've o f t e n had a f e e l i n g t h a t I ought not t o be 
doing something t h a t I would l i k e t o do, bec?.use t h i s i s 
producing something t h a t i s not s u f f i c i e n t l y 'mine', 
and e a s i l y recognised as 'my s t y l e ' . I know t h a t there 
have been cases where a g a l l e r y said t o an a r t i s t , 'Do 
f i f t y of these', and there are p l e n t y of cases where a 
w e l l known a r t i s t cannot now work outside the s t y l e , or 
the format, as i t were - the package t h a t he produces -
because he would lose the support of the g a l l e r y and the 
custom. I t h i n k t h a t ' s a bad t h i n g . But I t h i n k i t 
very understandable, i n a way. There's also a great 
d i f f i c u l t y you have i n coping w i t h your own work; you 
are aware t h a t . . . . , I'm aware t h a t I can chase a l l kinds 
of imagery; I know how d i f f i c u l t i t i s to produce work 
i n which I've done something which I f e e l i s r i g h t . So 
I f e e l there's a tens i o n between, on the one hand 
knowing t h a t you are expected t o do work which i s yours, 
and, on the other, knowing how d i f f i c u l t i t i s t o do work 
which i s yours. I t h i n k i n some ways you're always having 
t o t r i m o f f the edges which belong t o a l o t of people's 
work t o d i s t i n g u i s h which of those are ones t h a t you need. 
There's a kind of inner need t o be able to recognise your 
work, and t o be able to say t o other s , 'Look, you can 
recognise t h i s i s mine.' The point at which you step over 
i n t o i m i t a t i o n of y o u r s e l f , r a t h e r than a c o n t i n u a t i o n of 
your own development i s a d i f f i c u l t one. . I t h i n k c e r t a i n 
pressures may make many people step over th a t l i n e , so 
t h a t they are i m i t a t i n g themselves. There may be nothing, 
p a r t i c u l a r l y wrong i n t h i s . Well, I t h i n k there i s something 
wrong i n i t ; i t ' s very d i f f i c u l t . This again i s where you 
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go back i n t o the problem of t h i s idea of a r t i s t and craftsman; 
craftsman i n the o l d sense can i m i t a t e himself and i m i t a t e 
others and get away w i t h i t . A r t i s t i s expected t o . . . . 

22. 
Q. This i s a quote from Bruce Allsopp; "'Art i s something 
which i s part of the a r t i s t ' s s e l f , as he i s , and not 
something which he s e l l s t o earn a l i v i n g ' . I s t h i s true? 
Or i s i t t r u e f o r you?" 

A. Say t h a t again, v/ould you? Or l e t me read i t . . . . . 
I t h i n k t h i s k i n d of t h i n g worries me, a l o t . I mean 
I would agree t h a t ' a r t i s something which i s part of the 
a r t i s t ' s s e l f , b u t , at the same time, I would say t h a t 
i n the r i g h t c o n d i t i o n s , the a r t i s t produces work to earn 
a l i v i n g . I t h i n k a tension has been created between 
the two. I t h i n k . . . . I v/ould not d i f f e r e n t i a t e between 
them; I don't want t o d i f f e r e n t i a t e them. I r e a l l y 
t h i n k , t o go back to the previous question, you sa i d , 
fV/ould you l i k e t o be employed, or could a r t i s t s be employed'; 
i t may be a very h e l p f u l t h i n g - l o o k i n g back t o t h a t question 
because there i s a c e r t a i n danger i n saying 'a r t i s part of 
the a r t i s t ' s s e l f , and not something which he s e l l s t o 
earn a l i v i n g ' . I don't see v/hy both aren't t r u e . I 
would l i k e t o work i n a s i t u a t i o n i n which both were p o s s i b l e . 
This means t h a t I'm having then t o work f o r educated 
people - town c o u n c i l l o r s , c i t y c o u n c i l l o r s , v/ho are 
educated people; not j u s t bloody business men. Therefore 
I would say t h a t somehow i n the present s i t u a t i o n what 
Allsopp says may be t r u e , but I don't wish t h i s t o be 
tr u e f o r me. I don't see why I must go against myself -
be going against myself - i f I am t o s e l l . This happens 
to be because I know t h a t my work tends t o appeal t o 
people, and I know t h a t i n the eyes of some other a r t i s t s 
t h i s they may hold against me; I get t h a t sense sometimes^ 
People i n the group - 'Ah yes; people l i k e t h i s s o r t of 
s t u f f ; i t ' s r a t h e r romantic and they l i k e colours and 



157 

so on'. Therefore I'd l i k e to f e e l t h a t both p a r t s . . . when 
I'm s e l l i n g to earn a l i v i n g . . . . when are you being t r u e 
t o y o u r s e l f . Nobody can r e a l l y know, can they? I 
mean, you know v/hen you've done something which i s good, 
and I'm always very very happy t o s e l l t o someone something 
which I know i s good, you know. Where, a l r i g h t , I've 
been t r u e t o myself, but i t ' s also a tremendous k i c k t o 
s e l l i t . I f e e l i t ' s necessary t o have patrons; i t ' s 
always been necessary. 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l of t e c h n i c a l 
accomplishment, or s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? I f so, would you see t h i s as a d i f f e r e n t l e v e l 
of d i s t i n c t i o n than t h a t , f o r example, between an averagely 
s k i l l e d tennis player, and the a b i l i t y of a top class 
p r o f e s s i o n a l . ? " 

Ao I t ' s d i f f i c u l t t o say w i t h t e n n i s , because I t h i n k 
the s k i l l s are very d i f f e r e n t s k i l l s t h e r e ; these are 
competitive s k i l l s . . .^/half sentence o b l i t e r a t e d by t a x i 
transmission/. I t h i n k you can d i s t i n g u i s h s k i l l 
from a r t ; I t h i n k i f I look at t h i s t a p e s t r y t h a t ' s 
going up, someone can produce a very - probably a more 
s k i l l e d version of t h i s ; somebody who i s a h i g h l y s k i l l e d 
weaver who may not be able to design. But again, I 
would not... i n the sense of d i s t i n g u i s h i n g s k i l l from a r t 
I would say they go hand i n hand a l o t of the time. 
D i f f i c u l t to d e f i n e . So yes; but I'm not a l t o g e t h e r happy 
i n d i s t i n g u i s h i n g s k i l l from a r t , 

2h. 

Q. "Can I l e a r n to be an a r t i s t , or must I hive a 
c e r t a i n l e v e l of p r e - e x i s t i n g t a l e n t ? " 

A. Well, I would say most people have a p r e - e x i s t i n g 
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t a l e n t . Most people I've met i n education - most c h i l d r e n ; 
most a d u l t s , you know, who r e a l l y thought they had very 
l i t t l e - have, through teaching, through understanding 
teaching, produced things which are evidence t h a t i t can 
be taught. I t depends, you know, on what you mean by 
teaching. I t means c r e a t i n g a c e r t a i n kind of s i t u a t i o n 
and understanding how i t develops; not j u s t , say, l e a r n i n g 
how t o use a p e n c i l or observe something. A l l these 
th i n g s can be taught; I t h i n k most people can be taught 
t o draw; t h a t i s , look at something t o get down the shapes 
t h a t correspond. Host people can then be taught the 
p o s s i b i l i t i e s of using these shapes t o create other shapes. 
Once you get i n v e n t i o n - a s o r t of i n d i v i d u a l imaginative 
use of i n f o r m a t i o n , and how t o get i t down w i t h a p e n c i l 
or pen or something - I suppose you could say, 'This i s a r t ' . 
Yes. I've heard teachers say tha t there are people who 
are a b s o l u t e l y v i s u a l l y i l l i t e r a t e ; I don't t h i n k I've 
met one. I don't t h i n k I've ever had a student or a 
p u p i l <£saP while tape turned over/.... 

25. 
Q. "Are you happy w i t h the ways i n which the A r t s , Craft; 
and Design Councils carry out t h e i r a c t i v i t i e s ? " 

A. Well, I suppose I've said I'm not, haven't I , 
p r e v i o u s l y . But, l e t ' s say, l o o k i n g at t h a t now -
accepting the f a c t t h a t they are i n three p a r t s . I would 
t h i n k i t ' s an awful p i t y t h a t , f o r instance, the Arts 
Council spent so much of i t s money i n keeping up, say, 
one opera house; i t ' s spending so much, say, on one 
Natio n a l Theatre t h a t i t ' s c u t t i n g back i t s a c t i v i t y i n 
the provinces. So I'm not happy w i t h t h a t . There i s , 
a sense.... a s o r t of e l i t i s t f e e l i n g about the Art s 
Council. I suspect, again without evidence, t h a t t h i s i s 
coming i n t o the c r a f t c o u n c i l . I also suspect t h a t these 
organisations are i n the hands of a r t s a d m i n i s t r a t o r s ; 
I t h i n k • t h e r e ' s a new profession of a r t s a d m i n i s t r a t o r s 
s p r i n g i n g up who r e a l l y won't, somehow, be g e t t i n g down 
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t o the job of spreading the t h i n g as much as possible -
g e t t i n g i t i n t o as many homes as po s s i b l e , t o or d i n a r y people. 
You know the s o r t of s t u f f ' y o u mentioned before about the 
craftsman t r y i n g t o become a r t i s t ; t h i s i s again c r e a t i n g : 
an e l i t i s t view of a r t . I know t h a t my s t u f f s e l l s i n 
t h i s s o r t of e l i t i s t sense; I'm not happy w i t h t h a t . 
And t h e r e f o r e I'm not happy w i t h , c e r t a i n l y , the way the 
A r t s Council's going. I t h i n k the C r a f t s Council has 
given a l o t of money away, and t h i s i s l a r g e l y due, I 
t h i n k , t o Eccles, v/ho got a l o t of money t o spend f o r the 
C r a f t s Council when i t was s t a r t e d up. And I t h i n k they 
gave a l o t away t o e s t a b l i s h people a l l over the country 
i n o rdinary s i t u a t i o n s ; t h a t i s a good t h i n g . But I 
t h i n k also they should be pressing the educational side, 
i n the sense t h a t they're g e t t i n g the propaganda across -
they're t r y i n g t o create the ki n d of market i n which 
ordinary people (meaning somebody who's earning two thousand 
a year; eighteen hundred a year) i s prepared t o go out 
and buy something from the man who's making i t . So, 
no; I'm not s a t i s f i e d w i t h what they're doing at a l l . 
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I n t e r v i e w Nine 

Oakingham, Cambs. 
JOth December 197^ 

I n t e r v i e w nine i s w i t h a p a i n t e r and print-maker v/ho, while 
being p r i m a r i l y a f u l l - t i m e a r t i s t , has also taken a 
v a r i e t y of other jobs t o support h i m s e l f . At the time 
of i n t e r v i e v / i n g t h i s included one evening class a week 
teaching a r t . 
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INTERVIEW HIHE 
Oakingham, Cambs. 
30th December 197^ 

1. 
Q» "What are your main f i e l d s o f a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, eng r a v e r , e t c . , e t c . , ) ? " 

A. P a i n t i n g and p r i n t - m a k i n g . 

2. 

Q. "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n or 
d e s i g n e r ? Or any c o m b i n a t i o n o f t h e s e ? " 

A. A r t i s t . 

3. 

Qo "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o 
you, as r e g a r d s a r t , c r a f t or d e s i g n ? " 

A. Doing i t f u l l t i m e , 

k. 

Q. "Do you e x p e r i e n c e or f e e l t h e r e are any problems 
i n t h e t r i p a r t i t e d i v i s i o n s o f a r t , c r a f t and d e s i g n ? " 
A. No, I t h i n k i t ' s a t r a d i t i o n a l d i v i s i o n between 
l e v e l s o f consciousness, r e a l l y . The a r t i s t i s always 
more i n t o u c h w i t h h i s t i m e s , r e a l l y , I t h i n k . He s h o u l d 
be a c o m b i n a t i o n o f a l l t h r e e ; s h o u l d be a u n i v e r s a l 
man, r e a l l y . 
SQ. The a r t i s t . . . ? 

A. Yes 



162 

5. 
Q. "What s p e c i a l f u n c t i o n ( i f any) do you c o n s i d e r the 
a r t i s t t o have?" 

A. To b l a z e a l i g h t , I t h i n k . As I s a i d i n t h e l a s t 
q u e s t i o n , t o be i n t u n e w i t h h i s t i m e s , and t o r e f l e c t 
t h o s e t i m e s . Pushing t h e form o f c r e a t i v i t y f u r t h e r . 

6. 

Q. "Do you l i v e o f f your a c t i v i t y as a p a i n t e r ? " 

A. B a r e l y ; s o r t o f on t h e edge. 

£J2. " ( b ) I f n o t , do you u n d e r t a k e any o t h e r s o r t o f 
work t o s u p p o r t y o u r a c t i v i t y as a p a i n t e r / p r i n t ' - m a k o r ? " 

A» A l l k i n d s o f t h i n g s , u n f o r t u n a t e l y , I have b o u t s 
o f d o i n g t h i n g s l i k e d e c o r a t i n g , and I t e a c h a b i t as w e l l 
one e v e n i n g c l a s s a v/eek. • 

Q2. " ( c ) I f you u n d e r t a k e any o t h e r s o r t o f work, do 
you c o n s i d e r y o u r s e l f p r i m a r i l y an a r t i s t , o r p r i m a r i l y 
a t e a c h e r / d e c o r a t o r ? " 

A e P r i m a r i l y an a r t i s t . 

7o 

Q. "What s o r t o f f i n a n c i a l o r c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 
A. T o t a l l y c h a o t i c . I have a number o f people round t h e 
c o u n t r y who have d i f f e r e n t k i n d s o f s i t u a t i o n s - s m a l l 
g a l l e r i e s or i n d i v i d u a l people who j u s t happen t o have 
some o f my p r i n t s and s e l l them o c c a i s i o n a l l y . And, 
I suppose, m o s t l y p r i v a t e l y - m y s e l f . E x h i b i t i o n s , I 
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suppose: t h r e e or f o u r e x h i b i t i o n s a y e a r i n t h e l a s t 
few y e a r s , 

SQ. You have them a l l over t h e c o u n t r y ? 

A. Yes. 

Q2« "Would you wish, t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " 

Ae Only expanded i n t h e same s o r t o f d i r e c t i o n - t o 
cover a b i g g e r a r e a , 

8. 
Q. "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

Ao Yes, C o m p l e t e l y , A b s o l u t e l y , 

Q, "A tendency has been note d f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n terms o f independence 
as c r e a t o r ( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) and t h e 
primacy o f t h e a e s t h e t i c o b j e c t , r a t h e r t h a n t h e 
f u n c t i o n a l o b j e c t , S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s , a s h i f t t o w a r d s c a l l i n g themselves c r a f t s m e n , 
r e a c t i n g a g a i n s t some o f t h e s p e c i a l n e s s or sacredness 
apparent i n p u b l i c use o f t h e t e r m a r t i s t has been n o t e d . 
Do you e x p e r i e n c e any problems connected w i t h b e i n g a r t i s t ? " 

A« Yes; people a t t r i b u t e a l l k i n d s o f s t a t e s o f mind t o 
you - t h e a r t i s t - which are t o t a l l y u n r e a l . B a s i c a l l y 
i t ' s j u s t t h e same as d o i n g a n y t h i n g e l s e , c o m p l e t e l y , 
w i t h one's whole b e i n g , r a t h e r t h a n d a b b l i n g i n some 
way. 
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10. 
Q. "The problem w i t h b e i n g c a l l e d a r t i s t i s t h a t , i n t h e 
extreme, the t e r m r e l a t e s t o g e n i u s , super-humanness; 
t h e problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t has 
o v e r t o n e s o f p a r o c h i a l i s m , rough-workmanship, holiday-
t r i n k e t m a n ufacture; s i m i l a r l y d e s i g n e r c o n j u r e s up 
an image o f an a c t i v i t y a b s t r a c t e d f r o m t h e f u l l range o f 
e f f o r t and i n v o l v e m e n t necessary i n t h e p r o d u c t i o n o f an 
o b j e c t e Would you agree? Have you any comment?" 

A. W e l l , I t h i n k t h e c r a f t s m a n r e a l l y i s v e r y much more 
i n t e g r a t e d i n t o t h e s o c i a l s t r u c t u r e , s o c i a l f a b r i c -
our c u l t u r e , r e a l l y . He i s much more u n d e r s t o o d ; t h e 
a r t i s t has been m i s - i n t e r p r e t e d a l l over t h e p l a c e . 
Whereas t h e r e was an age when t h e a r t i s t f i t t e d i n t o t h a t 
s t r u c t u r e e q u a l l y . I , s o r t o f , y e a r n f o r t h a t k i n d o f 
s t r u c t u r e , where t h e a r t i s t was i n t e g r a t e d - p o s s i b l y 
a t a p r i v i l e g e d l e v e l . I t h i n k a t r u e a r t i s t has, as you 
say, g e n i u s , and can show people a l o t o f t h i n g s . 

11. 
Q. "Frank L l o y d o f M arlborough F i n e A r t , i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I 
c o l l e c t money. ' V/hat do you f e e l about t h e o r g a n i s a t i o n 
o f t h e a r t market?" 

A. I t ' s a j o k e r e a l l y . I t ' s t o t a l l y c h a o t i c , and j u s t 
concerned, s e e m i n g l y , w i t h p r e s e r v i n g t h e s t a t u s quo as 
r e g a r d s who i s t o be seen. I t seems too f i c k l e ; hang on 
t o a p a r t i c u l a r a r t i s t , b u i l d them up - r a t h e r l i k e t h e 
pop i n d u s t r y now - and push a p a r t i c u l a r i n d i v i d u a l ; and, 
as soon as he's reached the t o p , p u l l him down a g a i n . 
There's a l o t o f room f o r improvement t h e r e . 

12. 
Q. "Do you t h i n k t h e employment o f a r t i s t s / c r a f t s m e n / -
d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o d e c o r a t e 
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and adorn p u b l i c b u i l d i n g s and p l a c e s , and t o work w i t h 
a r c h i t e c t s on new b u i l d i n g s , would be, ( a ) A good idea? 
( b ) V/ould improve t h e v i s u a l e n v i r o n m e n t ? " 

A. I'm n o t s u r e , r e a l l y , t h a t i t would be a good i d e a 
on a permanent b a s i s , because you'd t e n d t o get back t o 
t h e a r t i s t l i m i t i n g h i s e x p e r i e n c e . I t ' d be b e t t e r 
f o r him t o e x i s t on a s h o r t o f f r e e - l a n c e system - c o m p e t i t ­
i o n f o r p a r t i c u l a r d e s i g n s and i t s h o u l d be j u d g e d . 
And what's t h e q u e s t i o n ' ( b ) ' ? 

SQ« Would i t improve t h e v i s u a l environment? 

Ao Yeah; w e l l t h a t would depend so much on t h e a d m i n i s t r ­
a t i o n . So one v/ould have t o have v e r y s e n s i t i v e people 
i n t h e p o s i t i o n o f making d e c i s i o n s as t o what e x a c t l y 
was used. I'm n o t sure t h a t I see a s o l u t i o n o f i n t e g r a t ­
i n g t h e a r t i s t , a c t u a l l y . I t h i n k i t ' s got t o be more 
s u b t l e . 

13. 
Qe "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s 
i n B r i t a i n ? " 

Ao I don't r e a l l y see as much as I s h o u l d , I suppose. 
I t ' s hard t o t e l l , a c t u a l l y . Perhaps i f one was i n 
London one would see a b i t more. Rut I am not s u r e t h a t 
v/ould g i v e you a t r u e i d e a o f what was g o i n g on i n B r i t a i n 
i n t h e a r t s . Amongst people t h a t I know, and whose work 
I r e s p e c t t h e r e ' s some amazing t h i n g s happening. 

14. 
Q« T h i s i s a quote f r o m Cezanne; " ' I must go on w o r k i n g , 
bu t not i n o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , w h i c h i s 
so much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y w h i c h 
i s commonly so much admired i s n o t h i n g b u t t h e accomplishment 



166 

o f a c r a f t s m a n , and makes my work produced i n t h a t way 
i n a r t i s t i c and v u l g a r , I must not t r y t o f i n i s h a n y t h i n g 
except f o r the p l e a s u r e o f making i t t r u e r and w i s e r , ' 
( a ) What i s your r e a c t i o n t o t h e s e views? ( b ) I s ' a r t 
f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? 

A, To me t h e c r e a t i v e process i s j u s t such an e x t r a o r d i n a r y 
and m y s t e r i o u s t h i n g t h a t , you know, i t has t o be t h a t 
u n f o l d i n g , c h a n g i n g , process w h i c h i s t h e c e n t r e o f t h e 
whole t h i n g ; and t h e r e f o r e I ' d go on w i t h what Cezanne 
says t h e r e as r e g a r d s a c h i e v i n g a n y t h i n g f i n i s h e d . 
I n my ov/n work, you know, I f i n d i t v e r y d i f f i c u l t t o 
a r r i v e a t a f i n i s h e d o b j e c t . I t makes an a r t i f i c i a l 
b r e a k , i n a way; t h e b e g i n n i n g o f a work, and f i n i s h i n g , 
and s t a r t i n g a n o t h e r . I t would be almost more r e a l t o 
have a c o n t i n u o u s s t r i p which grew. Somehow i t comes 
back t o t h i s problem o f i n t e g r a t i n g i t i n t o one's way 
o f l i f e . One's v/hole l i f e becomes a r t i s t i c r a t h e r 
t h a n , you know, one's p a i n t i n g : you know t h i s p a i n t i n g 
b e i n g t h e a r t , and c o o k i n g ' a meal or making a bed 
not b e i n g a r t - or d o i n g any c r a f t , 

15. 
Q, T h i s i s H e r b e r t Read summarising Freud; "'There 
i s l i t t l e doubt t h a t , i n some sense or o t h e r , t h e a r t i s t 
i s always t o be re g a r d e d as p s y c h o t i c . He may not be 
m a n i f e s t l y p s y c h o t i c ; he may r a t h e r be a p s y c h o t i c t y p e 
who has found some way o f d i s g u i s i n g , o r compensating f o r , 
h i s p s y c h o s i s , ' ( a ) Do you t h i n k t h i s view has any 
g e n e r a l c u r r e n c y ? ( b ) Do you t h i n k t h i s view has any 
v a l i d i t y ? " 

A. I manage t o put up a p r e t t y good f r o n t o f b e i n g a 
f a i r l y s t a b l e p e r s o n a l i t y , b u t , maybe, i n t h e work 
( p a r t i c u l a r l y i n more d i r e c t w o r k ) , I know I'm, s o r t o f , 
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r e a c h i n g down i n t o h i d d e n d e p t h s , i f you l i k e , o f 
u n c o n s c i o u s ; which i s a p a r t o f what I'm w o r k i n g a t 
anyway. But, I t h i n k , t o r e t u r n t o the i d e a o f a r e a l 
a r t i s t - i f you l i k e , an i d e a l a r t i s t - he has t o undergo 
changes w i t h i n h i m s e l f - t r a n s f o r m a t i o n s o f h i s p e r s o n a l i t y -
i n o r d e r t o e x p e r i e n c e f u l l y v/here he i s . . . . t h e r e a l . . . . 
i n o r d e r t o know the r e a l he must know t h e u n r e a l . So, 
I can t h i n k o f some h i s t o r i c a l f i g u r e s a l l t h r o u g h 
h i s t o r y o f a r t , who've been i n t o u c h w i t h something way 
beyond t h e immediate e x t e r n a l w o r l d . These a r e t h e t h i n g s 
t h a t , maybe, th r o w people's s a n i t y i n t o doubt «• t o go 
beyond t h e normal view o f t h e w o r l d . 

16. 
Q. "Gropius has s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c d e s i g n i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , b ut s i m p l y a.n i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . . » 
Our a m b i t i o n was t o rouse t h e c r e a t i v e a r t i s t f r o m h i s 
o t h e r w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday 
w o r l d o f r e a l i t i e s ; and a t t h e same t i m e t o broaden and 
humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind o f 
t h e b u s i n e s s man. Thus our i n f o r m i n g c o n c e p t i o n o f t h e 
b a s i c u n i t y o f a l l d e s i g n i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t o f ' a r t f o r a r t ' s sake', 
and t o t h e even more dangerous p h i l o s o p h y i t sprang 
f r o m : b u s i n e s s as an end i n i t s e l f . ' ( a ) Do you agree 
w i t h G r o p i u s i n s a y i n g t h a t ' a r t i s t i c d e s i g n i s . . . s i m p l y 
an i n t e g r a l p a r t o f t h e s t u f f o f l i f e ' ? ( b ) Do you 
t h i n k t h a t any o f t h e Bauhaus i n t e n t i o n s , as expressed 
above, have been r e a l i s e d ? (By t h e Bauhaus or any o t h e r 
p e r s o n s / g r o u p s ) ? " 

A. Th a t ' s a v e r y complex q u e s t i o n . No, I don't t h i n k 
so. I f i t had i t would show; i f i t had been a c h i e v e d 
somewhere i t would seem t o be a good example t o work f r o m . 
I don't t h i n k i t has. I n s p i t e o f t h e i d e a l s . And, 
anyway, I'm not sure t h a t t h a t ' s t h e f u n c t i o n No, 
I t h i n k i t ' s a much more p e r s o n a l t h i n g ; i t hasn't got 
a l o t t o do w i t h , you know, broa d i d e a s o f you know, 
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g e n e r a l i s a t i o n s as r e g a r d s how people would behave, and 
how people s h o u l d behave. You know, f i t t i n g p eople 
i n t o t h i s p a r t i c u l a r k i n d o f d e s i g n , I see t h e t h i n g e v o l v i n g 
i n a much more f l u i d way; t h e s t r u c t u r e s h o u l d change 
a c c o r d i n g t o what people a r e i n i t , r a t h e r t h a n what 
s o r t o f s u p e r - i m p o s i n g one man's v i s i o n on t h e whole 
town, f o r example, and e x p e c t i n g people t o , s o r t o f , 
l i v e t o i t . I t ' s a s o r t o f po w e r - d o m i n a t i o n t h i n g coming 
t h r o u g h . 

17. 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e 
a r t i s t , c r a f t s m a n , and d e s i g n e r i n B r i t a i n ? " 

A. I t h i n k I've r e a l l y answered t h a t q u e s t i o n . . 

SQ. Yes, I t h i n k you have. 

18. 
Q. "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

Ao No. H o p e l e s s l y u n s a t i s f a c t o r y . For a s t a r t 
t h e r e ' s t h e s e l e c t i o n b u s i n e s s w h i c h s e l e c t s s t i l l , as 
f a r as I know, people o f a c e r t a i n number o f academic 
q u a l i f i c a t i o n s i n p r e f e r e n c e t o anybody who doesn't 
have t h o s e , which has got o b v i o u s l y n o t h i n g t o do w i t h . . . . 
Then t h e r e ' s t h i s problem o f g e n e r a l i s a t i o n o f s t r u c t u r e , 
w h ich i n d i v i d u a l s go i n t o , and t h e y ' r e expected t o f i t 
i n t o : i t i s my -.experience o f a r t s c h o o l t h a t t h e o r d e r 
l e a v e s v e r y l i t t l e room f o r movement, d e s p i t e i t ' s 
p r e t e n s i o n s . Maybe t h i n g s have changed t h e r e ; I don't 
know. Then t h e r e ' s v e r y l i t t l e p r e p a r a t i o n f o r working-
alone a f t e r you l e a v e t h e p l a c e - k i n d o f c u s h i o n i n g between 
the two s t a t e s . You know, you are t h e r e , p r o t e c t e d by 
a system w i t h a g r a n t , w h i c h g i v e s you enough t o l i v e on 
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a t l e a s t ( I don't o b j e c t t o t h e g r a n t ; t h a t ' s f i n e ) , 
b ut t h a t ' s j u s t how i t t u r n s o u t , t h a t a l o t o f people 
a r e n ' t s t r o n g enough when t h e y l e a v e t h e p l a c e t o , k i n d 
o f c o n t i n u e w o r k i n g t h e way t h e y ' d l i k e t o . A l o t o f 
compromises i n v o l v e d ; which may be a good way o f f i l t e r i n g 
out some of t h e elements anyway, b u t . . . • • i t ' s an a r t i f i c i a l 
k i n d o f whole s e t o f people v/ho t e n d t o w i n i n t h e i r 
own - whatever t h i n g t h e y went i n t o . . . . So i t ' l l be t h e 
people w i t h t h e h e a v i e s t f o o t , a l m o s t , who manage t o get 
on a f t e r t h e y leave,, T h a t 's t a l k i n g about t h e f i n e a r t s , 
more t h a n the d e s i g n p a r t o f a r t s c h o o l . 

19. 
Q. "Do you c o n s i d e r t h a t t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . , those who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n p r o m o t i n g any p a r t i c u l a r c o n c e p t i o n o f 
a r t and a r t i s t s p u b l i c l y ? " 

A. W e l l , t h e a d m i n i s t r a t o r s seem t o get more and more 
money - i n s t i t u t i o n s l i k e t h e A r t s C o u n c i l get an enormous 
sura o f money every y e a r , and I don't know what p r o p o r t i o n 
o f t h a t goes on p u r e l y a d m i n i s t r a t i o n , b u t , q u i t e a l a r g e 
p r o p o r t i o n , I would say. These people o b v i o u s l y i n f l u e n c e , 
because t h e y have money t o h e l p a r t i s t s s u r v i v e - what 
i s seen, and what i s n ' t . B u t , whether t h e y ' r e r e a l l y 
q u a l i f i e d t o have t h a t p o s i t i o n o r not i s a n o t h e r q u e s t i o n . 
That p o s i t i o n c o u l d be t a k e n by a r t i s t s themselves on 
a s h o r t t e r m b a s i s , or p a r t - t i m e , or something. So 
t h a t t h e y c o u l d i n t r o d u c e a b i t o f s u b t l e t y i n t o t h e 
s i t u a t i o n . 

20. 
Q. "What do you t h i n k o f t h e p r e s e n t r a t i o between a r t , 
c r a f t and d e s i g n p r a c t i c e , and i n t e l l e c t u a l t h e o r i s : < t i o n 
and d i s c u s s i o n as i t t a k e s p l a c e i n , f o r i n s t a n c e , s c h o o l s ; 
a r t schools?, h i g h e r e d u c a t i o n ; T.V.; p r e s s ; r a d i o ; 
or any o t h e r a r e a s ; ? " 
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AB W e l l , I can o n l y speak f r o m the few people t h a t I 
know, because I'm not v e r y much i n t o u c h w i t h t h e a r t 
s c h o o l s i t u a t i o n , and don't r e a d a l o t o f magazines or 
r e v i e w s , or a n y t h i n g , r e a l l y . So my own l i f e seems t o 
be r e a s o n a b l y t o g e t h e r i n t h e two . a s p e c t s . 

21. 
Q. "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e adherence t o a p a r t i c u l a r _ 
s t y l e and mode o f e x p r e s s i o n as a p r e - r e q u i s i t e f o r success, 
or c o n t i n u i n g success?" 

A. Yes, I t h i n k I ' v e answered t h a t one b e f o r e . Yes, 
d e f i n i t e l y . 

22. 
Q. " r A r t i s something which i s p a r t o f the a r t i s t ' s s e l f , 
as he i s , and not something which he s e l l s t o earn a l i v i n g ' . 
I s t h i s t r u e ? Or i s i t t r u e f o r you? 

A. Yes, i t ' s t r u e f o r me. I t ' s what I do, anyway. 
I t ' s a c o n t i n u i n g process I'm i n t o r i g h t now, which i s a 
s o r t o f e x p l o r a t i o n o f a p a r t i c u l a r area which I ' v e 
c o n f i n e d m y s e l f t o . 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
accomplishment or s k i l l . Would you d i s t i n g u i s h s k i l l 
f rom a r t ? I f so, would you see t h i s as a d i f f e r e n t l e v e l 
of d i s t i n c t i o n t h a n t h a t , f o r example, between an a v e r a g e l y 
s k i l l e d t e n n i s p l a y e r and t h e a b i l i t y o f a t o p c l a s s 
p r o f e s s i o n a l ? " 



A, No, I t h i n k t h e a r t i s t s h o u l d t u r n out t h e c r a f t s m a n . , 
be a c r a f t s m a n as w e l l . 

2k. 

Q. T h i s i s t h e q u e s t i o n a d i f f e r e n t way r o u n d ; "Can 
I : l e a r n t o be an a r t i s t , o r must I have a c e r t a i n l e v e l o f 
p r e - e x i s t i n g t a l e n t ? " 

A. I t h i n k an a r t i s t can de v e l o p f r o m a v e r y r u d e , s o r t 
o f , b a s i c a b i l i t y . Something can s p r i n g f r o m . . . . r e a l l y 
f r o m p r a c t i c e . Perhaps an awakening can t a k e p l a c e -
b r i n g about a c r e a t i v e o u t - p o u r i n g i n t h e process o f 
d o i n g a n y t h i n g , r e a l l y . 

25. 
Q. Are you happy w i t h t h e ways i n w h i c h t h e A r t s , C r a f t s 
and Design C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. Not t o o happy, r e a l l y . W e l l , I ' v e had e x p e r i e n c e 
m y s e l f o f t r y i n g t o get g r a n t s f r o m o r g a n i s a t i o n s ; i n 
one case s u c c e s s f u l , and i n one case I was,.. you know. 
When you've been l e d up the garden p a t h , b e i n g encouraged 
t o t h i n k t h e y a r e p r e p a r e d t o g i v e you some money, or 
w o r k i n g towards t h a t s i t u a t i o n , and, s e v e r a l months l a t e r 
you get a s h o r t l e t t e r s a y i n g 'No'. I t was ' c u t - b a c k s ' 
i n t h a t p a r t i c u l a r i n s t a n c e , but i t l e a v e s me t o f e e l 
s l i g h t l y d i s a t i s f i e d w i t h them. 



172 

I n t e r v i e w Ten 

London 
18 March 1975 

I n t e r v i e w t e n i s w i t h a p a i n t e r and s c u l p t o r who a l s o 
does some t e a c h i n g i n a r t c o l l e g e s . 
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INTERVIEW TEN 
London 

18 March 1975 

1. 

Q. "What are your main f i e l d s o f a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, e n g r a v e r , e t c . , e t c . , ) ? " 

A. P a i n t i n g and s c u l p t u r e . 

2. 

Q. "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n or 
d e s i g n e r ? Or any c o m b i n a t i o n o f t h e s e ? " 

A. A r t i s t . 

3. 

Q. "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o you 
as r e g a r d s a r t ? Do you f e e l a r t i s a p r o f e s s i o n ? " 
A» Only i n one sense, I suppose, am I r e a l l y a 
p r o f e s s i o n a l , because, f o r t h e most p a r t , my income comes 
f r o m t e a c h i n g : a t t h e same t i m e I c o u l d n ' t s u r v i v e w i t h o u t 
t h e o c c a s i o n a l s a l e as w e l l . But t h e n v/e get i n t o a 
f u r t h e r q u e s t i o n , w h i c h i s , 'Does p r o f e s s i o n a l mean 
r e a l l y l i v i n g o f f work t h a t you do, or i s i t a s t a t e o f 
mind, or an a t t i t u d e t o i t ? ' I don't know; i t ' s a 
d i f f i c u l t q u e s t i o n , t h a t . That's not r e a l l y an answer 
i s i t ? 
SQ. Oh i t i s s u f f i c i e n t : I o n l y v/ant you t o answer from 
y o u r e x p e r i e n c e o f i t , r a t h e r t h a n t o t r y and i n t e l l e c t u a l i s e 
what you might say i n w r i t i n g an a r t i c l e . . . . 
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Q. "Do you e x p e r i e n c e or f e e l t h e r e are any problems i n 
t h e t r i p a r t i t e d i v i s i o n s o f a r t ; c r a f t ; and d e s i g n ? " 

A« Problems? 

SQ. Problems i n t h e c a t e g o r i s a t i o n o f t h e t h r e e as d i f f e r e n t , 
s e p a r a t e . . . 

A. Of what k i n d s ? 

SQo Do you f e e l i t ' s a l e g i t i m a t e s e p a r a t i o n ? 

A. A r t s , c r a f t s and what? Design? 

SQ. D e s i g n . 

A. Yes, I t h i n k i t i s a l e g i t i m a t e . . . . yeah. I would 
agree w i t h t h a t . 

5. 
Q. "What s p e c i a l f u n c t i o n ( i f any) do you c o n s i d e r t h e 
a r t i s t t o have?" 

A e Gosh. S p e c i a l f u n c t i o n . . . I n r e l a t i o n t o what? 

SQ. I n r e l a t i o n t o a n y t h i n g . Do you f e e l your j o b as an 
a r t i s t . . . . . Would you f e e l i t n e c e s s a r y t o j u s t i f y i t ? 

A. That doesn't seem t o me t o be t h e same q u e s t i o n a t 
a l l . . . . 

SQ. Do you f e e l he p l a y s a r o l e i n s o c i e t y , i f you want 
t o put i t t h a t way you don ' t have t o answer t h e q u e s t i o n . 

A. I f i n d i t almost i m p o s s i b l e t o answer t h a t . I mean 
I see i t as b e i n g something t h a t I do, b u t , whether i t 
p l a y s a r o l e i n s o c i e t y I don't know* I ' l l answer 
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t h a t a t some l e n g t h , a c t u a l l y , because i t ' s a v e r y i n t e r e s t ­
i n g p o i n t , because I had a show i n . . . a t t h e R e d f e r n 
G a l l e r y , w h i c h I gave you t h e c a t a l o g u e o f , a t t h e end o f 
l a s t November. And, i n f a c t i n terms o f s a l e s I s o l d 
v e r y v e r y few t h i n g s out o f i t . So i t was f r o m ray p o i n t 
o f view f i n a n c i a l l y a t e r r i f i c l o s s . I n f a c t I ended 
up i n debt because o f i t . But, i n f a c t , I v/as v e r y 
aware t h a t I , i n h a v i n g t h i s show, had a c t i v a t e d a v/hole 
number o f , k i n d o f , p r o f e s s i o n s and j o b s ; a l l o f t h e s e 
people had i n f a c t made money out o f my a c t i v i t y except 
f o r me. I mean, i t i n v o l v e d . . . . t h e i n v o l v e m e n t was, 
a p a r t from t i m b e r and p o r t e r s and t h e m a t e r i a l a s p e c t o f 
i t , t h e r e was t h e frame-maker; t h e r e was t h e p h o t o g r a p h e r , 
t h e r e was t h e a d v e r t i s i n g , t h e n t h e r e was t h e c r i t i c s 
v/ho w r o t e r e v i e w s o f t h e show; t h e r e was t h e g a l l e r y -
you know, maybe i t a t t r a c t e d people i n t o i t because o f 
my show; t h e r e were t h e p r i n t e r s t h a t were i n v o l v e d i n 
p r i n t i n g t h e c a t a l o g u e ; a l l o f these people seemed t o me 
t o be d i r e c t l y i n v o l v e d v / i t h t h e t h i n g s t h a t I had 
i n s t i g a t e d , and I v/as t h e one t h a t a c t u a l l y d i d not make 
any money out o f i t - i f you see what I mean. Everybody 
seemed t o b e n e f i t out o f i t except me, f i n a n c i a l l y . 
I mean I o b v i o u s l y had t h e p l e a s u r e o f h a v i n g t h e show i n 
p u b l i c , and h a v i n g my work shown, and c o n t r i b u t i n g t h a t 
much t o t h e a r t s scene, or i n t e l l e c t u a l scene, o r , you 
know, 'What's on i n London' scene. 

6. 
Q. " ( a ) Do you l i v e o f f your a c t i v i t y as a p a i n t e r / -
s c u l p t o r ? " 

A. P a r t l y . 

Q2. " ( b ) I f n o t , do you u n d e r t a k e any o t h e r s o r t o f work 
t o s u p p o r t your a c t i v i t y as a p a i n t e r / s c u l p t o r ? " 

A. Yes-, t e a c h i n g . 
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Q2. " ( c ) I f you un d e r t a k e any o t h e r s o r t o f work, do 
you c o n s i d e r y o u r s e l f p r i m a r i l y an a r t i s t , or p r i m a r i l y a 
t e a c h e r ? " ' 

A. P r i m a r i l y an a r t i s t . 

7. 

Q e "What s o r t o f f i n a n c i a l o r c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 
A. I'm a s s o c i a t e d w i t h t h e R e d f e r n , b ut I'm n o t under 
c o n t r a c t . I mean t h e y would see me as b e i n g i n t h e i r 
s t a b l e , as i t were, but I'm not under any l e g a l o b l i g a t i o n 
a t a l l . 

SQ. So you have r e g u l a r e x h i b i t i o n s w i t h them. 

A« Yes. 

SQ. But n e i t h e r o f you have an o b l i g a t i o n . 

A. No. 

Q2. " ( b ) Would you w i s h t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " 

A» No, I don't t h i n k so; I t h i n k i t ' s f i n e . 

8. 
Q_ "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

Ac Yes... ' r i g h t ' : My goodness J Why not? 
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9. 
Qe "A tendency has been noted f o r some p o t t e r s , weavers, 
etc . , t o i n s i s t on themselves being a r t i s t s , r a t h e r than 
craftsmen, w i t h a l l that t h i s i m p l i e s i n terms of independence 
as creator (not copier or r e p e t i t i o u s producer), and the 
primacy of the aesthetic object r a t h e r than the f u n c t i o n a l 
o b j e c t . S i m i l a r l y among some p a i n t e r s and s c u l p t o r s a 
s h i f t towards c a l l i n g themselves craftsmen, r e a c t i n g against 
some of the specialness, or sacredness, apparent i n p u b l i c 
use of the term ' a r t i s t ' has been noted. Do you experience 
any problems connected w i t h being a r t i s t , craftsman 
or designer?" 

A. Any. .»•...- what? Problems? 

SQ. Problems. 

A. I mean I've not noted t h i s tendency t h a t you've f i r s t 
spoken of at a l l - the second one. I mean the f i r s t one 
i s c e r t a i n l y t r u e ; there are many people i n v o l v e d w i t h 
p o t t e r y , f o r example, that p r e f e r not t o t h i n k of themselves 
as tea-pot makers. But,... what was the second b i t ? . . . . 
There was a t h i r d question, was there? 

SQ0 No; j u s t two statements... 

A. I mean, i t seems to me t h a t one of the important 
t h i n g s about p a i n t i n g or s c u l p t u r e i s t h a t i t i s n ' t 
f u n c t i o n a l i n t h a t sense. 

10 o 

Q. "The problem w i t h being c a l l e d a r t i s t i s t h a t , i n 
the extreme, the term r e l a t e s t o genius, super-humanness; 
the problem w i t h being c a l l e d craftsman i s tha t i t has 
overtones of parochialism, rough workmanship, 
ho l i d a y t r i n k e t manufacture; s i m i l a r l y designer conjures 
up an image of an a c t i v i t y a bstracted from the f u l l range 
of e f f o r t and involvement necessary i n the production of an 
o b j e c t . Would you agree? Have you any comment?" 
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A» Well, I don't t h i n k the term r e l a t e s t o genius or 
super-humanness at a l l . Nor do I t h i n k t h a t the term 
•craftsman 1 has overtones of parochialism, l e t alone 
rough-workmanship; t h a t would seem to me to be the opposite 
of what craftsmen were about. C e r t a i n l y I do connect 
the v/ord craftsman w i t h h o l i d a y - t r i n k e t manufacture, 
•Designer 1; yes, I mean I have got a comment, because I 
saw the other day a book of designs by an American graphic 
designer c a l l e d M i l t o n Glazer, and h i s work seemed t o me 
t o be the most a p p a l l i n g s o r t of t r a v e s t y o f * . . . r e a l l y 
t h i n g s t h a t happened i n the f i r s t place i n p a i n t i n g ; and 
h i s whole s k i l l was being able t o , s o r t o f , spoof c e r t a i n 
a r t i s t s . He had t h i s f a n t a s t i c kind of f a c i l i t y and was 
able t o make drawings i n the manner of various people -
Picasso being one, but, there were l o t s of others as w e l l ; 
even o l d masters. And h i s work was, you know, of a. 
t e r r i f i c a l l y high q u a l i t y . I mean he was a f a n t a s t i c a l l y 
s k i l f u l guy, and yet , what he was doing was, I thought, 
a b s o l u t e l y a p p a l l i n g . Because i t was so good t h a t i t 
was almost l i k e the r e a l t h i n g - you know, i t was almost 
l i k e I t wasn't f o r g e r y , but i t was very close to 
the actual, a r t i s t ; y 0 U could hardly t e l l the d i f f e r e n c e . 
And! h i s work alv/ays appears, I t h i n k , i n very high class 
glossy magazines, l i k e Playboy, and t h a t kind of t h i n g ; 
so they were very c h i c . • Yet I t h i n k they were the most 
a p p a l l i n g kind of t r a v e s t y and p l a g i a r i s m t h a t I t h i n k 
I * d ever seen. I t ' d be b e t t e r , I t h i n k , i f they were very 
bad designs; i f they were very badly done. But i n f a c t 
they were so almost there t h a t I thought i t was j u s t 
a w f u l . Because i t ' s somehow working i n the manner of 
somebody el s e , and yet not understanding the source, 
r e a l l y , t h a t i t had come from, or the o r i g i n a l meaning of 
the t h i n g . I t was simply being used as something 
s t y l i s t i c ; simply as a veneer. Without any of the e f f o r t 
of o r i g i n a l c r e a t i o n , or o r i g i n a l , s o r t o f , forming of 
s t y l e . You know how long t h a t could take - d i s c o v e r i n g 
your own i d e n t i t y as an a r t i s t . This guy was l i k e a 
bloody magpie. 
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11. 
Q« "Frank Lloyd, of Marlborough Fine A r t , i s reported 
t o have said, 'Remember, I don't c o l l e c t p i c t u r e s , I 
c o l l e c t money'. What do you f e e l about the o r g a n i s a t i o n 
of the a r t market." 

A. I t h i n k i t ' s on the whole p r e t t y a p p a l l i n g , but Lloyd 
i s at l e a s t frank on t h a t score. One of the aspects t h a t 
I f e e l i s t h a t i t becomes i n c r e a s i n g l y c l e a r t h a t dealers 
are i n t e r e s t e d only i n f e a t h e r i n g t h e i r own nest, and they 
a l l do as l i t t l e as they possibly can to promote, say, 
younger a r t i s t s , or people t h a t are coming f r e s h l y i n t o the 
f i e l d . And i n England i n p a r t i c u l a r a great d i s s e r v i c e 
has been done by the dealers, who are i n a sense p a r a s i t i c : 
on a r t i s t ' s work and yet on the other hand do very very 
l i t t l e t o , s o r t o f , encourage younger a r t i s t s . I mean 
I t h i n k I've been lucky, and I t h i n k several other people 
have been lucky i n terms of the p a r t i c u l a r time t h a t they 
went i n t o i t : because i t ' s going t o become i n c r e a s i n g l y 
harder, because I t h i n k the g a l l e r y scene i n London i s , 
i f anything, g e t t i n g smaller and smaller, I t h i n k there's 
going to be less and less p o s s i b i l i t i e s , and, i f you wanted 
t o know what v/as happening i n English a r t you..... i t would 
be impossible t o f i n d t h a t out from a v i s i t t o the 
London g a l l e r i e s . Three quarters of your i n f o r m a t i o n 
would have t o come from other sources. There's a long 
s t o r y of neglect, so t h a t an extremely good s c u l p t o r , 
l i k e Derek Woodham, i n the e a r l y s i x t i e s , m i d - s i x t i e s , 
was compelled to emigrate because there was a b s o l u t e l y . . . . 
nobody would show h i s work. 

12. 
Q. "Do you t h i n k the employment of a r t i s t s , craftsmen 
and designers by c i t y councils on a permanent basis t o 
decorate and adorn p u b l i c b u i l d i n g s and places, and to 
work w i t h a r c h i t e c t s on new b u i l d i n g s , would be, 
(a) A good idea; (b) Would improve the v i s u a l environ­
ment?" 
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A« I t h i n k i t would be a good idea, but I don't t h i n k 
i t would n e c e s s a r i l y improve the v i s u a l environment. 
You get the problems p u b l i c s c u l p t u r e has been 
disastrous i n almost every case i n England that I've 
seen: I've not seen a s i n g l e one t h a t ' s worked. And 
the problem i s t h a t the scu l p t u r e s are always a p p l i e d 
l a t e r , l i k e a kind of brooch onto a dress; there's 
no connection v/ith what has happened before, and the a r t i s t 
i s simply thrown i n t o the s i t u a t i o n of having t o design 
a jewel t o put i n t o a p a r t i c u l a r s i t e . I f he was in v o l v e d 
e a r l i e r on i n the designing of the b u i l d i n g s , maybe t h a t 
would be b e t t e r . But i t ' s extremely u n l i k e l y t o happen 
under present circumstances. 

13. 
Q. "What do you t h i n k of the present s t a t e of the a r t s 
i n B r i t a i n ? " 

A. I t h i n k there was a t e r r i f i c boom i n the ' s i x t i e s , 
which i s , s o r t o f , t a i l i n g o f f . And I have a f e e l i n g 
t h a t what i s happening i n England now i s a s o r t of qu i e t e n i n g 
down and a s o r t of dampening down, both of ideas and of 
p o s s i b i l i t i e s . And i t seems t o go along w i t h s o r t of 
s h r i n k i n g p o s s i b i l i t i e s of exposure, g a l l e r i e s , and... 
and a l s o what has happened t o a r t schools themselves -
t h e i r i n t e g r a t i o n w i t h the p o l y t e c h n i c s . 

Q. This i s a quote from Cezanne; ' " I must go on working, 
but not i n order to a t t a i n a f i n i s h e d p e r f e c t i o n , which 
i s so much sought a f t e r by imbeciles. And t h i s q u a l i t y 
which i s commonly so much admired i s nothing but the 
accomplishment of a craftsman, and makes ray work produced 
i n t h a t way i n a r t i s t i c and v u l g a r . I must not t r y t o 
f i n i s h anything except f o r the pleasure of making i t t r u e r 
and wiser.' (a) What i s your r e a c t i o n t o these views? 
(b) I s 'art f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 
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A« I l i k e Cezanne's statement very much; I t h i n k t h a t ' s 
splendid. 'Art f o r a r t ' s sake'; yes. I t h i n k I'm 
a l l f o r i t , a c t u a l l y . I t h i n k i t would be l i b e r a t i n g . 
I mean i t obviously couldn't be r e s t r i c t i v e . I t could 
only be l i b e r a t i n g . But one can see t h a t there would be 
a problem i n that the a r t i s t o f t e n f e e l s very : i s o l a t e d 
from h i s p u b l i c ; from the p u b l i c , s h a l l we say. But 
the a l t e r n a t i v e of 'art f o r c r a f t ' s sake' would seem t o 
me not h e l p f u l i n t h i s sense. I t h i n k the p u b l i c need 
the a r t s to be free and need them t o be l i b e r a t i n g and 
need them t o be n o n - f u n c t i o n a l and need them t o be i r r a t i o n a l , 
or whatever. 

15-
Q« This i s Herbert Read summarising Freud; "'There i s 
l i t t l e doubt t h a t , i n some sense or other, the a r t i s t i s 
always to be regarded as psychotic. He may not be m a n i f e s t l y 
psychotic; he may r a t h e r be a psychotic type who has 
found some way of d i s g u i s i n g , or compensating f o r , h i s 
psychosis. ' (a) Do you t h i n k t h i s view has any general 
currency? (b) Do you t h i n k t h i s view has any v a l i d i t y ? " 

A. Oh yes; I would t h i n k so. I don't know i f i t has 
general currency; I would t h i n k so. I've never been sure 
q u i t e what psychotic meant. I t means p s y c h o l o g i c a l l y 
d i s t u r b e d i n f a c t - does i t ? I n some way? 

SQ. Yes. 

A. Yes, I t h i n k t h a t would be t r u e . I t h i n k I would 
agree w i t h t h i s . 

16. 
Q. "Gropius has s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c design i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but simply an i n t e g r a l part of the s t u f f of l i f e . . . 
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Our ambition was t o rouse the c r e a t i v e a r t i s t from h i s 
other w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday 
workd of r e a l i t i e s ; and a t the same time t o broaden and 
humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind of 
the business man. Thus our i n f o r m i n g conception of the 
basic u n i t y of a l l design i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t of ' a r t f o r a r t ' s sake', 
and t o the even more dangerous philosophy i t sprang from: 
business as an end i n itself.» (a) Do you agree w i t h 
Gropius i n saying t h a t ' a r t i s t i c design i s . . . . simply 
an i n t e g r a l part of the s t u f f of l i f e ' ? (b) Do you 
t h i n k any of the Bauhaus i n t e n t i o n s , as expressed above, 
have been r e a l i s e d ? (by the Bauhaus or any other persons/-
groups?)" 

A. That's r a t h e r a long question, a c t u a l l y , t h a t covers 
a very i n t e r e s t i n g area. I mean, I t h i n k t h a t a l l you 
can say about t h i s i s t h a t t h a t i s very much what the 
Bauhaus v/as about, and i t seems now, i n a way, a very 
o l d fashioned a t t i t u d e . One hates terms l i k e ' a r t i s t i c 
design i s simply an i n t e g r a l part of the s t u f f of l i f e ' . 
No; I don't agree at a l l , but I t h i n k t h a t I know 
very w e l l what t h i s comes out o f . And i t v/as a very nice 
idea at the time. I t h i n k t h a t . . . . I t h i n k t h a t probably 
the a r t i s t i s the kind of person who's perhaps not 
nec e s s a r i l y very good at design. I t h i n k there are a 
large number of a r t i s t s who couldn't p o s s i b l y be good 
designers. I mean, imagine somebody l i k e Rothko, 
say, who i s an extremely important a r t i s t , not being able 
t o t h i n k i n terms of designing something. And there's 
also the problem o f . . . . . design, say.... a w e l l designed 
b u i l d i n g , say, may i n v o l v e a sense of harmony, or may 
invo l v e one may need to make a balanced design; one 
may want to make something t h a t i s t o do w i t h (I'm repeating 
myself a b i t here) t o do w i t h harmony and balance, whereas 
the a r t i s t i s not n e c e s s a r i l y i n v o l v e d i n t h a t . He may 
want to make something which i s i n t e n t i o n a l l y unbalanced, 
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or out of c o n t r o l , or something l i k e t h a t . I t h i n k the 
importance of p a i n t i n g or sculpture i s t h a t i t doesn't 
have t o be w e l l designed. 

17. 
Qe "What do you t h i n k of the present p o s i t i o n of the 
a r t i s t , craftsman and designer i n B r i t a i n ? " - which you've 
i n some ways covered. 

A. Yes, I suppose I have. I don't know anything about 
craftsmen at a l l . I mean I t h i n k the a r t i s t w i l l be i n 
an i n c r e a s i n g l y vunerable s i t u a t i o n , a c t u a l l y , because 
there are s h r i n k i n g p o s s i b i l i t i e s of l i v e l i h o o d ; polytech­
n i c s are c u t t i n g down t h e i r , s o r t o f , teaching, i n terms 
of hours and people. So I t h i n k t h e r e ' l l be less opportu­
n i t y than there has been. I don't know i f t h a t ansv/ers 
i t ? 

SQ. Do you t h i n k i f the a r t colleges hadn't gone i n t o 
the polytechnics i t -could have been d i f f e r e n t ? 

A. Yes. I t h i n k i t probably would. Well, you see what; 
has happened i s t h a t . . . . . do you want me t o answer t h a t 
on the tape? 

SQe Well, i n a minute.... Oh. Here i t i s . . . . 

18. 

Q. "Do you consider the r o l e of the a r t schools t o be 
s a t i s f a c t o r y ? " 
A. Well, i n my time what has happened i s t h a t the Dip.A.Do, 
came i n t o existence and, w i t h i t , came the move towards 
modern a r t i n a r t schools. When I was at a r t school i t 
was very t r a d i t i o n a l and r e l a t i v e l y very academic. So we 
spent most of the time ' l i f e drawing' and ' l i f e p a i n t i n g ' , 
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and doing f i g u r e compositions and th i n g s l i k e t h a t . 
Whereas when the Dip.A.D., came i n i t r e v o l u t i o n i s e d the 
a r t schools, because i t brought i n modern a r t w i t h a 
great sweep, and caused, by the s o r t of l i b e r a t i o n of i t , 
a t e r r i f i c upsurge t o work. And I t h i n k the th i n g s 
were, i n f a c t , very very e x c i t i n g f o r q u i t e a long v/hile. 
And then i n t h i s decade, i n the 'seventies, there's come 
about a change... a t e r r i f i c change of mood has happened 
i n a r t , i n p a i n t i n g , which I t h i n k the a r t schools could 
e a s i l y s u r v i v e . But, what has happened at the same time 
has been, q u i t e by chance, ( I don't t h i n k the two th i n g s 
are i n any way r e l a t e d ) , the need f e l t i n government 
c i r c l e s t o i n t e g r a t e a l l f u r t h e r education under one wing, 
so t h a t the a r t schools have been compelled t o j o i n 
p o l y t e c h n i c s , and become f a c u l t i e s of a r t and design. 
And t h i s happened when the a r t schools were at t h e i r . . . . d i d 
not f e e l s u f f i c i e n t l y confident about themselves, or 
were s u f f i c i e n t l y angry about the t h i n g t o f i g h t . I f 
i t had happened, say, ten years e a r l i e r , i t would have been 
a d i f f e r e n t s t o r y . But i t ' s happened q u i t e by chance t o 
have h i t them when they're i n the process of forming t o 
what they were when I was at school, which i s , I t h i n k , on 
the whole sad. Much less i n t e r e s t i n g because i t w i l l 
mean a s t a f f almost e n t i r e l y of f u l l - t i m e r s who are j u s t 
w i t h you a l l the time, so we've much less, o f , say, 
v i s i t i n g s t a f f : and so I t h i n k the v/hole t h i n g can only 
get d u l l e r , a c t u a l l y . 

19. 
Qo "Do you consider t h a t the i n d u s t r y of a r t - i n t e l l e c t u a l s 
( i . e . , , those who t a l k about and analyse, r a t h e r than make) 
plays a part i n promoting any p a r t i c u l a r conception of a r t 
and a r t i s t s p u b l i c l y ? " 

A© I t c e r t a i n l y does, even more so i n I was going 
t o say even more so i n America than here, b u t . . . . c e r t a i n l y 
than aspects of i t here. I mean the obvious person t h a t 
comes t o mind i s Clement Greenberg /?/ whose i n f l u e n c e on 
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c o l l o s s a l . He's the s o r t of Ruskin of our time, as i t 
were. I n England I suppose less so, but I t h i n k i t 
happens to a c e r t a i n e x t e n t , 

20. 
Q. "What do you t h i n k of the present r a t i o between 
a r t / c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l discussion and 
t h e o r i s a t i o n , as i t takes place i n , f o r instance; schools 
a r t schools; higher education; T.V.; press; and any 
other areas?" 

A» R a t i o . You asking me about the r a t i o ? 

SQ. The balance between.... 

A, I don't know how t o answer t h i s one, a c t u a l l y . I 
t h i n k I'd l i k e t o pass on t h a t i f I may. 

SQ. What about One of the t h i n g s t h a t seems t o 
be said about a r t schools at the present i s , i n a way i n 
con j u n c t i o n w i t h them being absorbed i n t o polytechs, and 
c a l l i n g the Dip.A.D., an M.A., 

A; B.A. 

SQ. B.Ao, and the requirement of c e r t a i n '0' and 'A' 
l e v e l e n t r y , and so f o r t h , i s t h a t there i s an in c r e a s i n g 
emphasis on the i n t e l l e c t u a l s i d e , or at l e a s t some 
semblance of the i n t e l l e c t u a l s i d e . . . . 

A* No I don't t h i n k so..../phone r i n g s ; b r i e f i n t e r -
r u p t i o n ^ / 
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21. 
Q. "Do you f e e l t h a t i n any way the a r t market and the 
pr o f e s s i o n a l c r i t i c tend t o force adherence t o a p a r t i c u l a r 
s t y l e and mode of expression as a p r e - r e q u i s i t e f o r 
success, or con t i n u i n g success?" 

A. Yes, I t h i n k i t does. I t h i n k t h a t ' s t r u e . I 
t h i n k t h a t ' s a b s o l u t e l y t r u e . 

22. 
Q. This i s a quote from Bruce Allsopp; "'Art i s something 
v/hich i s part of the a r t i s t ' s s e l f , as he i s , and not 
something v/hich he s e l l s t o earn a l i v i n g ' . I s t h i s 
true? Or i s i t t r u e f o r you?" 

A. I don't t h i n k i t i s necessarily part of the a r t i s t ' s 
s e l f . I t h i n k i t ' s some I t may come from a source 
l i k e t h a t , but i t becomes an o b j e c t , i t becomes a p a i n t i n g , 
i t becomes a s c u l p t u r e , which i s something which i s 
apart from himself. Whether he s e l l s i t or not seems t o 
me not very much t o do w i t h i t . That's a s o r t of separate 
a c t i v i t y . Though you could r e l a t e back to the previous 
question, and say there are other f a c t o r s which a f f e c t 
what the a r t i s t does. 

23. 
Q. "Most a r t re q u i r e s a c e r t a i n l e v e l of t e c h n i c a l 
accomplishment, or s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? I f so, would you see t h i s as a d i f f e r e n t l e v e l 
of d i s t i n c t i o n than t h a t , f o r example, between an averagely 
s k i l l e d t e n n i s player, and the a b i l i t y of a top class 
p r o f e s s i o n a l ? " 

A. That's a very i n t e r e s t i n g question, a c t u a l l y . Oh, 
I see, there's a d i s t i n c t i o n between averagely s k i l l e d 
t e n n i s player and the a b i l i t y of a top class p r o f e s s i o n a l . 
That's important, i s i t ? 
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SQ. Well, answer the f i r s t p a r t , and w e ' l l see about the 
second p a r t . . . 

A. Well, what you're r e a l l y doing i n t h i s question i s t o 
use the word ' a r t ' i n a s l i g h t l y p e c u l i a r way, I t h i n k . 
•Most a r t require s a c e r t a i n l e v e l of t e c h n i c a l accomplish­
ment 1; would you d i s t i n g u i s h the s k i l l from the a r t ? 
The answer t o t h a t i s obviously 'Yes', But, at the same 
time, the :-:,art depends on the s k i l l . So, 'would you see 
t h i s as a d i f f e r e n t l e v e l of d i s t i n c t i o n . , . . 1 ; again 
there's t h i s assumption t h a t a l l a r t i s more or less the 
same ki n d of t h i n g , or more or les s at the same kind 
of standard, which i t i s n ' t n e c e s s a r i l y . Because you 
get p a i n t i n g , say, on a l l l e v e l s of s k i l l and accomplish­
ment, and inventiveness, and so on. And you sometimes 
get the t h i n g s out of balance, l i k e a t e r r i f i c amount 
of s k i l l f o r very l i t t l e ideas or t a l e n t , or a l o t of 
ideas and t a l e n t , and not r e a l l y very much s k i l l . So 
th a t t h i n g s are always i n v a r i a b l e r a t i o s t o one another, 
I t h i n k . 

2k. 

Q. "Can I l e a r n t o be an a r t i s t , or must I have a c e r t a i n 
l e v e l of p r e - e x i s t i n g t a l e n t ? " 

A, Oh, God. I t ' s almost impossible t o answer t h a t . 
I would be i n c l i n e d t o t h i n k t h a t anyone can l e a r n t o be 
an a r t i s t , a c t u a l l y , and t h a t p r e - e x i s t i n g t a l e n t could 
even be a disadvantage,, 

25. 
Q. "Are you happy w i t h the ways i n v/hich the A r t s , 
C r a f t s and Design Councils carry out t h e i r a c t i v i t i e s ? " 

A. I only know about the A r t ; I don't know about the 
Design.- I t h i n k i n f a c t the A r t s Council i s doing i n 
England a p e r f e c t l y good job. I get s l i g h t l y alarmed 
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sometimes at the size of the operation - i t goes almost 
i n t o a 'state c o n t r o l ' of the a r t s . But, I t h i n k on the 
whole i t ' s been r a t h e r good. The great danger, I see, 
i s of a completely a r t i f i c i a l l y s t i m u l a t e d a r t s i t u a t i o n , 
v/hich I t h i n k you tend t o have i n Holland, where the 
prospects are so good f o r the a r t i s t t h a t i t seems almost 
too good. You know, the county, or the town, w i l l buy 
a c e r t a i n percentage of t h e i r work everywhere, which, i n a 
way, puts them i n a s l i g h t l y unreal s i t u a t i o n . Market 
pressures may not be a l l t h a t l i f e ' s about, but, at the 
same time, one has a s l i g h t h orror of the s o r t of green 
house s i t u a t i o n where you're pampered, and there are 
t e r r i b l e dangers t h a t low standards may be 
maintained when a l i t t l e f r o s t may do .them good - i f . 
you see what 1" mean. 



I n t e r v i e w Eleven 

Cambridge 
29 March 1975 

I n t e r v i e w eleven i s w i t h an ' a r t i s t - t e a c h e r ' . As an 
a r t i s t he works mainly w i t h ' l o w - r e l i e f s c u l p t u r e ' ; as 
a teacher he l e c t u r e s i n a r t at a college of education c 
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INTERVIEW ELEVEN 
Cambridge 
29 March 1975 

1. 
Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, engraver, e t c . , e t c . , ) ? " 

A. I have t o put s c u l p t u r e , I suppose. I t ' s l o w - r e l i e f 
s c u l p t u r e , c e r t a i n l y . Although I work i n clay as w e l l , 
i n a more ceramic sense, i n teaching; my ov/n personal 
work r e l a t e s much more p o s i t i v e l y t o s c u l p t u r e . 

2. 
Q. "Would you c a l l y o u r s e l f an a r t i s t , craftsman, or 
designer? or any combination of these?" 

A. I t h i n k the only a p p e l l a t i o n I would cover i s t h a t 
of a r t i s t - t e a c h e r . 

3-
Q. "What does the idea of being p r o f e s s i o n a l mean t o 
you as regards a r t , c r a f t or design?" 

A. I t h i n k , f o r me, being p r o f e s s i o n a l i s r a t h e r a 
c o n t r a d i c t i o n i n terms. P r o f e s s i o n a l f o r most people 
r e l a t e s t o payment; f o r me I t h i n k the terra p r o f e s s i o n a l 
r e l a t e s much more t o one's own i n t e g r i t y . And here I mean 
almost r u t h l e s s honesty w i t h oneself; not being tempted 
t o make compromises to s a t i s f y other people e i t h e r 
i n terms of money, or i n terms of pleasing or s a t i s f y i n g 
them. 
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Q. "Do you experience or f e e l there are any problems i n 
the t r i p a r t i t e d i v i s i o n s of a r t ; c r a f t ; design?" 

A. Any problems? 

SQ. Do you experience any? 

A. I don't. I n the ceramics area I claim t o be teaching 
not c r a f t - p o t t e r y , but teaching using clay i n a more c r e a t i v e 
sense. So there are no problems there as f a r as I am 
concerned. Not f o r me. 

5. 
Q. "What s p e c i a l f u n c t i o n ( i f any) do you consider the 
a r t i s t t o have?" 

A. Special f u n c t i o n i n r e l a t i o n t o what? 

SQ. However you take i t ; i n r e l a t i o n t o s o c i e t y , or, do 
you perceive y o u r s e l f , i n a way, as part of something else? 
Or, what do you f e e l you give? 

6„ 
Q. Do you l i v e o f f your a c t i v i t y as a s c u l p t o r ? " 

A. No, I ' l i v e o f f my teaching. I make some money; 
yes, sure; but I l i v e o f f my teaching. 

Q2. " I f you undertake any other s o r t of work, do you consider 
y o u r s e l f p r i m a r i l y an a r t i s t or p r i m a r i l y a teacher?" 

A. I don't know. I f I d i d know, I would resolve some 
th i n g s f o r myself. I t h i n k t h a t . . . . I c e r t a i n l y enjoy 
teaching - i t r e l a t e s very much to my work as an a r t i s t . 
I t h i n k the i d e a l s i t u a t i o n would be i f one could more 
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genuinely run the two i n tandem, and have a part - t i m e 
job r a t h e r than a f u l l - t i m e j o b . And then devote, 
more s e l f i s h l y ; more time t o one's own a c t i v i t i e s . 
I t h i n k t h i s would i n a sense help the teaching as 
w e l l . I've been lucky, or unlucky - I'm not q u i t e sure 
which - i n th a t I've always been head of department 
somewhere; I came s t r a i g h t from college t o a head of 
department's job - and so, i n a sense, I've 
seen my f u n c t i o n as being not only the teaching, but making; 
t h i n g s possible, so th a t the a c t i v i t y of teaching i s part 
of i t ; the a c t i v i t y of being an a r t i s t i s part of i t ; and 
the a c t i v i t y of being a c a t a l y s t i s very important f o r me. 
Which I regard most h i g h l y I don't know. 

7. 
Qo "What s o r t of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h galleries/patrons/custotners?" 

A. No c o n t r a c t u a l r e l a t i o n s at a l l . 

SQ. You s e l l through? 

A. I s e l l through e x h i b i t i o n s ; I s e l l p r i v a t e l y . 

Q2. "Would you wish t h i s t o be otherwise?" 

A. No. 

8. 
Qi "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A. A r i g h t . Of course he has a r i g h t . As I said 
before, I t h i n k they're r e a l l y r a t h e r s e l f i s h people. 
We're lucky i f we can e x i s t i n society,* I f s o c i e t y w i l l 
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t o l e r a t e us, t h e y ' l l have t o t o l e r a t e our s e l f i s h n e s s . 
So ' r i g h t ' seems t o me t o be r a t h e r c o n c e i t e d - heavy-
handed. We'd hope f o r , b u t don't n e c e s s a r i l y r e g a r d i t 
a s , a r i g h t o 

9. 
Q. "A tendency has been n o t e d f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m a n , w i t h a l l t h a t t h i s i m p l i e s i n terms o f i n d e p ­
endence as c r e a t o r ( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) 
and t h e primacy o f t h e a e s t h e t i c o b j e c t , r a t h e r t h a n t h e 
f u n c t i o n a l o b j e c t . S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s , a s h i f t towcirds c a l l i n g themselves c r a f t s m e n , 
r e a c t i n g a g a i n s t some o f t h e s p e c i a l n e s s or sacredness 
a p p a r e n t i n p u b l i c use o f t h e t e r m a r t i s t has been n o t e d . 
Do you e x p e r i e n c e any problems connected w i t h b e i n g a r t i s t 
o r c r a f t s m a n (as a p p r o p r i a t e ) ? " 

A. No, I don't t h i n k so. 

10. 

Q. "The problem w i t h b e i n g c a l l e d a r t i s t , i s t h a t , i n t h e 
extreme, t h e t e r m r e l a t e s t o g e n i u s , super-humanness; 
t h e problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t has 
o v e r t o n e s o f p a r o c h i a l i s m , rough workmanship, h o l i d a y 
t r i n k e t m a n u f a c t u r e ; s i m i l a r l y ' d e s i g n e r ' c o n j u r e s up an 
image o f an a c t i v i t y a b s t r a c t e d from t h e f u l l range o f 
e f f o r t and i n v o l v e m e n t necessary i n t h e p r o d u c t i o n o f an 
o b j e c t . Would you agree? Have you any comment?" 
A. Can I l o o k a t t h a t c a r d f o r a moment, because t h e r e 
are one or two assumptions i n i t ' a r t i s t ' - ' i n t h e 
e x t r e m e 1 ; y e s . I t does i n t h e extreme r e l a t e t o g e n i u s , 
super-humanness. Q u a l i t i e s o f t h a t , I t h i n k , impinge 
upon one's a c t i v i t y as an a r t i s t . 'The problem w i t h 
b e i n g c a l l e d c r a f t s m a n i s t h a t i t has o v e r t o n e s o f p a r o c h i a ­
l i s m ' ' and 'rough workmanship'; no; I wo u l d n ' t agree w i t h 
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t h a t . C r a f t s m a n s h i p i s p a r t o f b e i n g an a r t i s t . I t ' B 
a sense o f u n d e r s t a n d i n g o f one's m a t e r i a l - u s i n g one's 
m a t e r i a l s , i n d e e d , b e i n g a b l e t o abuse one's m a t e r i a l s . 
C r a f t s m a n a good a r t i s t i s a damn good c r a f t s m a n , 
I don't n e c e s s a r i l y t h i n k t h e r e v e r s e i s t r u e . D e s i g n e r . . . . 
I don't know whether I agree w i t h t h a t , a c t u a l l y , 
' a b s t r a c t e d f r o m t h e f u l l range o f a c t i v i t y n e cessary i n 
t h e p r o d u c t i o n o f an o b j e c t ' ; I t h i n k i t ' s a s p e c i f i c 
e f f o r t , a s p e c i f i c i n v o l v e m e n t 'necessary f o r t h e p r o d u c t i o n 
o f an o b j e c t ' . 

11. 
Q, "Frank L l o y d o f Marlbor o u g h F i n e A r t i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money'. What do you f e e l about t h e o r g a n i s a t i o n o f t h e 
a r t m a r k e t ? " 

A. I t h i n k t h e a r t i s t has got a c h o i c e . I f you want 
t o be promoted i n t h i s s o r t o f v/ay by t h i s s o r t o f green 
g r o c e r , t h e n t h a t ' s your c h o i c e . I t h i n k d e a l e r s a r e 
green g r o c e r s ; green g r o c e r s v/ho are d e a l i n g i n t h i n g s 
c a l l e d p i c t u r e s . I t must be d i f f i c u l t f o r someone who 
i s v e r y good as an a r t i s t v/ho i s n ' t making any compromises 
a t a l l i n t h e sense o f d o i n g a n y t h i n g o t h e r t h a n . . . . c a n ' t 
t h i n k o f t h e word. And so t h e y make o t h e r s o r t s o f 
compromises.... 

12. 
Q. "Do you t h i n k the employment o f a r t i s t s , c r a f t s m e n 
and d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o 
d e c o r a t e and adorn p u b l i c b u i l d i n g s and p l a c e s , and t o 
work v / i t h a r c h i t e c t s on new b u i l d i n g s , would be ( a ) a 
good i d e a ; ( b ) Would improve t h e v i s u a l e n v i r o n m e n t ? " 
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A. I have some sympathy w i t h t h i s q u e s t i o n , b u t I . . . . 
a t t h e same t i m e I f i n d myself p u l l e d a p a r t by i t . I 
t h i n k , i n a sense, some a r t i s t s who have a s i n e cure 
t e n d t o l o s e t h e i r edge - t e n d t o be more p r e p a r e d t o 
make t h e wrong s o r t s o f . . . . v/hat I would r e g a r d as t h e 
wrong s o r t s o f compromises. I f t h e y ' r e employed d i r e c t l y 
by c i t y c o u n c i l s , t h e n t h e y ' r e answerable t o c i t y c o u n c i l s 
v e r y d i r e c t l y . The o n l y t h i n g I can draw upon from my 
own e x p e r i e n c e here i s d o i n g a j o b f o r a c h u r c h , which 
was a l a r g e r o u n d e l ceramic t o go on t h e o u t s i d e o f a 
chur c h i n Newcastle. And I was conned i n t o i t , i n i t i a l l y ; 
i n f a c t I knew I was b e i n g conned i n t o i t . I t was a 
f r i e n d o f a f r i e n d s o r t o f t h i n g . I was v e r y unhappy 
about i t - p a r t i c u l a r l y as an a t h e i s t . But I v/as g i v e n 
a f r e e hand. And t h e n , a f t e r I ' d agreed t o do i t , t h e 
f r e e hand began t o d i s s o l v e , a n d t h e y asked f o r drawings 
which would g i v e them some i n d i c a t i o n o f t h e s o r t s o f 
t h i n g s I was t h i n k i n g o f - v/hich, a t f i r s t s i g h t , seemed 
re a s o n a b l e I suppose. So, I was reas o n a b l e and gave them 
some d r a w i n g s . And t h e y p i c k e d on samples and s a i d , 
Yes; t h a t was n i c e ; t h a t ' s t h e s o r t o f t h i n g t h e y want. 
And i t went on from t h e r e , and t h e f r e e hand e v e n t u a l l y 
c o m p l e t e l y d i s a p p e a r e d , and I was b e i n g d i c t a t e d 
t o v e r y p r e c i s e l y about what t h e y wanted - how t h e y wanted; 
i t . And i t f i n i s h e d up w i t h them e f f e c t i v e l y b e g i n n i n g , 
t o do my d e s i g n f o r me. And, i n t h e end, I made t h e 
compromise, I s a i d , 'Well; O.K., t h a t ' s what you want; 
you can have i t . ' I d i d i t ; went away, and g r a t e f u l l y 
f o r g o t about i t . I t h i n k t h a t s o r t o f s i t u a t i o n , where 
an a r t i s t i s employed d i r e c t l y by t h e c i t y c o u n c i l , v/ould 
c e r t a i n l y be a v e r y g r e a t danger. Would i t improve t h e 
v i s u a l environment? I t h i n k i t would; c e r t a i n l y I 
t h i n k an i n f o r m e d o p i n i o n i n c i t y c o u n c i l s w o u l d n ' t do 
a n y t h i n g but good. How much good i s a n o t h e r m a t t e r , 

13. 
Q. "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s 
i n B r i t a i n ? " 
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A. I t h i n k t i m e s are h a r d . People a r e n ' t b u y i n g . 
There i s n ' t t h e work around f o r an a r t i s t t h a t t h e r e 
was t h r e e or f o u r y e a r s ago. • To be s p e c i f i c , and quote 
a f r i e n d o f mine; h i s e a r n i n g s (and he's someone who 
v/as f u n c t i o n i n g v e r y much as an a r t i s t ) h i s e a r n i n g s 
from h i s work have gone down from n e a r l y t h r e e thousand 
pounds a year t o c u r r e n t l y under s i x hundred pounds a 
y e a r . I t h i n k t h a t ' s a r e f l e c t i o n o f , s o r t o f , t h e economic 
c o n d i t i o n s . That's t h e economic s i d e o f i t . The 
A r t s C o u n c i l . t r i e s h a r d i n , I t h i n k , a v e r y 
d i f f i c u l t s i t u a t i o n . The t r o u b l e i s , w i t h t h e A r t s 
C o u n c i l , and I suspect i t ' s not so much a c r i t i c i s m o f t h e 
A r t s C o u n c i l as a c r i t i c i s m of human b e i n g s , i t t e n d s t o 
f u n c t i o n v e r y much on t h e t r a d i t i o n a l o l d -boy n e t ; i t ' s 
a d i f f e r e n t net from t h e p u b l i c - s c h o o l n e t , but i t f u n c t i o n s 
on • a p r e t t y c l e a r n e t w o r k . 

1*f. 
Qe T h i s i s a quote f r o m Cezanne; " • I must go on w o r k i n g , 
but n o t i n o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , w h i c h i s 
so much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y 
w hich i s commonly so much admired i s n o t h i n g b u t t h e 
accomplishment o f a c r a f t s m a n , and makes my work produced 
i n t h a t way i n a r t i s t i c and v u l g a r . I must not t r y t o 
f i n i s h a n y t h i n g except f o r the p l e a s u r e o f making i t t r u e r ' 
and v / i s e r . • ( a ) What i s your r e a c t i o n t o t h e s e views? 
( b ) I s ' a r t f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A 8 I t h i n k ' a r t f o r a r t ' s sake' must be l i b e r a t i n g . 
•Must' because i t g i v e s i t the fr e e d o m and independence„ 
V/hat i s my r e a c t i o n t o t h e s e views? W e l l , y es; C6zanne 
had a l o t t o say which was v e r y good, and t h a t ' s , I t h i n k , 
v e r y r e l e v a n t . I t ' s i n t h e c o n t e x t a l s o o f h i s p e r i o d - a 
c a r r y over f r o m e a r l y n i n e t e e n t h c e n t u r y French a r t and 
a t t i t u d e t o f i n i s h - i s p e r f e c t l y u n d e r s t a n d a b l e and 
e x p l i c a b l e . ' I must n o t t r y t o f i n i s h a n y t h i n g except 
f o r t h e p l e a s u r e o f making i t t r u e r and w i s e r ' ; y e s , 
s u r e . 
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15. 
Q» "Hhere i s l i t t l e doubt t h a t , i n some sense or 
o t h e r , t h e a r t i s t i s alv/ays t o be r e g a r d e d as p s y c h o t i c . 
He may not be m a n i f e s t l y p s y c h o t i c ; he may r a t h e r be a 
p s y c h o t i c t y p e v/ho has found some v/ay o f d i s g u i s i n g , or 
compensating f o r , h i s p s y c h o s i s ' . ( a ) Do you t h i n k t h i s 
v iew has any g e n e r a l c u r r e n c y ? ( b ) Do you t h i n k t h i s 
view has any v a l i d i t y ? " 

A. Something's happened t o Ereud i n t h e i n t e r i m h e r e , 
I t h i n k . P s y c h o t i c . My u n d e r s t a n d i n g o f t h e word 
p s y c h o t i c l e a d s me t o t h i n k o f d e l i r i u m s o f grandeur. 
I s a i d t o you b e f o r e t h a t a r t i s t s when t h e y s t a r t t o w r i t e 
or t a l k about t h e i r work t e n d t o sound p r e s u m p t i o u s . 
One of t h e reasons, I t h i n k , f o r t h i s , i s t h a t we a r e 
p l a y i n g someone e l s e ' s game, i n a sense. Our game i s 
n o t h i n g t o do w i t h words, b a s i c a l l y . When we get onto t h e 
u n f a m i l i a r i n t h e sense o f v e r b a l language, we perhaps 
over-compensate a l i t t l e b i t . Maybe t h a t ' s what t h e 
compensation i s . I t h i n k i n e v i t a b l y t h e a r t i s t has got 
t o i s , by i m p l i c a t i o n a t l e a s t ( n o t has got t o ) 
i s by i m p l i c a t i o n someone who i s d i f f e r e n t ; t h a t doesn't 
make him b e t t e r t h a n or worse t h a n ; he i s d i f f e r e n t f r o m . 
I f one i s d i f f e r e n t f r o m , t h e n , I t h i n k , when viewed by 
o t h e r people any s t a t e m e n t s t h a t you make t e n d t o be 
rega r d e d d i f f e r e n t l y , a g a i n . P a r t o f t h e b u s i n e s s o f 
b e i n g an a r t i s t i s your s e e i n g l i f e , t h e w o r l d , or v i s u a l 
e x p e r i e n c e , i n a p a r t i c u l a r v/ay, v/hich i s i n some v/ay 
d i f f e r e n t , o r , i n some v/ay p e r s o n a l . I t h i n k t h e view 
t h a t t h e p u b l i c has o f t h e a r t i s t c o n d i t i o n s t h i s as w e l l , 
i n t h a t t h e p u b l i c always, these days, are t e r r i f i e d o f 
b e i n g made a f o o l o f , made t o l o o k s t u p i d ; t h e y c a n ' t 
comprehend what's g o i n g on i n t h e w o r l d o f a r t , and so 
t h e y , i n a sense, are an x i o u s t o get back a t t h e a r t i s t 
i n some s m a l l way or o t h e r . And I t h i n k i t ' s p e r f e c t l y 
u n d e r s t a n d a b l e - i n d e e d , t o be ex p e c t e d . And so, when 
an a r t i s t s t a r t s v / r i t i n g t h i n g s and s a y i n g t h i n g s , i f t h e 
p u b l i c or a c r i t i c can get h o l d of i t and make i t l o o k 
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s t u p i d , . . . . w e l l , t h e y ' r e q u i t e a t l i b e r t y t o do so. 
And I t h i n k a r t i s t s sometimes use words v e r y d i f f e r e n t l y 
f r o m o t h e r p e o p l e . They depend upon t h e same s o r t o f 
t h i n g s i n language - spoken language - as t h e y do i n v i s u a l 
language; and t h e nuances are o f t e n p e r s o n a l , almost 
p r i v a t e , and r e l a t e t o p r e v i o u s e x p e r i e n c e s . So 
perhaps t h e i r use o f language i s s l i g h t l y d i f f e r e n t from 
some who would use t h e language w i t h g r e a t e r p r e c i s i o n , 
b u t n ot n e c e s s a r i l y g r e a t e r e x p r e s s i v e powers. 

16. 
Q. 1 , 1 Our g u i d i n g p r i n c i p l e was t h a t a r t i s t i c d e s i g n i s 
n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l a f f a i r , b u t s i m p l y 
an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . . . Our a m b i t i o n 
was t o rouse the c r e a t i v e a r t i s t "from h i s o t h e r w o r l d l i n e s s 
and r e i n t e g r a t e him i n t o t h e workaday w o r l d o f r e a l i t i e s ; 
and, a t t h e same t i m e t o broaden and humanise t h e r i g i d , 
almost e x c l u s i v e l y m a t e r i a l , mind o f t h e b u s i n e s s man. 
Thus our i n f o r m i n g c o n c e p t i o n o f t h e b a s i c u n i t y o f a l l 
d e s i g n i n r e l a t i o n t o l i f e was i n d i a m e t r i c a l o p p o s i t i o n 
t o t h a t o f ' a r t f o r . a r t ' s s a k e 1 , and t o t h e even more 
dang p h i l o s o p h y i t sprang f r o m : b u s i n e s s as an end 
i n i t s e l f , ' , N _ . „ 

( a ) Do you agree v / i t h G r opius m s a y i n g 
t h a t ' a r t i s t i c d e s i g n i s ' . . . . s i m p l y an i n t e g r a l p a r t 
o f the s t u f f o f l i f e ' ? ( b ) Do you t h i n k any o f t h e 
Bauhaus i n t e n t i o n s , as expressed above, have been r e a l i s e d ? 
(by t h e Bauhaus or any o t h e r p e r s o n s / g r o u p s ? ) " 

A. T h a t ' s q u i t e a m o u t h f u l , i s n ' t i t ? 

SQ. Yes. 

A. I don't agree w i t h a l o t o f what Gr o p i u s has t o say. 
I t h i n k t h a t a r t i s t i c d e s i g n has q u a l i t i e s which are 
dependent upon i n t e l l e c t , and so i t . . . . a r t i s t i c d e s i g n 
can be d e s c r i b e d as an i n t e l l e c t u a l a f f a i r . I t i s a l s o 
m a t e r i a l i n t h e d e s i g n sense, and, i t ' s a l s o an i n t e g r a l 
p a r t o f t h e s t u f f o f l i f e . V/ith r e g a r d t o t h e Bauhaus 



and t h e i r a m b i t i o n t o rouse t h e c r e a t i v e a r t i s t f r o m h i s 
o t h e r w o r l d l i n e s s and r e i n t e g r a t e him i n t o the 
workaday w o r l d o f r e a l i t i e s - t h a t ' s what I t h i n k d e s i g n 
i s a b o u t . I t ' s d e v e l o p i n g an a t t i t u d e i n someone w i t h 
a e s t h e t i c u n d e r s t a n d i n g which can enable him t o make t h e 
necessary compromises f o r commercial purposes. I t h i n k 
i t v/as d i a m e t r i c a l l y i n o p p o s i t i o n t o t h a t o f ' a r t f o r 
a r t ' s sake', but I t h i n k t h a t d e s i g n , i n t h i s sense, i s 
i n e v i t a b l y g o i n g t o have t o make compromises w h i c h ' a r t 
f o r a r t ' s sake' doesn't have t o make. 'Have any o f t h e 
Bauhaus i n t e n t i o n s been r e a l i s e d ? 1 oh, any o f t h e 
i n t e n t i o n s expressed h e r e . I t ' s not had a g r e a t e f f e c t 
on d e s i g n f o r a l o n g t i m e now; perhaps t h a t v/as because 
t h e y d i d o t h e r t h i n g s t h a n what t h e y s t a t e d v/as t h e i r 
i n t e n t i o n h e r e . 

17. 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e 
a r t i s t i n B r i t a i n ? " 

A. Present p o s i t i o n . . . . I t h i n k t h e r e a r e more g a l l e r i e s 
around nowadays. They're h a v i n g a hard t i m e - a l e a n t i m e 
t h a t ' s not so good. I t h i n k London i s so much c e n t r e o f 
th e a r t w o r l d i n b o t h a commercial sense and an e x h i b i t i o n 
sense t h a t some t h i n g s have happened t h e r e which I t h i n k 
c o u l d spread o u t s i d e - t o p l a c e s l i k e Cambridge. J u s t 
t a k i n g mundane t h i n g s l i k e s t u d i o s ; s t u d i o s a r e damn 
hard t o f i n d , i f you t a k e Cambridge as i n some ways a 
t y p i c a l , and, i n some ways, q u i t e u n t y p i c a l c i t y o u t s i d e 
t h e m e t r o p o l i s ; you j u s t c a n ' t seem t o get a s t u d i o . 
I gave up and I now use a s t u d i o i n c o l l e g e . I t h i n k t h a t 
i f E a s t e r n A r t s d i d a b i t more about them t h e y would t r y 
and do t h e same s o r t o f j o b t h a t Space have done i n 
London - f i n d i n g s t u d i o s and p e r s u a d i n g owners o f d e r e l i c t -
warehouses t o l e t a r t i s t s use t h e accomodation. The 
p r e s e n t s t a t e o f t h e a r t s , or s i t u a t i o n t h a t t h e a r t i s t s 
f i n d t hemselves i n I n a sense t h e y haven't a n y t h i n g 
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t o c o m p l a i n about, r e a l l y ; we are t h e l i c e o f t h e w o r l d ; 
we l i v e o f f t h e backs. 

18. 
Q. "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

A. No. At l e a s t yes; t h e r o l e i s a l r i g h t . I t h i n k 
t h e p o l i t i c a l manoeuvreings t h a t are a f f e c t i n g t h e a r t 
s c h o o l s are n o t . The f u n c t i o n t h e y have t o p e r f o r m as 
a r t e d u c a t o r s i s f i n e . I t h i n k t h a t what's happening, 
p a r t i c u l a r l y r e c e n t l y , i s t h a t t h e y are u n c o m f o r t a b l e , 
almost a n a c h r o n i s t i c s t r u c t u r e s w hich a d m i n i s t r a t i v e l y 
have been u n t i d y . And so a p o l i t i c a l d e c i s i o n has been 
made t o t i d y them up, and t h e y ' v e been t i d i e d up. 
A d m i n i s t r a t i v e l y t h a t may be f i n d ; I'm not v e r y sure o f 
t h e e f f e c t t h a t t h a t v / i l l have on t h e way i n which t h e y 
can f u l f i l t h e i r r o l e . I'm f r a n k l y r a t h e r concerned, 
b u t , w e ' l l have t o v/ait and see. 

SQ. Do you see any p r e s s u r e t o w a r d s t h e academic i n c r e a s i n g 
t h r o u g h the p o l y t e c h n i c s ? 

A. There v/as a b i g move a f t e r t h e v/ar t o t r y and persuade 
t h e p u b l i c t h a t t h e s e p a r a t i o n o f h o u s i n g u n i t s was bad, 
and, s o r t o f i n t e l l e c t u a l l y , one went a l o n g w i t h t h e 
n o t i o n t h a t t h e dustman s h o u l d l i v e n e x t door t o t h e d o c t o r 
who would l i v e n e x t door t o t h e garage mechanic who s h o u l d 
l i v e n e x t door t o t h e b u s d r i v e r who s h o u l d l i v e next 
door t o the l a w y e r . And, f o r a l l s o r t s o f p o l i t i c a l 
r easons one t e n d s t o have, I t h i n k w i t h me, a c e r t a i n 
sympathy w i t h t h i s n o t i o n . B u t , i t d i d n ' t work. And i t 
d i d n ' t work because people are d i f f e r e n t . They f u n c t i o n 
i n d i f f e r e n t ways; t h e y t h i n k i n d i f f e r e n t ways; t h e y 
t a l k i n d i f f e r e n t ways, and t h e y have d i f f e r e n t s o r t s o f 
i n t e r e s t s and f r i e n d s . What's happening w i t h t h e 

p o l y t e c h n i c ' s developments seems t o me almost an e x t e n s i o n 
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o f t h a t . The n o t i o n t h a t a l l l e a r n i n g s h o u l d go on i n 
one g r e a t m o n o l i t h i c s t r u c t u r e seems f i n e . A l l t h e s e 
young people are a l l t h i r s t y and y e a r n i n g f o r g r e a t e r 
u n d e r s t a n d i n g and more and more e x p e r i e n c e o f t h e academic. 
And so what you do i s you put them a l l t o g e t h e r and say, 
'There you a r e ; you're a l l t o g e t h e r ; you're g o i n g t o 
l e a r n a l o t f r o m one a n o t h e r ' . And, sometimes some 
people do. But I t h e f a c t t h a t t h e r e are such 
t h i n g s as s p e c i a l i s m s - t h e f a c t t h a t t h e r e a r e t h i n g s 
you go t o u n i v e r s i t y t o r e a d , s p e c i a l s u b j e c t s - i s something 
which has emerged over a g r e a t l e n g t h o f t i m e . And one 
o f t h e reasons t h a t t h e y ' v e been able t o develop i s 
because o f t h e i r v e r y s p e c i a l i s m . I'm not a d v o c a t i n g 
t h e break up o f a l l t h e p o l y t e c h n i c s i n t o m i n i a r t s c h o o l s 
and m i n i s c h o o l s o f p h i l o s o p h y and so on, b u t , I t h i n k 
t h a t t h e a r t s c h o o l can, i n a sense, b e n e f i t f r o m t h i s 
v e r y i s o l a t i o n from o t h e r A l t h o u g h where I t h i n k 
t h e a r t s c h o o l s have l o s t out i s t h a t t h e y haven't 
r e a l i s e d q u i t e t h e b r e a d t h o f t h e i r own s t u d y and b r o u g h t 
i n people l i k e p h i l o s o p h e r s t o t e a c h a l o n g s i d e a r t i s t s . 
There's been some a t t e m p t a t i t , but I'm not v e r y c o n v i n c e d 
by v/hat I've seen o f t h e a t t e m p t s - s o r t o f an a t t e m p t t o 
g i v e t h e a r t i s t a b i t o f ' c u l t u r e ' , poor i g n o r a n t bugger 
t h a t he i s ; he sh o u l d be made t o read Shakespeare, or 
w h a t e v e r ] That's wrong,- I'm c o n v i n c e d . O.K., s u r e . 
I t h i n k t h e r e are t h i n g s t h a t are r e l e v a n t t o a r t i s t s , b u t 
th e v/ay i s not t o put him i n a l a r g e complex and say, 
'There you a r e ] I t ' s a l l around you; go and d r i n k , ' 
So t h e a r t s c h o o l b u t , as always, one t a l k s about 
The a r t s c h o o l , and t h e r e are many a r t s c h o o l s - some o f 
them v e r y good, and some o f them a b s o l u t e l y d i a b o l i c a l . 
And one g e n e r a l i s e s so much; b u t , t h e n a g a i n , one 
g e n e r a l i s e s about 'The P o l y t e c h n i c ' ; t h e r e are good and 
bad. As alv/ays these are dependent on t h e men who 
a c t u a l l y f u n c t i o n and make them.... make them r u n . L i k e 
a s c h o o l ; t h e s c h o o l my k i d s go t o i s as good as t h e 
headmaster; or as good as t h e headmaster can make i t f o r 
h i s s t a f f . 
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19. 
Q» "Do you c o n s i d e r t h a t t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . t h o se who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n p r o m o t i n g any p a r t i c u l a r c o n c e p t i o n o f 
a r t and a r t i s t s p u b l i c l y ? " 

A, Yes, I t h i n k t h e y do. Kandinsky had t h e n i c e t h e o r y 
(he had t h i s g r e a t hang-up about t r i a n g l e s . . . . read a l o t 
o f Kandinsky i n our course, you see - anyone w h o ' l l 
speak about t h e e t h e r e a l perfume o f a t r i a n g l e i s perhaps 
r a t h e r s u s p e c t ) , b u t , I t h i n k one o f t h e t h i n g s he s a i d 
which i s r e l e v a n t i s , t o paraphrase i t ; The development 
o f a r t i s r a t h e r l i k e a t r i a n g l e , t h e apex o f which i s 
b e i n g pushed up by d i s c o v e r i e s o f a r t i s t s now i n v o l v e d i n 
t h e p r o c e s s , and t h a t man b r e a k i n g new ground has w i t h 
him o t h e r men who a r e engaged on s i m i l a r s o r t s o f work,. 
and t h e y can u n d e r s t a n d t h e n a t u r e o f , or t h e v a l u e o f , 
t h e d i s c o v e r y ; and t h e n you go down t h r o u g h p r o g r e s s i v e 
l a y e r s of e x p e r i e n c e and u n d e r s t a n d i n g So you do 
need people who a r e a b l e t o l e a d o t h e r s t o a b e t t e r 
u n d e r s t a n d i n g . I don't know i f you've ever had t h e 
e x p e r i e n c e o f b e i n g i n a g a l l e r y , and s e e i n g someone 
g i v e a l e c t u r e . I t ' s i n c r e d i b l e ; t h e y c o l l e c t a whole 
ho s t o f people who are r e a l l y n o t h i n g t o do w i t h t h e 
l e c t u r e . They may s t a r t g i v i n g a l e c t u r e t o t e n s t u d e n t s 
o r t e n people, and f i n i s h up g i v i n g a l e c t u r e t o f i f t y . 
So people do l i k e o t h e r s t o h e l p them u n d e r s t a n d and t o 
respond t o work. A v e r y s m a l l t h i n g . . . we were i n t h e 
N a t i o n a l G a l l e r y ( I ' v e got two d a u g h t e r s ) , and t h e y asked 
me something about m a t e r i a l s , and so, v e r y q u i c k l y , I 
s t a r t e d t o t a l k t o them, and I f o r g e t what was b e i n g s a i d , 
b u t I t h e n t o o k them and showed them a tempera p a i n t i n g , 
and a f r e s c o , and e a r l y F l e m i s h , and V e n e t i a n - and i t 
was done v e r y q u i e t l y , me j u s t t a l k i n g t o my k i d s . B u t , 
when I got t o t h e t h i r d g a l l e r y , I r e a l i s e d t h e r e were 
about e i g h t people a l l s t a n d i n g around b e h i n d l i s t e n i n g 
t o me t a l k t o my young c h i l d r e n . And I t h i n k people 
l i k e t o know - want t o know - more; and so people who 
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can h e l p the p u b l i c t o u n d e r s t a n d . . . . O.K., some w i l l 
get i t wrong; a l o t w i l l get i t wrong. But a t l e a s t I 
t h i n k t h e y ' r e d o i n g some p r o m o t i o n . And t h e y ' r e h e l p i n g 
t h e p u b l i c ; t h e y may be h e l p i n g t h e a r t i s t . O b v i o u s l y 
some w r i t e r s t h e r e a r e . . . p a r t i c u l a r t h i n g s which i n t e r e s t 
them. J u s t l o o k a t t h e e f f e c t o f R u s k i n . Enormous 
e f f e c t . You c o u l d say t h a t he d e s t r o y e d T u r n e r i n a 
sense. I'm not v e r y sure t h a t he d i d , but one c o u l d 
c e r t a i n l y argue t h a t . But I t h i n k he h e l p e d t o promote 
a p a r t i c u l a r c o n c e p t i o n o f a r t . I n some ways he may be 
regarded as h a v i n g been m i s g u i d e d . I don't t h i n k I 
would l i k e t o s t a n d up and be brave enough t o say t h a t i t 
was an e v i l i n f l u e n c e , or a wrong i n f l u e n c e . He made 
a c o n t r i b u t i o n t o t h e u n d e r s t a n d i n g o f a l o t o f p e o p l e ; 
I t h i n k he a l s o may have h e l p e d a r t i s t s . Then what was 
t r u e t h e n i s t r u e now. I t seems t o me almost b e h i n d 
t h i s q u e s t i o n , a g a i n . . . t h i s t h i n g I mentioned e a r l i e r ; 
t h e f e a r t h a t people have o f b e i n g conned by modern a r t . 
And, a t the same t i m e , t h e y l i k e t o u n d e r s t a n d ; t h e y l i k e 
t o know t h a t t h e y ' r e not b e i n g conned or t h e y l i k e t o 
know t h a t t h e r e i s a b i g come-on. And so the r o l e o f 
t h e c r i t i c - t h e s e r i o u s c r i t i c - i s i m p o r t a n t . 

20. 
Q. "What do you t h i n k o f t h e p r e s e n t r a t i o between 
a r t / c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n and 
t h e o r i s a t i o n , as i t t a k e s p l a c e i n , f o r i n s t a n c e , s c h o o l s , 
a r t s c h o o l s , h i g h e r e d u c a t i o n , T.V., P r e s s , r a d i o , o r any 
o t h e r a r e a s ? " 

A. I t h i n k t h e r e a r e tv/o almost c o n t r a d i c t o r y responses 
t h a t t h i s q u e s t i o n e l i c i t s from me. There i s so much 
p r e t e n t i o u s v e r b i a g e coming from t h e S t a t e s about a r t , 
and a l o t o f o t h e r t h i n g s - r a t h e r a p u b l i s h or p e r i s h 
syndrome. But, I t h i n k t h a t t h e r e i s an i n t e l l e c t u a l 
a spect t o t h e process o f a r t . I t i s r e f i n e d by d i s c u s s i o n . 
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I t h i n k t h e d i s c u s s i o n t h a t goes on between a r t i s t s i s t h e 
most h e l p f u l t h i n g f o r a r t i s t s . I know s e v e r a l people 
whose work I don't l i k e , but whose o p i n i o n s I r e s p e c t . 
But I l i s t e n t o them more t h a n I l i s t e n t o t h e o p i n i o n 
o f the m y t h i c a l m a n - i n - t h e - s t r e e t . The f u n c t i o n o f t h e 
d i s c u s s i o n i n t h e s c h o o l s and t h e a r t s c h o o l s and h i g h e r 
e d u c a t i o n i s one o f , I t h i n k , b r o a d l y u n d e r s t a n d i n g , o f 
d e v e l o p i n g an a t t i t u d e or approach w h i c h w i l l be h e l p f u l 
- w i l l expand t h e i r h o r i z o n - w i l l h e l p them. But t h e 
T.V.,... The p r e s s ; yes; t h e s p e c i a l i s t p r e s s ; s u r e . 
A gain one knows magazines you wo u l d n ' t g i v e a l i g h t f o r 
an o p i n i o n f r o m them. Whereas o t h e r s w i t h c r i t i c s one 
r e s p e c t s , and h i g h q u a l i t y r e v i e w s and s e r i o u s r e v i e w s 
t h a t one t a k e s a g r e a t d e a l o f note o f . But t h e press 
g e n e r a l l y i s a g a i n i n a compromised s i t u a t i o n . I t ' s 
t r y i n g t o s e l l newspapers f i r s t . I f t h e r e happens t o be 
a b i t o f i n f o r m a t i o n or c u l t u r a l l e v e l l i n g t h a t ' s almost 
a b y - p r o d u c t i n t h e i r terms. About t e l e v i s i o n , I always 
f i n d m y s e l f v e r y d i s t r e s s e d by t h e b a n a l i t y o f much t h a t 
goes out about t h e a r t s . I t makes me w o r r i e d a g r e a t 
d e a l about t h e r e s t o f t e l e v i s i o n . Anyone who knows 
a n y t h i n g about a p a r t i c u l a r s u b j e c t under d i s c u s s i o n 
always seems t o be up i n arms about i t ; says, 'How 
t r i t e j How wrong.' 1, or 'How dangerous t o put t h a t 
over i n t h a t way.' But, a g a i n , t h a t . . . . t h e y ' r e 
more i n t e r e s t e d i n r a t i n g s , o f t e n , t h a n t h e q u a l i t y o f 
what t h e y ' r e 

21. 
Q. "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e adherence t o a p a r t i c u l a r 
s t y l e and mode o f e x p r e s s i o n as a p r e - r e q u i s i t e f o r success, 
or c o n t i n u i n g success?" 

A. I don't t h i n k t h e y . . . e i t h e r t h e c r i t i c s o r t h e a r t 
market n e c e s s a r i l y f o r c e adherence t o a p a r t i c u l a r s t y l e 
and mode o f e x p r e s s i o n . There a r e examples o f t h i s 
o c c u r r i n g ; I can t h i n k of one p a r t i c u l a r a r t i s t who 
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t o o k some work a l o n g t o h i s g a l l e r y , and t h e y s a i d , 
'That's no good; we can't s e l l t h a t ; y o u r work's always 
i n t r i a n g l e s ; go back and so some more t r i a n g l e s , q u i c k . ' 
And he went back and d i d some more t r i a n g l e s . There 
was an example o f the a r t market e n c o u r a g i n g adherence 
t o a p a r t i c u l a r s t y l e and mode o f e x p r e s s i o n ; i t d i d n o t 
f o r c e i t though; t h e a r t i s t c o u l d have s a i d , 'Get 
s t u f f e d ' 1 I t may have been a p r e - r e q u i s i t e o f c o n t i n u i n g 
success f o r t h a t p a r t i c u l a r a r t i s t . I t h i n k t h e r e ' s 
a n o t h e r f a c t o r here which i s more important, t h a n t h i s , 
and t h a t i s t h a t any p e r i o d has focussed upon p a r t i c u l a r 
problems. And t h e y have f o c u s s e d upon them i n p a r t i c u l a r 
ways. So t h e r e tends t o be a g e n e r a l i t y o f appearance 
t o t h e work of any p e r i o d . O.K., t h e r e are rogues. 
There are r o g u e - a r t i s t s who break t h i s , and, W i l l i a m 
Blake doesn't f i t i n w e l l . But he wouldn' t f i t i n w e l l 

anywhere. And t h a t i s r i g h t , and, I'm s u r e , proper? 
But I don't t h i n k one can be c r i t i c a l o f a r t i s t s f o r b e i n g 
c h i l d r e n o f t h e i r own t i m e , p e r i o d , or c u l t u r e . A l l 
o f these t h i n g s a f f e c t the. f o r m a t o f a work, and t h e change 
t e n d s t o be r a t h e r slow - v e r y seldom enormously d r a m a t i c . 
So t h a t t h e v/ork t h a t appears a t any one t i m e almost l o o k s 
as though i t ' s been c o n f i n e d v / i t h i n p a r t i c u l a r b o u n d a r i e s . 
Indeed i t has, b u t t h e y ' r e not t h e b o u n d a r i e s s e t up by 
t h e c r i t i c s or t h e a r t market. They're t h e b o u n d a r i e s 
s e t up by t h e t h i n g s which are beyond t h e c o n t r o l o f t h e 
a r t i s t . 

22. 
Qo T h i s i s a quote from Bruce A l l s o p p ; " ' A r t i s something 
w h i c h i s p a r t o f t h e a r t i s t ' s s e l f , as he i s , and not 
something which he s e l l s t o e a r n a l i v i n g . ' I s t h i s t r u e ? 
Or i s i t t r u e f o r you?" 

A. C e r t a i n l y a r t i s something which i s p a r t o f t h e 
a r t i s t ' s s e l f , as he i s ; i t ' s a l s o , p o s s i b l y , something 
w h i c h he s e l l s t o earn a l i v i n g . I don't s e l l t o ea r n 
a l i v i n g - t h i s i s the compromise t h i n g . I t h i n k a l l 
work i n some sense of t h e a r t i s t i s p a r t o f h i m s e l f . 
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I know I'm as g u i l t y as anyone o f s a y i n g t h a t my work i s 
n o t a u t o b i o g r a p h i c a l . I t ' s not a u t o b i o g r a p h i c a l , n e c e s s a r i l y , 
i n the s i m p l e sense; i t i s i n an a b s o l u t e t r u e r sense i n 

b e i n g a r e f l e c t i o n o f what you a r e as a person; what 
you're about - t h e e m o t i o n a l f a c t s w hich a r e a f f e c t i n g 
you as a human b e i n g . 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l of t e c h n i c a l 
accomplishment, or s k i l l . Would you d i s t i n g u i s h s k i l l 
f r o m a r t ? I f so, v/ould you see t h i s as a d i f f e r e n t 
l e v e l o f d i s t i n c t i o n t h a n t h a t , f o r example, between an 
a v e r a g e l y s k i l l e d t e n n i s p l a y e r , and t h e a b i l i t y o f a 
t o p c l a s s p r o f e s s i o n a l ? " 

A» I t h i n k c e r t a i n l y any a c t i v i t y one engages i n , as 
an a r t i s t , r e q u i r e s s k i l l ; b ut t h e s k i l l t h a t ' s b e i n g 
used f o r p a r t i c u l a r purposes which not n e c e s s a r i l y 
r e l a t e s t o t h e s k i l l i t s e l f . I f i t were, I t h i n k , t h a t 
element which was s k i l l would be g i v e n g r e a t e r prominence 
t h a n o t h e r f a c t o r s i n the work. I t h i n k , you know, 
t h e r e are t h i n g s about a r t i s t s I t h i n k s u p e r f i c i a l l y 
one responds t o t h e s k i l l o f a t e n n i s p l a y e r and a t o p 
c l a s s p r o f e s s i o n a l , but t h e r e ' s a l l s o r t s o f reasons why 
t h a t b r e a k s down. I t h i n k t h e r e a r e , as a l w a y s , a f a i r 
number o f us around who, w i t h o u t any sense o f b e i n g w o r l d 
s h a t t e r i n g or even i m p o r t a n t are t h e e q u i v a l e n t o f a 
r e a s o n a b l y s k i l l e d t e n n i s p l a y e r . There a r e o t h e r s 
around - a g r e a t army but I don't t h i n k t h a t can be 
s u s t a i n e d . The r e l a t i o n s h i p between t e c h n i c a l e x p e r t i s e 
and a work o f a r t i s sometimes o v e r - s t a t e d . I ' l l l e a v e 
i t a t t h a t i f I may. 

2'4. 
Q. "Can I l e a r n t o be an a r t i s t o r must I have a c e r t a i n 
l e v e l o f p r e - e x i s t i n g t a l e n t . " 
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A. I t h i n k we a l l have as human b e i n g s q u a l i t i e s 
v/hich t h e w o r l d l a b e l s as b e i n g a r t i s t i c . E d u c a t i o n can 
c e r t a i n l y h e l p t h e development o f t h e s e . I t h i n k t h a t 
i s f o r t h e b e n e f i t of t h e person, r a t h e r t h a n anybody 
e l s e . I t doesn't n e c e s s a r i l y make them i n t o a r t i s t s . 
A l o t o f nonsense, I t h i n k , i s t a l k e d about a r t - t h e 
u s u a l nonsense, you know, you're e i t h e r b o r n w i t h i t or 
you're n o t . There a r e a l l s o r t s o f t h i n g s which a f f e c t 
t h i s . The s o r t o f t h i n g s I'm t a l k i n g about here a r e 
e x p e r i e n c e s , o p p o r t u n i t i e s . There's t h i s g r e a t myth 
about t h e a r t i s t b e i n g an i n a r t i c u l a t e i d i o t ; I haven't 
known an a r t i s t who's been an i n a r t i c u l a t e i d i o t . 
Sometimes some o f them put up t h e p r e t e n c e , but I'm sure 
t h i s i s a de f e n c e . I remember t e a c h i n g when I f i r s t carae 
o u t o f c o l l e g e , where, a t a p a r t i c u l a r s c h o o l I had a l o t 
o f a d m i r a t i o n f o r t h e work o f one p a r t i c u l a r k i d . He 
was v e r y s p e c i a l ; he had c o n s i d e r a b l e manual d e x t e r i t y . 
But he was a l s o a d i f f i c u l t c h i l d ; a c h i l d who had problems 
w i t h r e a d i n g and numeracy. And I made a l o t o f e n q u i r i e s 
about t h i s p a r t i c u l a r c h i l d t h r o u g h o u t t h e s c h o o l , and 
I t h e n went back t o h i s j u n i o r s c h o o l and t a l k e d t o t h e 
t e a c h e r s who t a u g h t him t h e r e ; and e x a c t l y t h e same t h i n g : 
came up. I f you take i t c h r o n o l o g i c a l l y , r i g h t f r o m t h e 
j u n i o r s c h o o l , he'd been a d i f f i c u l t k i d ; he had had 
problems w i t h r e a d i n g ; he'd had problems w i t h 
c o u n t i n g - mathematics - w i t h o r g a n i s i n g a b s t r a c t t h o u g h t 
p r o c e s s e s . ' But he l i k e d t o draw. So, when t h i n g s l o o k e d 
l i k e t h e y v/ere g o i n g t o be d i f f i c u l t f o r t h i s c h i l d , t h e 
t e q c h e r would say, 'That's a l r i g h t .Peter; you s i t and go 
and draw t h a t ' . And when he was w r i t i n g , ' Well, don't 
b o t h e r t o w r i t e t h e s t o r y ; j u s t w r i t e a few words, and 
draw t h e p i c t u r e . ' He was g o i n g t h r o u g h a p a r t i c u l a r 
phase o f b e i n g d i s r u p t i v e i n a c l a s s , and so t h e t e a c h e r 
d i s c o v e r e d t h a t t h e s o l u t i o n t o t h i s was t o say t o t h e 
c h i l d , 'Go and p a i n t t h a t p i c t u r e you were t e l l i n g us 
ab o u t ' , so he'd go and p a i n t h i s p i c t u r e . So, he comes 
t o the secondary s c h o o l , and he, by t h i s s t a g e had had 
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more e x p e r i e n c e o f d r a w i n g and p a i n t i n g t h a n most o f t h e 
k i d s i n t h e s c h o o l ; much more. And i t was s o m e t h i n g 
t h a t he was s u c c e s s f u l a t ; so he l i k e d i t , and so he 
spent more time a t home dra w i n g and p a i n t i n g . So, by 
t h e t i m e he got t o secondary s c h o o l t h e a c t u a l e x p e r i e n c e 
he had had was enormous i n terms o f m a n i p u l a t i n g m a t e r i a l s . 
And t h e n he got t o secondary s c h o o l and s o m e t h i n g v e r y 
s i m i l a r happened, and t h e y encouraged him because t h e y 
l i k e d t o see him s u c c e e d i n g i n something. And so you've 
got t o t h e s t a t e when t h i s boy was about f i f t e e n , and he 
was a v e r y good a r t i s t t h e y a l l s a i d ; but he had much more 
chance; much more t i m e . I t h i n k t h a t any c h i l d g i v e n 
t h a t s o r t o f background and e x p e r i e n c e would have developed 
enormously - many o f them p r o b a b l y a g r e a t d e a l more. 
So t h a t I t h i n k t h a t some o f t h e reasons f o r t h i s a s s u m p t i o n 
t h a t you've e i t h e r got i t or you haven't r e l s . t e t o a 
p a r t i c u l a r e d u c a t i o n and e m o t i o n a l background o f a c h i l d . 

25. 
Q. "Are you happy w i t h the ways i n which the A r t s , 
C r a f t s and Design C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. I t ' s almost an i m p o s s i b l e j o b t h e y have t o do. 
I'm never q u i t e sure who t h e y ' r e o p e r a t i n g f o r . The 
a r t i s t s - many o f them t e n d t o be c o n v i n c e d t h a t t h e y ' r e 
o p e r a t i n g f o r t h e i r b e n e f i t ; t h e p u b l i c suspect t h a t t h i s 
i s t r u e and want t o change the way t h e y o p e r a t e , f o r t h e 
b e n e f i t o f the m y t h i c a l raan-in-the-street. I f t h a t c o u l d 
be r e s o l v e d I t h i n k t h e y c o u l d do a v e r y much b e t t e r j o b , 
e i t h e r f o r t h e p u b l i c or f o r t h e a r t i s t . There's t h i s 
uneasy m a r r i a g e which e x i s t s a t t h e moment. Perhaps 
t h e r e ' s a need f o r tv/o A r t s C o u n c i l s , i n a sense; one 
which i s p r o m o t i n g t h e a r t i s t s , s u p p o r t i n g them, and a n o t h e r 
one which i s d o i n g a p a r t i c u l a r j o b o f p u t t i n g t h i n g s 
b e f o r e t h e p u b l i c f o r o t h e r reasons t h a n f o r t h e b e n e f i t 
o f t h e a r t i s t . I mean i f you l o o k a t t h e R o y a l Academy 
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I suppose i t ' s d o i n g t h i s ; I don't have a l o t o f time f o r 
t h e R o y a l Academy, but t h e T u r n e r e x h i b i t i o n - t h a t was 
an o p e r a t i o n w h i c h was f o r t h e b e n e f i t o f t h e p u b l i c ; I 
would l i k e t o t h i n k t h a t t h e R o y a l Academy summer e x h i b i t i o n 
worked f o r t h e b e n e f i t o f t h e a r t i s t ; I s u s p e c t i t i s . 
T h e r e a r e two v e r y d i s t i n c t d i f f e r e n t f u n c t i o n s t h a t a r e 
b e i n g promoted by t h e R o y a l Academy. The A r t s C o u n c i l , 
i n a s e n s e , t r i e s t o do both t h o s e t h i n g s a t once, and 
I t h i n k t h e y make a h a s h o f i t b e c a u s e o f t h a t . I f 
the two t h i n g s c o u l d be s e p a r a t e d more p r e c i s e l y , t h e n I 
t h i n k t h e y c o u l d o p e r a t e much more s u c c e s s f u l l y . 



I n t e r v i e w T w e l v e 

F u l b o u r n e , Cambs. 

29 March 1975 

I n t e r v i e w t w e l v e i s w i t h a p r i n t - m a k e r and draughtsman, 
who a l s o does some v/ater c o l o u r work and wood e n g r a v i n g . 
At t h e time of b e i n g i n t e r v i e w e d he was t e a c h i n g t h r e e 
d a y s a week, w i t h some n i g h t - c l a s s t e a c h i n g i n w i n t e r s . 



INTERVIEW TWELVE 
F u l b o u r n e , Cambs. 
29 March 1975 

1. 
Q. "What a r e your main f i e l d s o f a c t i v i t y ? ( p a i n t e r , 
s c u l p t o r , weaver, e n g r a v e r , e t c . , e t c . , ) ? " 

A e W e l l , I'm a p r i n t - m a k e r , m a i n l y - p r i n t - m a k e r 
and draughtsman I would d e s c r i b e m y s e l f a s ; but I do 
a l s o do w a t e r - c o l o u r s , and o c c a s i o n a l l y b r e a k out i n t o 
wood e n g r a v i n g . 

2. 
Qo "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n o r 
d e s i g n e r ? Or any c o m b i n a t i o n o f t h e s e ? " 

A e Q u i t e d i f f i c u l t . I t h i n k a r t i s t , but c r a f t s m a n i n 
t h a t I h a n d l e a l l my own p r i n t i n g . 

3. 
Q. "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o 
you? a s r e g a r d s a r t or c r a f t ? Do you f e e l a r t i s a 
p r o f e s s i o n ? " 

A, Y e s I do. I n t h e s t r i c t s e n s e I r e g a r d i t a s 
meaning t h a t I t r y t o make a l i v i n g a t i t , and I t h i n k i t 
a l s o imposes c e r t a i n p r o f e s s i o n a l s t a n d a r d s on one, below 
w h i c h one t r i e s not t o s i n k . 
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Q. "Do you e x p e r i e n c e or f e e l t h e r e a r e any problems i n 
t h e t r i p a r t i t e d i v i s i o n s of a r t , c r a f t and d e s i g n ? " 

A. Y e s t h a t ' s d i f f i c u l t . D e s i g n i n what s e n s e - i n 
what t e r m s ? B e c a u s e i t ' s a v e r y w i d e . . . . 

SQ 0 T h e r e a r e c o u r s e s i n d e s i g n : t h e r e a r e p e o p l e who 
a r e t e x t i l e d e s i g n e r s . . . . d e s i g n e r s of f u r n i t u r e , or 
v/hatever. . . . w h i l e c r a f t s m a n i n c l u d e s the s o r t of t h i n g s 
promoted by t h e C r a f t s C o u n c i l . . . and t h e r e i s a r t i s t . Do 
you f e e l t h e s e a r e d i v i s i o n s w h i c h s h o u l d n ' t be t h e r e , o r 
w h i c h hamper y o u . . . . ? 

A. W e l l , what I f e e l I t h i n k i s t h a t anybody who s e t s 
out t o be a d e s i g n e r ought to have t h e same b a s i c t r a i n i n g , 
p e r h a p s , t h a t an a r t i s t h a s ; p a r t i c u l a r l y I t h i n k 
i t ' s a v i s u a l t r a i n i n g , and n e e d s a g r e a t d e a l o f v i s u a l 
a w a r e n e s s , and t h e n he h a s t o be aware of m a t e r i a l s and 
t h e i r p o t e n t i a l i t i e s , and i t v/ould p r o b a b l y be q u i t e a 
good t h i n g i f he s t a r t e d on a f a i r l y broad b a s i s - s a y 
a t a r t s c h o o l i n h i s l a s t y e a r s - and t h e n went on t o 
s p e c i a l i s e i n h i s p a r t i c u l a r f i e l d , be i t f u r n i t u r e , or 
c e r a m i c s , or w h a t e v e r . B^ut I'm s u r e you ought to s t a r t 
w i t h a broad a r t i s t i c e d u c a t i o n . A broad a e s t h e t i c e d u c a t i o n . 
B e c a u s e i n my own work I a l w a y s f i n d t h a t one p a r t o f i t 
i l l u m i n a t e s a n o t h e r p a r t ; i f I'm f o r i n s t a n c e d o i n g a 
v/ood e n g r a v i n g i t w i l l p r o b a b l y t e l l me s o m e t h i n g about 
l i t h o g r a p h y l a t e r on; i f I'm d o i n g a l i t h o g r a p h i t w i l l 
h e l p me w i t h a d r a w i n g . And so on. And s o , i n a w i d e r 
f i e l d , I t h i n k you ought t o f i n d t h a t any v i s u a l e d u c a t i o n 
t h a t c r a f t s m a n / d e s i g n e r c a n p i c k up i s g o i n g t o be u s e f u l 
t o him somewhere. 

5. 
Q. "What s p e c i a l f u n c t i o n ( i f a n y ) do you c o n s i d e r t h e 
a r t i s t and c r a f t s m a n t o h a v e ? " 
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A. W e l l , I t h i n k t o make t h e w o r l d a more l i v a b l e p l a c e 
t o be i n . I n a s e n s e once you've e a r n e d y o u r d a i l y 
b r e a d you c a n t h e n go on and make t h e w o r l d b e t t e r looking;, 
i f you l i k e . 

6. 
Q. "Do you l i v e o f f your a c t i v i t y a s an e n g r a v e r , p r i n t = 
maker?" 

A. P a r t l y . I'm d o i n g t h r e e d a y s a week t e a c h i n g now 
and two e v e n i n g c l a s s e s o v e r t h e w i n t e r . So t h a t my 
t e a c h i n g i s t h r e e f i f t h s of f u l l - t i m e - t h r e e d a y s a 
week. The r e s t of my time i s f r e e - l a n c i n g , and t h i s 
y e a r i n f a c t ray s a l e s , b e f o r e t a x , have a c t u a l l y t opped 
f i v e hundred pounds f o r t h e f i r s t t i m e o v e r some y e a r s . 
And I'm h o p i n g t o b u i l d t h a t up s o t h a t g r a d u a l l y I c a n 
k i c k t h e t e a c h i n g l a d d e r from under me - but t h a t 's ; 

f o r t h e f u t u r e . I t depends on t h e economic c l i m a t e . 

Q2. So q u e s t i o n ' ( c ) ' you've a n s w e r e d ; " I f you u n d e r t a k e 
any o t h e r s o r t o f work do you c o n s i d e r y o u r s e l f p r i m a r i l y 
a n a r t i s t / c r a f t s m a n , o r p r i m a r i l y a t e a c h e r ? " 

A. W e l l , I would l i k e t o s a y t h a t I'm h a l f and h a l f , 
b u t , t o be s t r i c t l y h o n e s t I'm t h r e e f i f t h s t e a c h i n g and 
two f i f t h s f r e e l a n c i n g . But t h e n t a k e i n t o a c c o u n t 
h o l i d a y s o f c o u r s e . 

SQ. B u t you'd p r e f e r t o be a f u l l t i m e . . . . 

A. Oh, i f I c o u l d , l i k e a s h o t , y e s . T e a c h i n g wouldn't, 

see me f o r t h e d u s t . 

7. 
Q. "What s o r t of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s , p a t r o n s , c u s t o m e r s ? " 
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A. With g a l l e r i e s my work u s u a l l y goes t o thera ' s a l e o r 
r e t u r n ' , and t h e y t a k e between 25 p e r c e n t and t h i r t y t h r e e 
and a t h i r d ; i t ' s more u s u a l l y t h i r t y t h r e e and a t h i r d . 
W ith c l i e n t s t h e y come t o me p r i v a t e l y , and, t o some 
e x t e n t , I temper t h e wind to t h e s h o r n lamb: i f t h e y 
l o o k a s i f t h e y ' r e i m p o v e r i s h e d I l e t them have t h e p r i n t 
a t c o s t p r i c e , a s i t were, and, i f t h e y ' r e not i m p o v e r i s h e d 
I s t i c k on t h e r e t a i l p r i c e , s o t h a t I get t h e l o t . 

Q2. "Would you w i s h t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " 

A. No, I don't t h i n k s o ; I t h i n k i t ' s f a i r l y . s a t i s ­
f a c t o r y . A f i r m i n L e i c e s t e r , a few weeks ago, d i d buy 
some p r i n t s o u t r i g h t , w h i c h v/as v e r y n i c e f o r me, but i t 
seems to me t h a t t h e s a l e or r e t u r n b a s i s works q u i t e 
s a t i s f a c t o r i l y . 

8. 
Q. " Do you t h i n k an a r t i s t h a s a r i g h t to make a l i v i n g 
a s a r t i s t ? " 

A. C e r t a i n l y . 

9. 

Q. "A t e n d e n c y h a s been n o t e d f o r some p o t t e r s , w e a v e r s , 
e t c . , t o i n s i s t on t h e m s e l v e s b e i n g a r t i s t s , r a t h e r 
t h a n c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n t e r m s o f 
i n d e p e n d e n c e a s c r e a t o r ( n o t c o p i e r or r e p e t i t i o u s p r o d u c e r ) 
and t h e p r i m a c y o f t h e a e s t h e t i c o b j e c t r a t h e r t h a n t h e 
f u n c t i o n a l o b j e c t . S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s a s h i f t t o w a r d s c a l l i n g t h e m s e l v e s c r a f t s r / . e n , 
r e a c t i n g a g a i n s t some of t h e s p e c i a l n e s s a p p a r e n t i n 
p u b l i c use of t h e t e r m ' a r t i s t ' h as been n o t e d . Do you 
e x p e r i e n c e any problems c o n n e c t e d v/ith b e i n g a r t i s t / c r a f t s ­
man?" 
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A. W e l l , h e r e I t h i n k I l i k e t o p l e a s e my c u s t o m e r , 
s h a l l we s a y , and p l e a s e m y s e l f . Now, t a k e an example: 
I have a d e s i g n t o do f o r a l a b e l f o r a c o l l e c t i o n , 
w h i c h was t o be a l i t t l e o v a l d e s i g n o f l e t t e r i n g w i t h a 
d e s i g n i n t h e m i d d l e ; t h e c o l l e c t i o n was a c t u a l l y 
o f t h i n g s c a l l e d ' d r a i n e r s ' , w h ich a r e r a t h e r o b s c u r e . 
T h e y ' r e c e r a m i c i n s e r t s t o meat d i s h e s t o l e t t h e g r a v y 
go t h r o u g h . And I thought a t f i r s t t h a t t h i s was q u i t e 
c r a z y , but s e e i n g a l l t h e s e d r a i n e r s on the w a l l , I 
r e a l i s e d t h a t t h e y ' r e r e a l l y v e r y b e a u t i f u l . And I 
q u i t e saw why t h e c o l l e c t i o n was made. Nov/ t h e problem 
t h e r e f o r me was t h a t t h e p e r s o n who c o m m i s s i o n e d 
t h e d e s i g n had a v e r y c l e a r i d e a o f what t h e y wanted, and 
i t was not t h e d e s i g n t h a t I wanted. But I f e l t m y s e l f 
t h a t i t was my job t o o f f e r a l t e r n a t i v e d e s i g n s , and t h e n 
f a l l i n w i t h t h e i r w i s h e s and make t h e most o f i t ; make 
t h e b e s t o f i t ; do a s good a d e s i g n a s I c o u l d under t h o s e 
c i r c u m s t a n c e s - s o m e t h i n g t h a t I wouldn't be ashamed o f 
showing a f t e r w a r d s . I t h i n k I s u c c e e d e d i n t h a t , but 
t h i s problem c a n a r i s e , and you've j u s t got t o use t a c t 
and a l i t t l e know-how. 

10, 
Q. "The problem w i t h b e i n g c a l l e d a r t i s t i s t h a t , i n t h e 
extreme, t h e term r e l a t e s t o g e n i u s , s uper-humanness; 
t h e problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t h a s 
o v e r t o n e s of p a r o c h i a l i s m , rough workmanship, h o l i d a y 
t r i n k e t m a n u f a c t u r e ; s i m i l a r l y ' d e s i g n e r * c o n j u r e s up 
an image of an a c t i v i t y a b s t r a c t e d from t h e f u l l r a n g e 
of e f f o r t and i n v o l v e m e n t n e c e s s a r y i n the p r o d u c t i o n o f 
an o b j e c t ; would you a g r e e ? Have you any comment?" 

A. W e l l , l e t me speak h e r e a s a l i t h o g r a p h e r . My 
own f e e l i n g about i t i s t h a t I s t a r t , s a y , a s an a r t i s t , 
i n t h a t I g e t a p a r t i c u l a r i d e a t h a t I want t o put a c r o s s ^ 
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I get t h a t s o r t e d out t o t h e s t a g e of d o i n g a w o r k i n g 
d r a w i n g , and t h e n t h e c r a f t s m a n t a k e s o v e r , b e c a u s e 
l i t h o g r a p h y demands a v e r y good s t a n d a r d of c r a f t s m a n s h i p 
i f y o u ' r e t o get a f i n i s h e d p r o d u c t t h a t i s any good a t 
a l l ; and I don't f i n d a c l a s h , b e c a u s e I f i n d t h a t t h e 
c r a f t s m a n s h i p i n v o l v e d h a s a f e e d b a c k t o t h e a r t i s t ' s 
p roblem: i n o t h e r words, i t m o d i f i e s what, you knov; you 
c a n do, and what you want t o do t o t h e e x t e n t t h a t I t h i n k 
i t a b s o l u t e l y e s s e n t i a l t h a t t h e a r t i s t s h o u l d a l s o be 
t h e p r i n t e r , t h e l i t h o g r a p h e r . I c a n ' t s e e t h a t p e o p l e 
who a r e p a i n t e r s , s a y , or draughtsmen, o r w h a t e v e r , 
who a r e c o m m i s s i o n e d t o do a l i t h o g r a p h , and get somebody 
e l s e to do the l i t h o g r a p h y f o r them, a r e d o i n g any good 
a t a l l . They a r e s i m p l y d o i n g damage t o p r i n t - m a k i n g . 

11. 
Q. " F r a n k L l o y d of M arlborough F i n e A r t , i s r e p o r t e d 
t o have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I 
c o l l e c t money.' What do you f e e l about th e o r g a n i s a t i o n 
o f the a r t market?"' 

A. W e l l , I t h i n k t h a t ' s f a i r enough; h e ' s got h i s r e n t 
t o pay, and h i s o v e r h e a d s . Y e s , I t h i n k i t i s s i m p l y 
a h a r d headed f a c t of l i f e , and t h e a r t i s t h a s t o f a c e 
up t o i t . TJie w o r l d d o e s n ' t owe him a l i v i n g ; why 
s h o u l d i t ? But i t ' s a b i t rough on him sometimes. 

12. 
Q. "Do y o u . t h i n k th e employment of a r t i s t s / c r a f t s m e n / -
d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s t o d e c o r a t e 
and adorn p u b l i c b u i l d i n g s and p l a c e s , and t o work w i t h 
a r c h i t e c t s on new b u i l d i n g s would be, ( a ) a good i d e a , 
( b ) W.buld improve the v i s u a l e n v i r o n m e n t ? " 

A. I t h i n k i t would be a v e r y good i d e a , and, by t h e 
t i m e t h e - v a r i o u s c o m mittees had s a t on i t I doubt-
i f i t would improve t h e v i s u a l e n v i r o n m e n t . But, i f you 
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had a happy w o r k i n g p a r t n e r s h i p i t would be f i n e , o f 
course„ 

13. 
Q» "What do you t h i n k o f t h e p r e s e n t s t a t e o f t h e a r t s 
i n B r i t a i n ? " 

A e My own q u i t e s t r o n g f e e l i n g i s t h a t t h e E n g l i s h a r e 
j o l l y l u c k y t o get t h e a r t i s t s t h e y do, i n f a c t - I don't 
t h i n k t h e y d e s e r v e them v e r y o f t e n . w i t n e s s t h e enormous 
queues you f i n d f o r an e x h i b i t i o n by Van Gogh o r T u r n e r , 
or whoever, b u t , when i t comes t o the l i v i n g a r t i s t t h e y 
a r e a s f r i g h t e n e d a s a n y t h i n g ; b e c a u s e t h e y h a v e n ' t 
t h e courage o f t h e i r c o n v i c t i o n s t o buy what t h e y l i k e , 
and, what i s worse, t h e y don't know what t h e y l i k e . 
W e l l , t h e y know what t h e y l i k e , b u t , i t ' s r a t h e r t h e o t h e r 
way r o u n d t h e y l i k e what t h e y know. I t ' s j o c k e y i n g 
them on from t h a t p o s i t i o n t h a t i s s o t e d i o u s . 

1^. 
Q« A quote from C e z a n n e . " ' I must go on w o r k i n g , but 
not i n o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , w h i c h i s s o 
much sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y w h i c h 
i s so much a d m i r e d i s n o t h i n g but t h e a c c o m p l i s h m e n t o f a 
c r a f t s m a n , and makes my work produced i n t h a t v/ay i n a r t i s t i c 
and v u l g a r . I must not t r y t o f i n i s h a n y t h i n g e x c e p t f o r 
t h e p l e a s u r e o f making i t t r u e r and w i s e r . ' ( a ) What 
i s y o u r r e a c t i o n t o t h e s e v i e w s . ( b ) I s ' a r t f o r a r t ' s 
s a k e ' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A» Oh, w e l l . The v i e w s a r e v e r y sound i n d e e d . Y e s , 
you've got to go on h a v i n g t h i s e x p l o r i n g , s e a r c h i n g 
f o r s o m e t h i n g . Once you a r e s a t i s f i e d w i t h what you've 
done, u n l e s s you know i t ' s a s t a g e t o w a r d s g e t t i n g b e t t e r , 
you've had i t - you might a s v / e l l p ack i n . Y e s , I 
t h i n k h e ' s r i g h t ; i t ' s t h e ( s o r t o f ) f i n i t e , f i n i s h e d 
p e r f e c t i o n - you ought n e v e r t o s a y t h a t ; i f you get t o 



t h e s t a g e where you t h i n k , 'Gosh, t h a t ' s m a r v e l l o u s ' , 
t h e n you r e a l l y a r e i n d a n g e r , 

15. 
Q e T h i s i s H e r b e r t Read s u m m a r i s i n g F r e u d ; " ' T h e r e i s 
l i t t l e doubt t h a t , i n some s e n s e o r o t h e r , t h e a r t i s t i s 
a l w a y s to be r e g a r d e d a s p s y c h o t i c * He may not be 
m a n i f e s t l y p s y c h o t i c ; he may r a t h e r be a p s y c h o t i c t y p e 
who h a s found some way o f d i s g u i s i n g , or c o m p e n s a t i n g f o r 
h i s p s y c h o s i s . ' ( a ) Do you t h i n k t h i s v i e w h a s any 
g e n e r a l c u r r e n c y ? ( b ) Do you t h i n k t h i s view h a s any 
v a l i d i t y ? " 

A 8 W e l l , c a n you d e f i n e p s y c h o s i s f i r s t . . . ? 

SQ, A vague and l o o s e l y u s e d term f o r m e n t a l derangement 

A. 'Mental derangement'... W e l l , I t h i n k , i n a s e n s e , 
an a r t i s t i s round t h e bend- or he wouldn't do i t . B u t . . 
Y e s , I t h i n k t h e r e i s s o m e t h i n g i n t h i s . . . I t c a n be a 
c o m p e n s a t i o n f o r s o m e t h i n g . I f e e l r a t h e r l i k e Henry 
Moore o v e r t h i s ; t h a t I don't want t o be i n v e s t i g a t e d 
t o o d e e p l y , or I s h o u l d s t o p . I f I knew what made me 
"fc 1 C IC • • a * 

16. 
Q. " G r o p i u s has s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c d e s i g n i s n e i t h e r an i n t e l l e c t u a l n or a m a t e r i a l 
a f f a i r , but s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . 
Our a m b i t i o n was to r o u s e t h e c r e a t i v e a r t i s t from h i s 
o t h e r w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday 
w o r l d o f r e a l i t i e s ; and a t t h e same time t o b r o a d e n and 
humanise t h e r i g i d , a l m o s t e x c l u s i v e l y m a t e r i a l , mind o f 
t h e b u s i n e s s man. Thus our i n f o r m i n g c o n c e p t i o n o f t h e 
b a s i c u n i t y o f a l l d e s i g n i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t o f ' a r t f o r a r t ' s s a k e ' , 
and t o t h e even more dangerous p h i l o s o p h y i t s p r a n g from: 
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b u s i n e s s a s an end i n i t s e l f . ' ( a ) Do you a g r e e w i t h 
G r o p i u s i n s a y i n g t h a t ' a r t i s t i c d e s i g n i s . . . . s i m p l y 
an i n t e g r a l p a r t o f the s t u f f o f l i f e ' ? ( b ) Do you 
t h i n k t h a t any of t h e Bauhaus i n t e n t i o n s , a s e x p r e s s e d 
above, have been r e a l i s e d ? ( b y the Bauhaus o r any o t h e r 
p e r s o n s / groups')?" 

A. I a g r e e w i t h him v e r y much. But, w h e t h e r i n f a c t 
h i s i d e a l s have been r e a l i s e d I would be much more h e s i t a n t 
i n s a y i n g . I t h i n k t h e r e ' v e been some e x c e l l e n t s h o t s 
a t i t , but I t h i n k we've a l o n g way t o go b e f o r e t h a t ' s 
l o o k e d on a s a w o r k a b l e p h i l o s o p h y - a p h i l o s o p h y t h a t ' s 
t a k e n f o r g r a n t e d . 

17. 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e 
a r t i s t and c r a f t s m a n i n B r i t a i n ? " 

A. W e l l , t h e immediate p o s i t i o n i s r a t h e r s h a k y , o f 
c o u r s e - we've got r o a r i n g i n f l a t i o n so t h a t f o r e v e r y b o d y 
s e l f - e m p l o y e d t h e p r o s p e c t i s a b i t gloomy. B u t , l e t ' s 
assume t h a t t h e r e i s n ' t i n f l a t i o n , o r t h a t t h e t h i n g h a s 
s t a b i l i s e d ; t h e n I t h i n k i t ' s q u i t e h o p e f u l i n many ways, 
b e c a u s e I t h i n k t h e r e ' s a v e r y g r e a t i n t e r e s t i n a r t and 
c r a f t . And I t h i n k i t i s p o s s i b l e t o s e l l good s t u f f . 
But I don't t h i n k i t ' s e a s y a t t h e moment, and I don't 
t h i n k i t w i l l be e a s y f o r q u i t e a t i m e . 

18. 
Q. "Do you c o n s i d e r t h e r o l e of t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? " 

A. W e l l , I'm not r e a l l y competent t o s a y about many o f 
them. I t h i n k , i m m e d i a t e l y a f t e r t h e war, when I f i n i s h e d 
my t r a i n i n g , t h e t r a i n i n g I had a t C h e l s e a was v e r y s a t i s ­
f a c t o r y : I l o o k back on i t w i t h a g r e a t d e a l o f g r a t e f u l -



220 

n e s s . I t was an e x t r e m e l y sound t r a i n i n g , and h a s been 
enormously u s e f u l to me. I t h i n k some o f t h e c a p e r s t h a t : 
a r t s c h o o l s got up t o i n t h e ' f i f t i e s and ' s i x t i e s 
were p r o b a b l y r a t h e r more q u e s t i o n a b l e , and some a r t 
s c h o o l s a r e c e r t a i n l y v e r y good now. I t h i n k , f o r example, 
t h e l o c a l one h e r e i s e x t r e m e l y sound on t h e g r a p h i c s 
s i d e and h a s a v e r y h i g h s t a n d a r d . I a l w a y s l o o k a t 
i t s e x h i b i t i o n s and come away w i t h my t a i l between my 
l e g s when I t h i n k of t h e c o m p e t i t i o n t h a t ' s coming up, 
b e c a u s e i t i s e x t r e m e l y good. But I t h i n k i t ' s a v e r y 
d i f f i c u l t t r a i n i n g t o g i v e anybody, i n a way; i t ought t o 
be w i d e l y b a s e d , and I t h i n k t h a t t h e r e h a s been much too 
much throv.'ing away t h e baby w i t h t h e b a t h w a t e r , a s i t 
v/ere. Not enough good s o l i d s l o g and grammar, s h a l l vie 
s a y . Not enough i n s i s t e n c e on good d r a u g h t s m a n s h i p , a s 
an example. But I t h i n k p r o b a b l y t h e s i g n s a r e t h a t t h a t ; 
i s c h a n g i n g and t h a t p e o p l e a r e coming back t o a more 
s o u n d l y b a s e d ( s o r t o f ) t r a d i t i o n a l o u t l o o k . 

19. 
Q. "Do you c o n s i d e r t h a t t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . t h o s e who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n promoting any p a r t i c u l a r c o n c e p t i o n of 
a r t and a r t i s t s p u b l i c l y ? " 

A 0 W e l l , I o f t e n t a k e i n a r t r e v i e w s from t h e m a g a z i n e s 
t o t h e E n g l i s h department a t s c h o o l a s an example of how 
not t o w r i t e E n g l i s h , b e c a u s e t h e y a r e so d r e a d f u l . No 
I'm f i r m l y of t h e o p i n i o n t h a t p e o p l e who produce a r t 
( p a i n t e r s and draughtsmen and p r i n t e r s and p e o p l e ) a r e 
competent t o w r i t e about i t , and v e r y few o t h e r s a r e , 
I know o n l y two or t h r e e c r i t i c s whose work I v a l u e a t a l l ; 
t h e r e s t nowhere. 

A« And do you t h i n k t h e r e s t do any damage, o r a r e 

j u s t so much.... 

A« No I don't t h i n k t h e y do any damage, b e c a u s e p e o p l e 
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who know a n y t h i n g about a r t don't t a k e any n o t i c e , and 
p e o p l e who don't know a n y t h i n g about a r t don't t a k e any 
n o t i c e e i t h e r . 

20 o 
Q« "V/hat do you t h i n k o f t h e p r e s e n t r a t i o between a r t , 
c r a f t and d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n 
and t h e o r i s a t i o n , a s i t t a k e s p l a c e i n , f o r i n s t a n c e , 
s c h o o l s ; a r t s c h o o l s ; h i g h e r e d u c a t i o n ; T.V.; p r e s s ; 
r a d i o ; or any o t h e r a r e a s ? " : 

A. W e l l , I t h i n k s c h o o l s a r e p r e t t y sound on t h e whole, 
w i t h i n l i m i t s . I t h i n k , f o r i n s t a n c e , i n Cambridge and 
C a m b r i d g e s h i r e , t h e s t a n d a r d i s p r e t t y h i g h ; t h e y do 
produce good work. I t v e r y much depends on i n d i v i d u a l 
t e a c h e r s , - i n s c h o o l s p a r t i c u l a r l y . C u r i o u s l y t h e r e 
h a s been d i s c u s s i o n i n t h e A r t s R eview t h i s week about t h e 
l a c k o f c o v e r a g e on T.V., and r a d i o o f t h e v i s u a l a r t s . 
And I t h i n k t h i s i s v e r y t r u e . They d e a l v e r y much w i t h 
books and l i t e r a t u r e - g e n e r a l l y , p l a y s , and b a l l e t , 
f o r example... o p e r a ; but i t i s t r u e t h a t the v i s u a l a r t s 
don't get v e r y much of a sh o w i n g . I t h i n k , somehow, 
p e o p l e a r e s t i l l r a t h e r f r i g h t e n e d . 

21. 
Q. "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e a d h e r e n c e t o a p a r t i c u l a r 
s t y l e and mode of e x p r e s s i o n a s a p r e - r e q u i s i t e f o r s u c c e s s , 
or c o n t i n u i n g s u c c e s s ? " 

A. Y e s , v e r y much; t h e y do. T h e r e ' s t h i s d r e a d f u l 
t e n d e n c y o f o n l y s e e i n g t h e f a s h i o n a b l e , and not r e c o g n i s i n g 
e x c e l l e n c e o v e r a wide f i e l d . T h i s I do t h i n k i s s e r i o u s , 
b e c a u s e , i f y o u ' r e on t h e bandwaggon and p r o d u c i n g w h a t e v e r ' s 
a c c e p t a b l e y o u ' r e away; and i f y o u ' r e p l o u g h i n g y o u r own 
p a r t i c u l a r f u r r o w , and s t i c k i n g t o what you want t o do and. 
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what you know i s r i g h t f o r you i f i t d o e s n ' t happen 
t o c o i n c i d e w i t h t h a t , you've had i t . I don't s a y t h a t 
t h i s happens on a l o c a l l e v e l , b u t , i f you come t o s o m e t h i n g 
l i k e t h e John Moore's L i v e r p o o l C o m p e t i t i o n , or t h e A r t s 
C o u n c i l , and some of the more h i g h powered e x h i b i t i o n s , 
you might j u s t a s w e l l not b o t h e r t o send i n i f you a r e 
not s e n d i n g i n t h e type o f s t u f f t h a t t h e y l o o k a t ; however 
good i t i s t h e y a r e not i n t e r e s t e d , 

22. 
Q. T h i s i s B r u c e A l l s o p p ; " 'Art i s s o m e t h i n g w h i c h i s 
p a r t o f the a r t i s t ' s s e l f , a s he i s , and not s o m e t h i n g w h i c h 
he s e l l s t o e a r n a l i v i n g ' . I s t h i s t r u e ? Or i s i t 
t r u e f o r y o u ? " 

A. Y e s , i t i s i n t h a t even i f I c o u l d n ' t make a l i v i n g 
a t i t I s h o u l d s t i l l have t h e t w i t c h , and s t i l l be d o i n g 
i t . I t ' s s o m e t h i n g t h a t you have t o do; i t ' s c o m p u l s i v e . 
And one i s r e a l l y , I suppose, most o n e s e l f and most happy 
i n a v/ay when one i s w o r k i n g . So one would go on and 
one must make a l i v i n g a t i t or n o t . I n d e e d , I have 
done f o r t h e l a s t t w e n t y f i v e y e a r s . 

2 5 -
Q, "Most a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
a c c o m p l i s h m e n t , or s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? I f s o , would you s e e t h i s a s a d i f f e r e n t 
l e v e l o f d i s t i n c t i o n t h a n t h a t , f o r example, between an 
a v e r a g e l y s k i l l e d t e n n i s p l a y e r , and t h e a b i l i t y o f a t o p 
c l a s s p r o f e s s i o n a l ? " 

A. W e l l , s k i l l i s o n l y p a r t o f a r t . I t h i n k you c a n , 
i n a s e n s e i f you c a n quote T h o r t o n W i l d e r when he 
was s p e a k i n g of l e t t e r s i n 'The B r i d g e o f San L o u i s Rey», 
( t h a t was w r i t t e n from S o u t h A m e r i c a ) he s a i d t h a t 
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'.Style i s o n l y t h e f a i n t l y c o n t e m p t i b l e v e s s e l i n 
w h i c h t h e b i t t e r l i q u i d o f t h e t r u t h i s c o n v e y e d . ' 
W e l l , ' s k i l l ' , a l r i g h t , c o n v e y s what you want t o s a y , 
but i t i s n ' t what you want t o s a y i n i t s e l f . I t ' s a 
n e c e s s a r y p a r t . And, i f you g e t t o t h e s t a g e where s k i l l 
i s e v e r y t h i n g , t h e n y o u r work i s g o i n g t o be v e r y empty.. 
Now, J o h n F a r l e y , a wood e n g r a v e r ( I t h i n k i t was... y e s , 
I'm a l m o s t s u r e ) , had a v e r y i n t e r e s t i n g l i t t l e g r a p h 
g o i n g a c r o s s a page i n a book t h a t he w r o t e , w h i c h 
shov/ed t h e a r t i s t ' s a e s t h e t i c development, i f you l i k e , 
( n o t a word I l i k e p a r t i c u l a r l y ) . , , t h e a r t i s t ' s a e s t h e i i i c 
development was one l i n e o f t h e g r a p h , w h i c h v/ent up and 
t h e n t a i l e d o f f t o a l e v e l , w h i l e h i s s k i l l o f hand s t a y e d 
l e v e l and t h e n r o s e f a i r l y s h a r p l y t o a p o i n t where t h e 
two l i n e s c o - i n c i d e d ; and a t t h a t p o i n t t h e a r t i s t was 
d o i n g r e a l l y good work. Then h i s manual s k i l l g r a p h v/ent 
on up, v/hereas h i s a r t i s t i c av/areness s t a y e d f a i r l y l e v e l 
f o r a b i t , and t h e n he was p r o d u c i n g s l i c k and r a t h e r 
n a s t y work, u n t i l h i s a e s t h e t i c a w a r e n e s s c a u g h t up a g a i n , 
and t h e n he was one s t a g e f u r t h e r up a s a b e t t e r a r t i s t , 
and a g a i n p r o d u c i n g good v/ork, b e c a u s e h i s s k i l l and h i s 
v i s i o n matched. And I t h i n k t h i s i s v e r y t r u e ; t h a t you 
c a n get caught e i t h e r way. You have a l o t t o s a y and 
you h a v e n ' t t h e s k i l l t o s a y i t , or you have so much s k i l l 
and n o t h i n g t o s a y . And i t ' s o n l y when t h e y c o - i n c i d e 
t h a t y o u ' r e a l r i g h t . And, v/ith any l u c k , you go on g e t t i n g 
b e t t e r up t h e page v/ith y o u r g r a p h . 

2k. 

Q. "Can I l e a r n to be an a r t i s t , o r must I have a 
c e r t a i n l e v e l of p r e - e x i s t i n g t a l e n t ? " 

A. You must have th e p a r t i c u l a r l u n a c y t h a t d r i v e s you 
on to do i t ; i n o t h e r words you must f i n d t h a t t h e v i s u a l 
i s y o u r b e s t v/ay of e x p r e s s i n g y o u r s e l f . You c a n , I 
t h i n k , t e a c h anybody t o draw. I do b e l i e v e t h i s , and 
I ' v e had i t r e c e n t l y c o n f i r m e d i n a book by a draughtsman 
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whose a p p r o a c h t o i t seemed t o me t o be v e r y v e r y sound. 
G i v e n t h e w i l l i n g a d u l t who i s game t o t a k e you on a s a 
b e t , i f you l i k e , I t h i j j k I c o u l d g u a r a n t e e t h a t I c o u l d 
t e a c h him t o draw p r e t t y w e l l . But i t wouldn't make an 
a r t i s t o f him. I t might; i t might t r i g g e r o f f h i d d e n 
d e p t h s - who knows? But I t h i n k you've got t o have t h i s 
p a r t i c u l a r t h i n g t h a t makes you want to e x p r e s s y o u r s e l f 
v i s u a l l y r a t h e r t h a n by s i n g i n g o r d a n c i n g or w h a t e v e r . 

25. 
Q. "Are you happy w i t h t h e ways i n w h i c h t h e A r t s , 
C r a f t s and D e s i g n C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. Not v e r y ; I t h i n k t h e A r t s C o u n c i l i s a b i t o f a 
j o k e , h o n e s t l y . But I'm not r e a l l y competent t o t a l k 
on t h e o t h e r s ; I don't r e a l l y know. 
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I n t e r v i e w T h i r t e e n 

Cambridge 
31 March 1975 

I n t e r v i e w t h i r t e e n i s w i t h a designer. She weaves 
her designs on the hand-lcom f o r mass-production on the 
power loom. She had done some teaching, though not from 
f i n a n c i a l necessity, but r a t h e r as a r e s u l t of f e e l i n g , 
a f t e r many years experience as a designer, t h a t she had 
something she wished t o teach. 
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INTERVIEW THIRTEEN 
Cambridge 
31 March 1975 

1. 
Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, engraver, e t c., e t c . , ) ? " 

A 0 I t ' s only weaving. 

2. 

Q« "Would you c a l l y o u r s e l f an a r t i s t , craftsman or 
designer? or any combination of these?" 
A. I t h i n k I would c a l l myself a designer, although I use 
the c r a f t as the basis; but my c r a f t i s l i m i t e d w i t h i n 
the p o s s i b i l i t i e s of what can be" done on the power-loom* 
Because I design f o r mass production on the hand-loom. 

3» 
Q. "What does the idea of being p r o f e s s i o n a l mean t o 
you, as regards design and c r a f t ? " 

A. Well, f i r s t of a l l i t i s a f u l l time occupation. 
I've o f t e n wondered where the d i v i d i n g l i n e l i e s . I 
t h i n k t h a t i t i s one's main.... i t i s one's l i f e . I t i s 
f o r me a b s o l u t e l y . You know, there i s nothing e l s e . 
I paint i n my spare time, and t h a t i s n ' t p r o f e s s i o n a l ; 
t h a t i s amateur. But I t h i n k t o be p r o f e s s i o n a l you have 
standards you have r e s p o n s i b i l i t y towards your profession -
and i t i s a complete and absolute f u l l - t i m e occupation. 
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Q, "Do you experience or f e e l there are any problems i n 
the t r i p a r t i t e d i v i s i o n s of a r t ; c r a f t ; design?" 

A, I t h i n k design i s d i f f e r e n t from a r t i n so f a r t h a t 
i t i s interdependent; i t i s done f o r a s p e c i f i c purpose, 
whereas a r t i s not. I t i s ap p l i e d a r t - i f one wants 
t o use that word. But, I t h i n k design i s a much b e t t e r 
word. I t i s a very d i s c i p l i n e d form of a c t i v i t y , because 
you have t o work w i t h i n the l i m i t a t i o n s of your t o o l s , 
and you also have to be very aware of the end use t h a t you 
are working f o r . You can't j u s t l e t your, s o r t o f , 
• c r e a t i v e 1 mind go: you have t o t h i n k whether t h i s i s 
going t o whether the f a b r i c you've designed i s . . . w i l l 
do a l l the t h i n g s i t i s expected to do - t h a t i t w i l l 
wear; t h a t i t w i l l hang as a c u r t a i n ought t o hang. 
Or, t h a t i t v / i l l cut i n t o the ki n d of dress t h a t i s i n 
fas h i o n . You design your f a b r i c s f o r a c e r t a i n use -
f o r a c e r t a i n f a s h i o n , f o r a c e r t a i n purpose, f o r a c e r t a i n . . . . 
d i s c i p l i n e s . Whereas an a r t i s t has none of t h i s t o consider. 
There are r e a l l y r e s t r a i n t s i n the, s o r t o f , 'design world'. 
There are always r e s t r a i n t s i n the design a c t i v i t y . . . . . I 
pr e f e r t o c a l l i t a d i s c i p l i n e . 

5. 
Q, "What s p e c i a l f u n c t i o n do you consider the a r t i s t , 
craftsman or designer to have?" - you've p a r t l y answered 
th a t 

A. • have up t o a p o i n t ; I t h i n k i t ' s t e r r i b l y important 
t h a t a craftsman can develop ideas out of the c r a f t and 
put i t i n t o mass production, because you can work q u i t e 
independently, and away from a l l the machinery; you are 
not t i e d down by the t e c h n i c i a n s ; you can do your p r o t ­
otypes, and then say but you've got to know the machines 
you work f o r , otherwise i t ' s useless. But, i f you 
understand the machines you can do your prototypes; 
you can even s e l l from your prototype, and i t i s worked or 
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designed w i t h i n the scope of the machinery which you 
which w i l l produce i t . I t i s also much cheaper, and i t 
allows much greater freedom. I have designed s t r a i g h t 
onto the power loom, and I've always found i t very 
f r u s t r a t i n g , because I had to e x p l a i n to others what I 
v/anted to do, because I couldn't do i t by myself without 
having t o say to somebody else, 'Change t h a t colour; 
I don't l i k e t h a t red; I want t o use a d i f f e r e n t one.' 
And e v e n t u a l l y , a f t e r h a l f a dozen changes, the weaver 
w i l l get t i r e d , and look at you i n despair, and t h i n k , 
'Does she want yet another change?'. Whereas you might 
work f o r hours u n t i l i t ' s a b s o l u t e l y p e r f e c t , by y o u r s e l f , 
and then, f o r mass production, present the f i n i s h e d 
s o l u t i o n . 

6. 

Q. "Do you l i v e o f f your a c t i v i t y as a weaver?" 

A. Yes, yes I do; as a designer. 

^1 omitted to ask questions 6(b) and 6(c) concerning 
whether or not the interviev/ee undertook any other s o r t of 
work to support her a c t i v i t y as a weaver, and v/hether she 
considered h e r s e l f p r i m a r i l y as a weaver/designer, or 
p r i m a r i l y as.....etc. She mentioned a f t e r the i n t e r v i e w , 
however, t h a t she had done some teaching, but not from 
necessity, but because, a f t e r an extensive period as a 
v/eaver/designer, she f e l t she had something she wanted 
to teacho Teaching, f o r her, t h e r e f o r e followed from 
her work as a designer. The f o l l o w i n g i n f o r m a t i o n 
i s from a published source: 

A t a l e n t e d craftsman-weaver, she came t o England from 
Zurich i n 1932. She has f o r a generation had an 
i n f l u e n t i a l r e l a t i o n s h i p w i t h i n d u s t r y , as an advisor 
to the welsh t e x t i l e m i l l s f o r the Rural I n d u s t r i e s 
Bureau before the war, then as a designer f o r Helios 
and more r e c e n t l y f o r Tamesa; Also as a teacher at 
the C e n t r a l School of A r t s and C r a f t s , Hornsey, and the 
Royal College of A r t . / 
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7. 
Q. "What sort of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h galleries/patrons/customers?" 

A. Well, f o r a long time I was an employed designer - you 
know, attached t o one f i r m . And t h i s , I t h i n k , i s 
p a r t i c u l a r l y important i n weaving, where each f i r m has a, 
sort o f , l i m i t e d range of f a b r i c s ; works w i t h a l i m i t e d 
number of machines; w i t h a l i m i t e d number of yarns; and 
i s r e a l l y geared t o a c e r t a i n type of production - say 
f u r n i s h i n g f a b r i c s . And you get much b e t t e r response i f 
you work i n the f a c t o r y , because you then know the 
people. You also have t o supervise every stage; you 
know, they are not allowed to change the colour, or they 
are not allowed t o change the yarn. I f you work as a 
free-lance person, and you s e l l your designs, they can 
do anything they l i k e , and your.... i n the end you are 
a b s o l u t e l y shocked what comes out; and I've always maintained 
t h a t , t o be a r e a l l y successful designer, i n c o n s t r u c t i v e 
f a b r i c s , p a r t i c u l a r l y weaving, one should be i n the f i r m , 
and check a l l the colours as they come from the dye house -
see a l l the yarns and ensure t h a t i t i s up t o the standard 
th a t you r e a l l y expect i t t o be. 

Q2. "Would you wish to work i n any other way?" 

A. I don't t h i n k so. Well, the l a s t four years I've 
been working a t home - weaving the prototypes here, and 
then send them t o the wholesale - I only v/ork f o r one f i r m , 
and they have several f i r m s working f o r them, so i t goes 
t o one or the other. But I couldn't do t h a t i f I hadn't 
got nearly f o r t y years experience behind me. 

8. 
^Question 8 omitted as being not r e l e v a n t / . 
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9. 
Q. "A tendency has been noted f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves being a r t i s t s , r a t h e r than 
craftsmen, w i t h a l l t h a t t h i s i m p l ies i n terms of independ­
ence as creator (not copier or r e p e t i t i o u s producer) 
and the primacy of the a e s t h e t i c o b j e c t , r a t h e r than the 
f u n c t i o n a l o b j e c t . S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s , a s h i f t towards c a l l i n g themselves craftsmen, 
r e a c t i n g against some of the specialness or sacredness 
apparent i n pu b l i c use of the terra ' a r t i s t * has been noted. 
Do you experience any problems connected w i t h being a r t i s t , 
craftsman or designer?" 

A. Well, i n my case I'm a b s o l u t e l y , you know, i n d u s t r i a l 
designer, and I would not pretend to be anything else, 
even i f I do occ a s i o n a l l y a 'one-off' t h i n g - but t h a t i s 
s o r t of a s i d e l i n e as f a r as I am concerned. 

10. 
Q. "The problem w i t h being c a l l e d a r t i s t i s t h a t , i n 
the extreme, the term r e l a t e s to.genius, super-humanness; 
the problem w i t h being c a l l e d craftsman i s t h a t i t has 
overtones of parochialism, rough workmanship, holiday 
t r i n k e t manufacture; s i m i l a r l y 'designer' conjures up an 
image of an a c t i v i t y abstracted from the f u l l range of 
e f f o r t and involvement necessary i n the production of an 
o b j e c t ; would you agree? Have you any comment?" 

A 0 I t h i n k t h a t the f i r s t part of your question i s 
i r r e l e v a n t as f a r as I am concerned. The second question 
i s i r r e l e v a n t i n the sense t h a t the designing of f a b r i c s -
a woven f a b r i c s - i s not a surface d e c o r a t i o n ; i t i s a 
c o n s t r u c t i o n of a t e c h n i c a l problem; i t i s not s t y l i n g ; 
i t ' s much more than t h a t . You've got t o know the yarn; 
you've got to know your the r e a c t i o n of them; you've 
got to know the dyeing; you've got to know the machine. 
You have t o t h i n k , i n a way, i n three or f o u r or 
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approach the angle from three or four d i f f e r e n t angles, at 
one and the same time. You know, you've got t o know what 
ma t e r i a l s are a v a i l a b l e , and, at the very same time, you've 
got t o know what i t i s t o be used f o r ; whether i t i s t o 
have washing t e s t s , or f i r e - p r o o f i n g , o r . . . . you know... 
whatever. What machinery w i l l be a v a i l a b l e . . . . you even 
have t o consider the p r i c e : you have t o consider the 
weight; you have to consider the c o n s t r u c t i o n according 
t o what i t i s going t o be used f o r . find, i n the end, i t 
i s an a e s t h e t i c judgement as w e l l . 

11. 
Q» "Frank Lloyd, of Marlborough Fine A r t , i s reported 
t o have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I 
c o l l e c t money. • What do you f e e l about the o r g a n i s a t i o n 
of the a r t market?" 

A. Well, i t i s n ' t relevant t o me at a l l , and I t h i n k i t ' s 
very sad t h a t i t has become t h a t - you know - t h a t i t i s , 
i n a way, a s o r t of f i n a n c i a l gamble. There's a very 
nice s t o r y , v/hich always has pleased me. One of the b i g 
London a r t dealers sold some p a i n t i n g s which were fakes, 
and then they wrote round to a l l t h e i r c l i e n t s , and said 
they were very s o r r y ; they had sold them fakes, and they 
would refund them and have them back. And one chap wrote 
and s a i d , 'I'm very s o r r y ; I bought t h a t p a i n t i n g because 
I l i k e d i t , and I don't want the money back; I want t h a t 
p a i n t i n g . ' And I t h i n k t h i s i s the sensible a t t i t u d e . 
I t h i n k people who c o l l e c t p a i n t i n g s f o r the sake of i n v e s t ­
ment are probably doing the p a i n t i n g or the p a i n t e r s a 
great deal of harm. 

12. 
Qo "Do you t h i n k the employment of a r t i s t s / c r a f t s m e n and 
designers by c i t y c ouncils on a permanent basis t o decorate 
and adorn p u b l i c b u i l d i n g s and places, and t o work w i t h 
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a r c h i t e c t s on new b u i l d i n g s , would be (a) a good idea? 
(b) Would improve the v i s u a l environment?" 

A. I don't t h i n k i t would be a good t h i n g t o employ 
them on a permanent b a s i s , I t h i n k i t ' s a very good 
t h i n g i f l o c a l a u t h o r i t i e s see i f they can spare the money 
to add some a r t i s t i c , s o r t o f . . . . something... w a l l s , you 
know, whatever i t i s - whether i t ' s a mural or a piece of 
s c u l p t u r e , or anything; I t h i n k t h a t ' s a very good t h i n g . 
But, t o have somebody permanently employed would, I t h i n k , 
be too narrow minded. You've got t o be able t o c a l l 
people i n from a much wider f i e l d . 

13. 
Q. "What do you t h i n k of the present s t a t e of the a r t s 
i n B r i t a i n ? " 

A. Well, I haven't r e a l l y been to many e x h i b i t i o n s , since 
I don't teach r e g u l a r l y any more. I t seems to me on the 
whole, on the f i n e a r t s side, there's r a t h e r a s t a g n a t i o n . 
I t h i n k there's a l o t happening i n i n d u s t r i a l design. 
A great many of my students have got jobs - i n f a c t a l l 
of them, i n one f i r m or another, as designers, or free-lance 
designers, and go abroad a l l over the world. And there 
i s a s u p r i s i n g , you know, number o f . . . . . compared w i t h 
when I s t a r t e d , when r e a l l y you could count them on the 
f i n g e r s of two hands, the number has increased i n c r e d i b l y , 
and the number of designers now working i s very l a r g e . 
And I t h i n k there's much more happening i n t h a t f i e l d than 
there i s i n the f i n e a r t f i e l d . But th a t may be my own 
f e e l i n g . You see, I t h i n k t h i s wish t o be o r i g i n a l and 
t o be d i f f e r e n t can be very deadening and very - not at 
a l l c o n s t r u c t i v e f o r r e a l c r e a t i v i t y . Because i t ' s 
j u s t t r y i n g to f i n d a way of making y o u r s e l f i n t e r e s t i n g . 
But I suppose t h a t ' s always happening, and, of your own 
time you always see everything - i t hasn't been sorted 
out y e t . I t h i n k i n the c r a f t world, or i n the design 
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world, i t i s a very d i f f e r e n t t h i n g . 

Ik. 

Q. This i s a quote from C§zanne; " ' I must go on working, 
but not i n order t o a t t a i n a f i n i s h e d p e r f e c t i o n , which i s 
so much sought a f t e r by imbeciles. And t h i s q u a l i t y which. 
i s commonly so much admired i s nothing but the accomplishment 
of a craftsman, and makes my work produced i n t h a t way 
i n a r t i s t i c and vulgar. I must not t r y to f i n i s h anything 
except f o r the pleasure of making i t t r u e r and wiser.' 
(a) What i s your r e a c t i o n t o these views? (b) I s 
' a r t f o r a r t ' s sake' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. I t h i n k , you know, a r e a l l y able a r t i s t won't even 
t h i n k about these t h i n g s . We v/ere t a l k i n g about David 
Hockney the other day, and somebody was asking him a l l 
s o r t s of questions, and he s a i d , 'Well, I j u s t l i k e 
p a i n t i n g ' . Ypu know; as simple as t h a t . ' I j u s t 
p a i n t ' ; and he's a j o l l y good p a i n t e r . 

15. 
Q. This i s Herbert Read cl a i m i n g t o summarise Sigmund 
Freud; "'There i s l i t t l e doubt t h a t , i n some sense or 
other, the a r t i s t i s always t o be regarded as p s y c h o t i c . 
He may not be manife s t l y psychotic; he may r a t h e r be a 
psychotic type v/ho has found some v/ay of d i s g u i s i n g or 
compensating f o r h i s psychosis. ' (a) Do you t h i n k t h i s 
view has any general currency? (b) Do you t h i n k t h i s 
view has any v a l i d i t y ? " 

Ao I s i t possible to generalise on t h i s , I wonder? You 
know you f i n d i n a l l .walks of l i f e psychotic c o n d i t i o n s . 
Most p a i n t e r s you f i n d very very normal people. Take 
Braque; I mean he was f i r s t a house p a i n t e r , and then he 
went on to p a i n t p i c t u r e s , and he j u s t painted 
a l l h i s l i f e : and I don't t h i n k he was a p s y c h o l o g i c a l 
problem. I don't t h i n k , f o r instance, Henry Moore i s ; 
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but you have others who they are psychotic, b u t . . . . 
Don't you t h i n k t h a t a r t i s t s , on the whole, are r a t h e r 
on a pedestal, and so exposed; and so these t h i n g s are 
n o t i c e d much more? But, when you r e a l l y come down t o 
l o o k i n g at the every-day man-in-the-street you f i n d a l o t 
of d i f f e r e n t types, and I t h i n k you I don't know. I 
have a f e e l i n g t h a t i t i s because they get named - they 
are regarded as i n d i v i d u a l - a l l t h i s becomes r a t h e r over­
exposed and over-discussed. 

16. 
Qo "Gropius has s a i d ; 'Our gui d i n g p r i n c i p l e was t h a t 
a r t i s t i c design i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but simply an i n t e g r a l part of the s t u f f of l i f e . , . 
Our ambition was t o rouse the c r e a t i v e a r t i s t from h i s 
other w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday 
world of r e a l i t i e s ; and at the same time to broaden and 
humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind of 
the business man. Thus our i n f o r m i n g conception of the 
basic u n i t y of a l l design i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n to t h a t of 'a r t f o r a r t ' s sake', 
and t o the even more dangerous philosophy i t sprang from: 
business as an end i n i t s e l f . 1 (a) Do you agree w i t h 
Gropius i n saying t h a t ' a r t i s t i c design i s . . . simply 
an i n t e g r a l part of the s t u f f of l i f e ' ? (b) Do you 
t h i n k t h a t any of the Bauhaus i n t e n t i o n s , as expressed 
above, have been realised? (by the Bauhaus or any other 
persons/groups?)" 

A. His basic t h i n k i n g , I t h i n k , was r i g h t . One 
shouldn't r e a l l y be conscious; you know, a r t should be 
something one l i v e s w i t h . A l l the t h i n g s one l i v e s w i t h 
should be b e a u t i f u l , you know; one's pots and pans: 
p a i n t i n g s are only i n c i d e n t a l , aren't they? And t h i s i s 
why I'm dead against a l l the ' i n d i v i d u a l ' , you know, 
• a r t y - c r a f t * - ceramics which pretend to be p o t t e r y , or 
p o t t e r y which pretends t o be s c u l p t u r e , and weaving which 
pretends to be t a p e s t r y and p a i n t i n g - which i s r e a l l y 
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j u s t very p r e t t y c r a f t - w o r k . And t o do something which 
i s j u s t b e a u t i f u l i n i t s e l f , and very humble, i s to me 
much more important; much more s a t i s f y i n g . And I 
regr e t the tendency of everybody t r y i n g t o put the stamp of 
t h e i r own i n d i v i d u a l i t y . You see I t h i n k the Japanese, 
because t h i s does not e x i s t - the Japanese never signs h i s 
work at a l l ; and t h a t ' s why i t ' s so good: because they 
don't t h i n k of i t as a work of a r t : i t i s j u s t the best 
possible pot they can make, or the best possible f a b r i c , 
or whatever - best possible fan, you know; whatever they 
do. I f one could develop - I hate t o say 'go back t o 
t h a t 1 ; I always t h i n g one must go forward; but, t o have 
t h a t s i m p l i c i t y of mind again. And I t h i n k Gropius had 
t h a t idea, but i t didn't work at the Bauhaus. The 
second part of your question; can you read t h a t again...? 

Q2. "Do you t h i n k t h a t any of the Bauhaus i n t e n t i o n s have 
been r e a l i s e d , by the Bauhaus, or any other group?" 

A. I t h i n k very l i t t l e . 'And you see, what they d i d by 
way of i n d u s t r i a l design; f o r instance, t h e i r book of 
w a l l papers wasn't very good at a l l . I mean, there were 
odd t h i n g s l i k e the Breuer c h a i r , which i s s t i l l a c l a s s i c ; 
there were a few t h i n g s . . . . and t h a t was Bauhaus s t u f f . 
The students who worked afterwards; I t h i n k very few had.., 
probably i t ' s because i t had such a short l i f e . 

17. 
Q. "What do you t h i n k of the present p o s i t i o n of the 
a r t i s t , craftsman and designer i n B r i t a i n ? " 

A. I t h i n k on the whole he's gained a tremendous l o t of 
r e c o g n i t i o n . And I t h i n k the best people do get the 
r e c o g n i t i o n they deserve. And a l s o , the whole world i s 
open f o r them, because t h e i r r e p u t a t i o n i s very good"; 
and I t h i n k designers, although B r i t i s h people don't 
t h i n k so (but I know t h i s ) on the c o n t i n ent are very h i g h l y 
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regarded; and our schools are very h i g h l y regarded. 

18. 

Q» "Do you consider the r o l e of the a r t schools t o be 
s a t i s f a c t o r y ? " 

A. Well, how many a r t schools are there? 

SQ. The ones t h a t you've had experience of? 

A. Some are b e t t e r than others. A school i s as good as 
i t s s t a f f i s . And a school may be very good i n one 
department, and not so good i n another. I o f t e n r e g r e t 
t h a t the ol d N.D.D., wasn't, s o r t o f , re-thought and 
developed; t h a t the whole t h i n g was sort of swept over-board 
and the Dip.A.D., took i t s place. Because I t h i n k the 
Dip.A.D., has given s l i g h t l y the wrong impression and has 
forced i n d u s t r i a l designing t o the, s o r t of, f i n e a r t a r e a c 

And personally I don't mind - I go t o the Tech. here 
and look at student's work who are i n t e r e s t e d i n t e x t i l e s 
and t e l l them what they ought t o -do, and which college t o 
apply t o , and I always say i t doesn't matter whether you 
go t o a v o c a t i o n a l college or a Dip.A.D., c o l l e g e . I f 
i t ' s a good course, and a good p o r t f o l i o , nobody w i l l ever 
ask what.../indecipherable l a s t h a l f sentence/. 
I t ' s only i f you l a t e r on wanted t o teach t h a t i t matters 
whether you have the Dip.A.D., but otherwise i t doesn't 
matter. And a l o t of the best people have come from q u i t e 
minor c o l l e g e s . You know,: they've had i t i n them, and 
so.... And I t h i n k , on the whole, t r a i n i n g i s so t e r r i b l y 
long - i f they go on to the Royal College, you know, 
seven years some have; i t i s a t e r r i b l y long time. 

SQ. Seven years a l t o g e t h e r at the Royal College? 

A. No; i f you have a foundation course of two years, you 
do Dip.A.D., f o r three years, and you do two or three 
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years at the R.C.A., then t h a t ' s seven or eight years. 
Which i s i n c r e d i b l y long, and I don't t h i n k i t ' s necessary. 

19. 
Q« "Do you consider t h a t the i n d u s t r y . o f a r t - i n t e l l e c t u a l s 
( i . e . , those who t a l k about and analyse, r a t h e r than make) 
plays a part i n promoting any p a r t i c u l a r conception of 
a r t and a r t i s t s p u b l i c l y ? " 

A, I t h i n k i t depends on the standard The person 
I t h i n k . . . . Herbert Read, f o r instance, probably was 
qu i t e an in f l u e n c e on people's t h i n k i n g here. But you 
get others who do an awful l o t of spouting which i s 
meaningless. So i t ' s the q u a l i t y o f . . . . 

20. 
Q. "What do you t h i n k of the present r a t i o between a r t , 
c r a f t and design p r a c t i c e , and i n t e l l e c t u a l discussion 
and t h e o r i s a t i o n , as i t takes place i n , f o r example, 
schools; a r t schools; higher education?" 

A a I don't know. 

21, 

Q. "Do you f e e l t h a t i n any way the a r t market and the 
p r o f e s s i o n a l c r i t i c tend to force adherence t o a p a r t i c u l a r , 
s t y l e and mode of expression as a p r e - r e q u i s i t e f o r success, 
or c o n t i n u i n g success?" 
A 0 I t h i n k i t ' s only the mediocre people who are a f f e c t e d 
by t h a t . I t h i n k the ones who have r e a l l y got i t , and 
w i l l probably become the c l a s s i c s . . . . ^ i n d e c i p h e r a b l e / . 
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22. 
Q. .'"Art i s something which i s part of the a r t i s t ' s 
s e l f , as he i s , and not something which he s e l l s t o 
earn a l i v i n g 1 . I s t h i s true? Or i s t h i s t r u e f o r you? 1" 

A. Well, I'm not an a r t i s t ; I'm a designer. I t h i n k 
I would go on designing whether I earn a l i v i n g or not, 
because I l i k e i t , and I would always make t h i n g s , and 
I would always make my own - you know, I have done ever 
since I was qu i t e small; I would never f o l l o w anybody 
else's p a t t e r n ; I would invent my own. I t h i n k very 
o f t e n people s t a r t w i t h having to earn t h e i r l i v i n g , and, 
e v e n t u a l l y , they get so completely absorbed i n i t t h a t 
i t ' s l e s s important. 

23. 
2*f<> ^Both omitted as they focus on the concept of the 
a r t i s t . / 

25. 
Q. "Are you happy w i t h the ways i n which the A r t s , 
C r a f t s and Design Councils c a r r y out t h e i r a c t i v i t i e s ? " 

A. Oh dearJ Sometimes I am and sometimes I'm not. 
Personally I'm a cat th a t walks alone, and I'm not involved 
i n the a c t i v i t i e s of the Design Council, nor the A r t s and 
C r a f t s . . . . I t h i n k they have done probably q u i t e a b i t 
of i n t r o d u c i n g design consciousness amongst a wider l o t 
of people. I was once i n one of the New Towns on the 
o u t s k i r t s of London - i t was Harlow a c t u a l l y ; no, Stevenage -
and the standards of the things i n the shops was a p p a l l i n g , 
and they were a l l young f a m i l i e s , you know, l i v i n g t h e r e . 
And yet there wasn't a decent chair or a decent piece of 
f u r n i t u r e anywhere. And I thought of, w e l l ; what does 
the Design Council do i n the Haymarket; i t ought to be 
i n towns l i k e t h a t and r e a l l y show.... And i t v/ould get 
probably much more amongst the l a r g e s t number of people. 
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But i t ' s very d i f f i c u l t t o know where, you know, where 
t h e i r a c t i v i t y begins and where i t ends. 

SQo Were you anything t o do w i t h the Council f o r the 
Encouragement of Music and Art during the war. 

A, No, I d i d n ' t . I was working i n a f a c t o r y up i n 
Lancashire. 

SQ. Did you see any of CEMA's a c t i v i t i e s ? 

A. I did see a b i t , and i t was, i n f a c t , very impressive, 
what they d i d . You know, they had- I always remember.... 
I l i v e d during the war I v/orked i n a f a c t o r y i n 
Bolton, and I was also very a c t i v e i n . . . . I played 
v i o l i n i n those days, and used to see a l o t of f r i e n d s who 
di d music. And I met the young man who played i n the 
Halle Orchestra, and he said he'd l i k e t o go t o the l o c a l 
a r t g a l l e r y where there was an e x h i b i t i o n of modern 
p a i n t i n g s , and, I sa i d , ' I ' l l meet you there on S a t u r d a y 
afternoon.* And so I s t a r t e d t a l k i n g to him about the 
p a i n t i n g s , and, w i t h i n about ten minutes I had about 
twenty people, and I was there a l l afternoon and had an 
enormous audience, you know; and I f e l t how much people 
wanted to be taught about these t h i n g s , and have p a i n t i n g s 
explained. I t became very i n t e r e s t i n g , and, you know, 
they j u s t followed round, p i c t u r e t o p i c t u r e . And I 
t h i n k from that point of view they l o s t out t h a t they 
d i d n ' t have guides w i t h the e x h i b i t i o n and there would be 
gui d e - l e c t u r e s . But i t opend a great many people's 
eyes t o a r t and t o music i n areas where i t hadn't been 
before. 

SQ. I get the impression, from reading the A r t s Council's 
own account of CEMA, t h a t CEMA was much more outward going, 
whereas the A r t s Council attempted t o p u l l t h i n g s back 
t o London and concentrate on some idea of standards, 
r a t h e r than j u s t pushing i t out t o v i l l a g e s , towns, 



and t e l l i n g the a r t i s t s , craftsmen and designers t o get 
on w i t h i t ; w e ' l l help you. 

A e I t probably was much more a l i v e i n those days, and, 
as you say-, q u i t e r i g h t l y , i t d i d go r i g h t out i n t o 
smaller towns and v i l l a g e s and brought t h i n g s which hadn't, 
been there - hardly at a l l . Except, of course, there are 
many many more g a l l e r i e s now, and c r a f t shops, and 
t h i n g s ; some are good, and some are not so good. But 
there are more g a l l e r i e s up and down the country, I'm 
sure. And I'm sure t h a t ' s the war-time a c t i v i t i e s which 
have s t a r t e d t h a t . But I would agree w i t h you; i t had 
a much wider terms of reference than the Arts Council. 
You see the A r t s Council gives very l i t t l e money to smaller 
g a l l e r i e s . You know, the l a r g e s t whack goes t o the Royal 
Opera House, and establishments and.... I suppose i t ' s 
very very d i f f i c u l t t o decide who deserves 
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13 A p r i l 1975 

1. 
Q. "What are your main f i e l d s of a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, engraver, e t c . , e t c . , ) ? " 

A 0 Nowadays s i l v e r - s m i t h i n g ; previous t o t h a t p a i n t i n g 
i n r e l a t i o n t o t e x t u r e s ; and, before t h a t , s c u l p t u r e . 

2. 
Qe "Would you c a l l y o u r s e l f an a r t i s t , craftsman or 
designer?" 

A. An a r t i s t - c r a f t s m a n , and designer as part of t h a t . 
That i s , I design but I execute my designs. 

3. 
Qo "What does the idea of being p r o f e s s i o n a l mean t o 
you as regards a r t , c r a f t or design?" 

A, I t means I get paid f o r something t h a t I've made, 
instead of i t l y i n g around. 

k. 

Q. "Do you experience or f e e l there are any problems i n 
the t r i p a r t i t e d i v i s i o n s of a r t ; c r a f t ; and design?" 

A c Yes, because i f you, as I do, f e e l i t necessary t o 
s e l l something i n order t o f e e l , I suppose, part of so c i e t y 
then sometimes you're i n a dichotomy, i n t h a t you may 
be wanting t o make something which you know i s , almost 



2 ^ 3 

i n e v i t a b l y , unsalable; so, you work on t h a t , and then 
you have a f e e l i n g of g u i l t because you ought t o be doing 
something u s e f u l . So, yes, I f e e l a c e r t a i n dichotomy. 

5. 
Qo "What s p e c i a l f u n c t i o n ( i f any) do you f e e l the 
ar t i s t / c r a f t s m a n / d e s i g n e r to have?" 

A e Various, P a r t i c u l a r l y t h a t i f you have an i n d i v i d u a l 
working i n . . . . w i t h possibly very simple medium; I mean 
I , p e r sonally, am ra t h e r i n t e r e s t e d i n working w i t h what 
would be considered o f t e n to be waste; I l i k e the idea 
of making something new out of v/hat might be considered 
to be rubbish; t h a t i s a use t o s o c i e t y i n t h a t i t presents 
something i n a new way; so you look a f r e s h at eve r y t h i n g 
about you because you see I f I make something b e a u t i f u l 
out of what others consider t o be waste, then, perhaps, 
they look at t h e i r environment i n a s l i g h t l y d i f f e r e n t 
way. 

6. 
Q. "Do you l i v e o f f your a c t i v i t y as...?" 

A . No. No, I couldn't possibly do i t i f I wasn't.... 
at l e a s t I don't know; I haven't been i n a p o s i t i o n t o 
have t o t r y . I've been a protected female. 

Q2. "(b) I f not, do you undertake any other s o r t of 
work t o support your a c t i v i t y ? " 

A. Yes, I teach p a r t - t i m e . 

Q2. " ( c ) . I f you undertake any other s o r t of work, 
do you consider y o u r s e l f p r i m a r i l y an a r t i s t / c r a f t s m a n / -
designer, or p r i m a r i l y a teacher?" 



A. No, I don't consider myself p r i m a r i l y e i t h e r , because 
the whole a c t i v i t y of l i v i n g i nvolves running a house, and 
a home, and gardening, and growing vegetables, and making 
t h i n g s , and teaching - they're a l l e n t i r e l y locked 
toge t h e r . Can't r e a l l y separate one from the other. 
I would i d e a l l y l i k e t o have them even more locked 
together, r e a l l y . I don't t h i n k you can l i v e p r o p e r l y 
i f you l i v e i n a very separate v/ay. And I believe t h a t , 
i f l i f e i s t o be r e a l l y meaningful, then a l l a c t i v i t i e s 
which you indulge i n , whether you are cooking a meal or 
making something are important. They're a l l an important: 
par t of the whole business of being a l i v e . So I don't 
consider them separate, at a l l . 

7. 
Q, "What sort of f i n a n c i a l or c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h galleries/patrons/customers?" 

A, Well, I'm not very good about going around and t r y i n g 
t o s e l l t h i n g s ; so I put o f f doing t h i s t i l l the week 
a f t e r next, always; and I have been s e l l i n g t h i n g s through 
i n d i v i d u a l s . This i s n ' t r e a l l y very s a t i s f a c t o r y , because 
i t means you don't get any added, so r t o f , 'name; but 
one does a c t u a l l y s e l l t h i n g s t h a t way without having t o 
go i n t o be slapped i n the face by somebody who says, 
' I don't l i k e your work at a l l ' . Though I t h i n k t h i s i s 
a c t u a l l y r a t h e r weak; one probably should go out. 
A c t u a l l y I'm g e t t i n g s u f f i c i e n t l y confident i n what I've 
been making so t h a t I'd j u s t about be prepared t o go out, 
but, I s t i l l haven't done i t . U M i l I've done i t , I 
can't a c t u a l l y say, 'This i s what I do 1, because I haven't. 
But I have i n f a c t been s e l l i n g as much as I've been able 
t o produce: but, through i n d i v i d u a l s then l e a d i n g on t o 
other i n d i v i d u a l s . 

Q2. "Would you wish t h i s t o be otherwise?" 



A o Yes. I v;ould. Because I t h i n k i f one d i s p l a y s one's 
work i n a..... Well, i t ' s very d i f f i c u l t , because I 
t h i n k you've got so much of a fashion - somebody happens 
t o have a f r i e n d who has a f r i e n d who w r i t e s a note i n a 
paper who becomes fashionable, and i t doesn't 
r e a l l y mean anything. But, on the other hand, I would 
q u i t e l i k e to be open to open c r i t i c i s m , i f you l i k e , and 
not j u s t s e l l i n g t o people who say, ' I s n ' t t h a t l o v e l y ' . 

8, 
Q« "Do you t h i n k an a r t i s t has a r i g h t t o make a l i v i n g 
as a r t i s t ? " 

A# I c e r t a i n l y t h i n k he has a r i g h t t o be. I wouldn't 
regard ' r i g h t ' as a very good word. I t h i n k i t ' s very 
d i f f i c u l t f o r an a r t i s t t o make a l i v i n g as an a r t i s t . I f 
he can produce work which s a t i s f i e s him, and also pleases 
other people.... s p l e n d i d , 

9. 
Q. "A tendency has been noted f o r some p o t t e r s , weavers, 
e t c . , t o i n s i s t on themselves being a r t i s t s , r a t h e r than 
craftsmen, w i t h a l l that- t h i s i m p l i e s i n terms of independ­
ence as creator (not copier or r e p e t i t i o u s producer) 
and the primacy of the a e s t h e t i c o b j e c t , r a t h e r than 
the f u n c t i o n a l o b j e c t . S i m i l a r l y among some p a i n t e r s and 
s c u l p t o r s , a s h i f t towards c a l l i n g themselves craftsmen, 
r e a c t i n g against some of the specialness or sacredness 
apparent i n publ i c use of the term ' a r t i s t ' has been noted. 
Do you experience any problems connected w i t h being a r t i s t / -
craftsman/designer?" 

A. V/ell no; I don't p e r s o n a l l y , because I t h i n k t h a t 
i f you make an o b j e c t , then the craftsmanship i n e v i t a b l y 
comes i n t o i t . I don't I f you j u s t design an object 
and other people make i t , then obviously t h i s i s a completely 
d i f f e r e n t , t h i n g , and I t h i n k i n t h a t case i t can o f t e n 



be very u n f a i r when the craftsman who's made i t gets 
i n s u f f i c i e n t applause f o r the work t h a t he's done; and 
i t ' s very easy, on the whole, t o design a t h i n g once you 
have got cottoned on to what people l i k e , or have developed 
a b i t of a s t y l e . I t ' s very easy to design something, but 
i t ' s only when you a c t u a l l y make i t t h a t you come up 
against the f a u l t s i n your design: where the designer i s , 
i n a way, cheating w i t h what the m a t e r i a l i t s e l f i s 
capable of doing. 

10. 
Q. "The problem w i t h being c a l l e d a r t i s t i s t h a t , i n the 
extreme, the term r e l a t e s to genius, super-humanness; 
the problem w i t h being c a l l e d craftsman i s t h a t i t has 
overtones of parochialism, rough workmanship, holiday 
t r i n k e t manufacture; s i m i l a r l y 'designer' conjures up 
an idea of an a c t i v i t y abstracted from the f u l l range of 
e f f o r t and involvement necessary i n the production of an 
o b j e c t . Would you agree? uave you any comment?" 

A. Well, I wouldn't agree w i t h the d e f i n i t i o n of a 
craftsman, a c t u a l l y ; I t h i n k t h a t ' s the d e f i n i t i o n c f an 
arty-cra f t s m a n . Because b a s i c a l l y anybody who i s a 
craftsman, whether he i s a blacksmith or a carpenter, 
the meaning of the term i s t h a t he does know how t o 
handle the m a t e r i a l he's involved w i t h , and handles i t 
w i t h s k i l l and l o v e , 'Designer' i s , I t h i n k , surely a 
very modern term; i t must be, because i n the past anybody 
who designed something also made i t . Once you have a 
designer who designs something and i s not involved w i t h 
making i t , you w i l l come, I would t h i n k , upon the great 
d i f f i c u l t y t h a t he may not be a p r a c t i c a l designer. I 
mean, i f a designer becomes a designer a f t e r he's been 
a craftsman, f i n e ; but I don't q u i t e accept the d e f i n i t i o n 
of a r t i s t e i t h e r . Surely an a r t i s t i s somebody who's 
working i n a medium which he f e e l s he has t o work i n i n 
order t o express things he believes to be very important. 



I f he's not doing t h a t , then he's not r e a l l y an a r t i s t . 

11. 

Q. "Frank Lloyd of Marlborough Fine A r t i s reported t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money*. What do you f e e l about the o r g a n i s a t i o n of the 
a r t market?" 

A. Well, f a i r enough; I suppose i t does e x i s t i n order 
t o make people who do i t money. I t h i n k i t ' s not a very..., 
I t h i n k i t ' s r a t h e r sad - a r a t h e r sad s i t u a t i o n . But 
I haven't been involved i n i t enough t o know t h a t anything. 
I was to say mightn't j u s t appear l i k e sour grapes 
because I wasn't involved i n i t . You get the impression 
t h a t i t i s p r i m a r i l y t o make money. Some people who've 
been taken up and helped have been genuinely good, but, 
there have obviously been some who've been taken up 
who've j u s t been, sort o f , phoney, a~nd caught i n w i t h the 
fashion of the p a r t i c u l a r minute. And then, I suppose, 
i n the long run i t doesn't do anybody any good, but a few 
people have made some money inbetv/een, and I suppose as 
long as you've got enough moderately i d i o t i c people who 
are going t o spend money i n t h i s way I don't t h i n k 
i t ' s r e a l l y anything t o do w i t h . . . . i t i s bound to be 
something t o do w i t h a r t i n t h a t people are very a f f e c t e d 
by are they t o make any money; so, I suppose my f e e l i n g 
on the whole i s t h a t i t ' s a r a t h e r sad comment on the 
soc i e t y we l i v e i n t h a t t h i n g s are only valued when they are 
going t o make anybody some money or not. 

1?.. 
Q. "Do you t h i n k the employment of a r t i s t s / c r a f t s m e n / -
designers by c i t y councils on a permanent basis t o decorate 
and adorn p u b l i c b u i l d i n g s and places, and t o work w i t h 
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a r c h i t e c t s on new b u i l d i n g s , would be (a) A good idea? 
(b) Would improve the v i s u a l environment?" 

A. Well, I t h i n k i t would be a good idea i f i t d i d 
improve the v i s u a l environment. I t h i n k there's always 
a c e r t a i n r i s k i n once you make anybody a c i v i l servant 
then t h e i r job becomes safe. There's the r i s k t h a t they 
then may only do thi n g s which they're sure are safe, so 
they may not be very adventurous. But, on the other hand, 
I'm sure i t ' s b e t t e r t o have such people l i n k e d w i t h the 
c i t y c o u n c i l , than not to have them. Where was i t ? 
Somewhere r e c e n t l y I was l i s t e n i n g t o a ra d i o programme 
where they introduced on t h i s b asis, and they'd obviously 
had a very b e n e f i c i a l e f f e c t on the v i s u a l environment, i n 
t h a t they were t r y i n g t e r r i b l y hard t o make people aware; 
make people object i f they d i d n ' t l i k e what happened t o 
them - s t r e e t signs or shop f r o n t s . So, Yes. I t h i n k 
i t ' s b e t t e r t o have somebody than not, so long as you can 
somehow not get them too stuck i n so they stay there f o r 
f o r t y f i v e years. 

13. 
Q, "What do you t h i n k of the present s t a t e of the a r t s 
i n B r i t a i n ? " 

A. Well, I t h i n k we're a b i t there's a great divorce 
between v/hat are c a l l e d the a r t s and what most of the 
popul a t i o n are aware of. There seems to be a 
c o t e r i e of people who are ' i n ' and they know what's 
going on and nobody else does. That's a b i t of a shame, 
because r e a l l y a r t ought to be inv o l v e d w i t h everyday 
existence. There i s n ' t r e a l l y much money a v a i l a b l e f o r . . . . 
p a r t i c u l a r l y drama and theatre and t h i n g s , and they need 
support. And there's an awful l o t of f e a r f u l nonsense, 
j u s t on the basis t h a t anything t h a t i s new i s . . . . must be 
b e t t e r than something else. So I suppose I don't t h i n k 
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t h a t i t ' s f r i g h t f u l l y h e a l thy. But I don't t h i n k i t 
necessarily I mean, i t changes a l l the time. As 
long as people go on a c t u a l l y managing to do t h i n g s , 
then I t h i n k you have the p o s s i b i l i t y of change - although 
I don't t h i n k the media have helped f r i g h t f u l l y . I f 
you?re t a k i n g ' a r t ' t o cover a very v/ide f i e l d , and I 
mean t o cover also 'thought', I don't t h i n k the c u l t u r a l 
p i c t u r e t h a t emerges from the t e l l y as an i n f l u e n c e i s a 
very good one. But, i f you draw a r t down t o what happens 
i n g a l l e r i e s , i t i s n ' t r e a l l y r e levant t o l i f e you 
could go on f o r hours, 

Q. This i s a quote from Cezanne; 1 , 11 must go on working, 
but not i n order t o a t t a i n a f i n i s h e d p e r f e c t i o n , which i s 
so much sought a f t e r by imbeciles. And t h i s q u a l i t y 
which i s commonly so much admired i s nothing mut the 
accomplishment of a craftsman, and makes my work produced 
i n t h a t way i n a r t i s t i c and vul g a r . I must not t r y to 
f i n i s h anything except f o r the pleasure of making i t 
t r u e r and wiser.' ( a ) What i s your r e a c t i o n t o these 
views? (b) I s 'art f o r a r t ' s sake' l i b e r a t i n g ? 
r e s t r i c t i v e ? " 

A. Well, take the l a s t b i t f i r s t . I t ' s obviously 
l i b e r a t i n g , i n one sense f o r the a r t i s t , because he's 
the r e f o r e wholly concerned w i t h that which he's doing. 
Whether i t also i s r e s t r i c t i n g , because e x t e r n a l d i s c i p l i n e 
i s perhaps easier t o work f o r then i n t e r n a l d i s c i p l i n e 
I don't know. I t ' s very arguable. As f a r as working 
only.... what's the l a s t b i t of the other one again? 
Whether work i s fi n i s h e d ? ^reads the question/. 
Yes, w e l l I t h i n k I agree w i t h him, a c t u a l l y . I mean, 
' I must not t r y t o f i n i s h anything except f o r the pleasure 
of making i t t r u e r and wiser' I would agree w i t h . You 
go on, or you should go on w i t h something as long as the 
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going on w i t h i t i s meaningful. But, as soon as i t stops 
being meaningful, and becomes only...because i t doesn't 
look as f i n i s h e d as somebody else's then i t ' s obviously 
a nonsense. So what he's r e f e r i n g t o as ' f i n i s h ' i s 
i n f a c t t h a t which i s accepted by a previous generation 
as ' f i n i s h ' , but not what i n v o l v e s the person.... I mean 
i f you're working i n order an a r t i s t i s working i n 
order t o , i n a sense, f i n d something out, then he can go on 
u n t i l the moment when i t i s no longer meaningful t o go on, 
then he stops. But, 'ar t f o r a r t ' s sake' i s a very 
loaded phrase, i s n ' t i t . I t doesn't somehow, i n a way, 
mean anything. At l e a s t t o me i t doesn't. I t ' s a 
phrase r e a l l y . What i s the ' a r t ' s sake 1? The sake of 
going on? The sake of the v/ork you're producing? Or 
the sake of doing the v/ork? So I don't know. Again, 
one could go on saying t h i n g s , but I'm not sure i f 
they'd be any more meaningful. 

15. 
Q. This i s Herbert Read summarising h i s own v e r s i o n of 
Sigmund Freud; 11 'There i s l i t t l e doubt t h a t , i n some sense 
or other, the a r t i s t i s always t o be regarded as psychotic. 
He may not be man i f e s t l y psychotic; he may r a t h e r be a 
psychotic type who has found some way of d i s g u i s i n g or 
compensating f o r h i s psychosis. 1 (a) Do you t h i n k t h i s 
view has any general currency? (b) Do you t h i n k t h i s 
view has any v a l i d i t y ? " 

A. I should t h i n k i t probably has general currency among; 
many people, but I doubt t h a t i t has among many a r t i s t s . 
Has i t any v a l i d i t y ? Well, i n so f a r as any of us t r y , 
i n l i f e , t o f i n d those t h i n g s t o do which enable us t o 
stay sane, yes; i t probably has v a l i d i t y . But you could 
equally w e l l say; i f you were t o take a l l butchers through­
out the world from China t o B r i t a i n they'd a l l have c e r t a i n 
q u a l i t i e s i n common; t h a t also might be so. So i t 
probably has v a l i d i t y , but I don't know i f i t has any 
relevance. 
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16. 
Q. "Gropius has s a i d , 'Our guiding p r i n c i p l e was th a t 
a r t i s t i c design i s n e i t h e r an i n t e l l e c t u a l nor a m a t e r i a l 
a f f a i r , but simply an i n t e g r a l part of the s t u f f of l i f e . . . 
Our ambition was t o rouse the c r e a t i v e a r t i s t from h i s 
other w o r l d l i n e s s and r e i n t e g r a t e him i n t o the workaday 
world of r e a l i t i e s ; and at the same time t o broaden 
and humanise the r i g i d , almost e x c l u s i v e l y m a t e r i a l , mind 
of the business man. Thus our informing conception of 
the basic u n i t y of a l l design i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t of 'art f o r a r t ' s sake', and 
to the even more dangerous philosophy i t sprang from: 
business as an end i n i t s e l f . ' (a) Do you agree w i t h 
Gropius i n saying t h a t ' a r t i s t i c design i s . . . simply 
an i n t e g r a l part of the s t u f f of l i f e ' ? (b) Do 
you t h i n k t h a t any of the B^auhaus i n t e n t i o n s , as expressed 
above, have been realised? (by the Bauhaus or any other 
persons/groups?)" 

A. Yes, I would agree w i t h Gropius' statement, i d e a l l y . 
I don't know t h a t t h i s i s what happens; t h i s i s what 
should happen. I t h i n k some of the Bauhaus.... yes, 
I t h i n k there's been.... not very much; I t h i n k a c e r t a i n 
amount i n f u r n i t u r e design. Some i n the house - the way 
people t h i n k about rooms and space. I t h i n k i t ' s gone 
r i g h t through i n t o a f f e c t i n g c o u n c i l house design; p u b l i c 
b u i l d i n g ; ' not nec e s s a r i l y w i t h a complete understanding 
of what the Bauhaus was doing. Some of the s p i r i t has 
got very l o s t on the way. 

17. 
Q. "What do you t h i n k of the present p o s i t i o n of the 
a r t i s t , craftsman and designer i n B r i t a i n ? " 

A, Well, again, i f somebody gets themselves i n the r i g h t , 
place. I mean, w i t h dress design, f o r instance, 
student competitions, and some people are very good 
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a t p u t t i n g themselves forward they get picked up. 
But I don't t h i n k i t r e l a t e s n e c e s s a r i l y very much t o 
q u a l i t y . I t h i n k there's, a tendency f o r people v/ho 
are perhaps a l i t t l e b i t brash, perhaps also lucky, t o 
get picked up, and I suspect a l o t of good ideas from 
p o s s i b l y r a t h e r more shy people may f a l l by the wayside. 
I f you go to student's e x h i b i t i o n s at colleges y o u ' l l 
see one or two names tha t y o u ' l l see again i n a few years 
time, but they're by no means ne c e s s a r i l y the ones 
who were outstanding f o r o r i g i n a l i t y i n the e x h i b i t i o n ; 
but they've probably e i t h e r been lucky or pushed themselves 
i n the r i g h t places. I t h i n k i n order to r6ucceed" 
( i n i n v e r t e d commas), now, an a r t i s t has t o have I mean 
i f he i s i n t e r e s t e d i n success and l i v i n g by what he i s 
doing he has t o have other q u a l i t i e s than a r t i s t i c i n t e g r i t y 
and t a l e n t . He's got to be a very good P.R. man. 

18. 
Q. "Do you consider the r o l e of the a r t schools to be 
s a t i s f a c t o r y ? " 

A. No, not very. For instance I gather t h a t a l l a r t 
students now have t o have at l e a s t one or two 'A' l e v e l s 
to get i n t o a r t school, and I don't t h i n k the a b i l i t y t o 
pass exams nec e s s a r i l y r e l a t e s t o a r t i s t i c t a l e n t . I 
t h i n k there are f r i n g e characters who may hnve considerable 
a b i l i t i e s i n some d i r e c t i o n s , and v/ho j u s t can't pass 
exams. I t h i n k the c u t t i n g down a r t i s t - t e a c h e r s ( p a r t - t i m e 
s t a f f ) i s a great p i t y . P r a c t i s i n g a r t i s t s brought a 
great deal, because they're working i n a f i e l d and they're 
i n v o l v e d ; f o r them no longer t o be teaching i s , I t h i n k , 
a great shame. And I t h i n k the whole fashion t h i n g i s 
a p i t y , i n t h a t i n somewhere l i k e the Royal College there 
tends to be not as much j u s t ' g e t t i n g on w i t h i t ' ; I 
t h i n k there could be a great deal more; there's a l o t of 
'We must deal w i t h whatever the l a t e s t f a s h i o n i s ' -
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whether i t ' s p l a y i n g around w i t h e l e c t r i c l i g h t s or e n t r a i l s , 
or whatever i t may be at a p a r t i c u l a r time. And I 
t h i n k i t ' s a p i t y t h a t they're being so l i n k e d w i t h 
polytechnics anyway. That you've got to make i t a l l 
come w i t h i n a formal s t r u c t u r e which I don't t h i n k 
r e l a t e s necessarily at a l l t o whether somebody's going t o 
be a good a r t i s t , craftsman or designer. Obviously 
i t ' s much easier t o teach a craftsman a c r a f t , because 
they can l e a r n t h a t and knov; what they're l e a r n i n g ; t o 
teach somebody who's hoping t o be a c r e a t i v e a r t i s t i s 
very i s a q u i t e d i f f e r e n t t h i n g . And t h e r e f o r e I 
t h i n k i t ' s a p i t y we don't have some r e l a t i n g to the way 
i n which, perhaps, the sort of Renaissance a r t i s t worked 
i n a s t u d i o , and learned the c r a f t while seeing the way 
somebody else worked. Much more one-to-one basis; you 
have t h i s a c e r t a i n amount i n s c u l p t u r e . But, I t h i n k 
i t must be very d i f f i c u l t f o r a student now because he 
doesn't have t o do a formal grounding, so he's got to 
t h i n k that he must express himself r i g h t from the very 
s t a r t . He's not all o w e d • j u s t t o f i n d out about himself 
through working i n a f a i r l y set and or d i n a r y way. So, no; 
I don't t h i n k i t ' s very s a t i s f a c t o r y . 

19. 
Q. "Do you consider t h a t the i n d u s t r y of a r t - i n t e l l e c t u a l s 
( i . e . those who t a l k about and analyse, r a t h e r than make) 
plays a part i n promoting any p a r t i c u l a r concpetion of 
a r t and a r t i s t s p u b l i c a l y ? " 

A . I would say, Yes; i t plays a p a r t ; whether i t 
plays a p a r t i c u l a r l y desireable part i s another matter. 
I f somebody w r i t e s and st a t e s and says on t e l e v i s i o n and 
r a d i o w e l l , I suppose P a t r i c k Procter's-, dead-pan, 
grand piano, or whatever i t may be, are a b s o l u t e l y splen­
d i d , and people w i l l say, 'Oh, they're a b s o l u t e l y s p l e n d i d ; 
i t must be us who's at f a u l t , because I don ' t see any­
t h i n g p a r t i c u l a r l y . . . . ' , so, yes; they do play a p a r t . 



But I'm a l i t t l e suspect as t o whether,.... whether i t ' s 
a very u s e f u l part whether i t ' s a very honest p a r t , 
I'm sure some of them t r y very hard t o be honest, but i t 
must be very d i f f i c u l t . You know, i f somebody's s e l l i n g 
w e l l , he must have got something, so we ought t o w r i t e 
w e l l about them = so I don't f e e l they're very honest, 
though probably t r y t o be, 

20. 
Q, "What do you t h i n k of the present r a t i o between a r t / -
c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l discussion and 
t h e o r i s a t i o n as i t takes place i n , f o r instance, schools; 
a r t schools; higher education; T.V.; press; r a d i o ; or 
any other areas?" 

A. I'm not q u i t e sure I've grasped the question. 
Ratio? 

SQ. The balance between t a l k i n g about and a c t u a l l y doing,. 

A» Oh, I see. 

SQ. The extent to which you t h i n k there i s too l i t t l e or 
too much t a l k i n g ; too l i t t l e or too much doing.... 

A. I n schools I wouldn't have thought there was much 
t a l k i n g : I would have thought the emphasis was on doing, 
I don't know about u n i v e r s i t i e s ; perhaps the emphasis i s 
there more on t a l k i n g about r a t h e r than doing. But, 
I would have thought that i n schools and i n a r t schools 
they don't l i s t e n very much t o what people are t a l k i n g 
about. I don't t h i n k they probably even care. So 
I would have said the emphasis was on doing, v/hich I 
t h i n k i s j u s t as w e l l . 
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21. 
Q. "Do you f e e l t h a t i n any way the a r t market and the 
p r o f e s s i o n a l c r i t i c tend t o force adherence t o a p a r t i c u l a r 
s t y l e and mode of expression as a p r e - r e q u i s i t e f o r 
success, or c o n t i n u i n g success?" 

A. Yes, I'm sure they do. They change i t p r e t t y 
s w i f t l y , of course, v/hen the market gets a doesn't 
go on responding. And I t h i n k there are probably some 
v/ho t r y very hard not t o be a f f e c t e d by f a s h i o n . But i t 
must be very d i f f i c u l t v/hen you're l i v i n g i n t h a t v/orld, and 
i f 99 per cent of the people you come across are saying, 
•That s t y l e i s a b s o l u t e l y splendid'. When ever y t h i n g moved 
from Hard Edge A b s t r a c t i o n t o . . . . i f somebody di d n ' t 
paint l i k e Jackson Pollock there wasn't any point i n 
being there, and then you suddenly get a great s h i f t . 
The s h i f t hasn't happened/started w i t h your c r i t i c s : no; 
but i t s acceptance v / i l l have been l e d by or helped by 
or pushed by f a s h i o n . I don't see how you can avoid t h i s 
though. I f you've got mass c i r c u l a t i o n papers, and you've 
got the media t a l k i n g about these t h i n g s , i t ' s bound to 
happen th a t way - unless you r e t u r n t o a s o r t of patronage. 

22. 
Q. Bruce Allsopp has s a i d , '"Art i s something which i s 
part of the a r t i s t ' s s e l f , as he i s , and not something 
which he s e l l s t o earn a l i v i n g ' . I s t h i s true? Or 
i s i t true f o r you?" 

A. Well, i t must be t r u e , i f i t ' s a r t . I f somebody 
makes something not purely i n order t o s e l l i t then i t 
may be done w i t h a r t i s t r y , but i t ' s q u i t e d i f f e r e n t i f 
he a c t u a l l y makes i t because he has t o make i t . I don't: 
know; personally I s u f f e r from lack of s e l f - c o n f i d e n c e , 
because i f I do something which pleases me I r e q u i r e the 
boosting up of somebody saying ' I l i k e t h a t ; I would l i k e 
t o have i t . ' But t h a t ' s j u s t my inadequacy; i t ' s 
not ne c e s s a r i l y t h a t somebody can't continue f o r the 
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whole of t h e i r l i f e i n producing t h i n g s which nobody el s e , 
maybe, l i k e s . . . . and then doubtless a few maybe 
nobody ever w i l l l i k e them. But, now and again, a f t e r 
a period of time, people w i l l say 'How a b s o l u t e l y splendid! 
those were*. They w i l l appreciate t h e i r q u a l i t y . But 
then t h a t - i f somebody i s l i k e t h a t , then I t h i n k they 
are a very genuine and strong person, strong a r t i s t , who 
has s u f f i c i e n t f a i t h i n h i s own v a l i d i t y t h a t he can 
continue t o do t h a t which nobdoy else approves o f ; or he 
j u s t doesn't r e q u i r e help and approval. Most of us are 
weaker. 

23. 
Q. "Most a r t r e q u i r e s a c e r t a i n l e v e l of t e c h n i c a l 
accomplishment, or s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? And, i f so, would you see t h i s as a d i f f e r e n t 
l e v e l of d i s t i n c t i o n than t h a t , f o r example, between an 
averagely s k i l l e d tennis player, and the a b i l i t y of a top 
class p r o f e s s i o n a l ? " 

A. No, I don't t h i n k the tv/o t h i n g s are q u i t e the same, 
because.... somebody can be an extremely good craftsman, 
and not at a l l a good a r t i s t ; and somebody can be a good 
a r t i s t and a lousy craftsman. But you can't be a good 
tenn i s player and a bad tennis player at the same time. 
A t e n n i s player only has one form of s k i l l . But you.,., 
obviously somebody may have a b r i l l i a n c e on top of t h a t . 
I f you have a craftsman he may be a b s o l u t e l y b r i l l i a n t l y 
admirable, but have no The r e s u l t i s u n s a t i s f a c t o r y 
because he has no soul - nothing t o say, or something. 

2*f. 
Qo "Can I l e a r n t o be an a r t i s t , or must I have a c e r t a i n 
l e v e l of p r e - e x i s t i n g t a l e n t ? " 

A. Well, obviously you can l e a r n t o be some s o r t of 
craftsman, but previous remarks would a l l apply. No, I 
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t h i n k you have t o have a c e r t a i n p r e - r e q u i s i t e o f t a l e n t . 
B e c a u s e o t h e r w i s e you wouldn't go on d o i n g i t f o r one 
t h i n g ; b e c a u s e i t ' s r a t h e r h a r d work. I t ' s a l s o 
u s u a l l y f a i r l y l o n e l y work. 

25. 
Q. "Are you happy w i t h t h e ways i n w h i c h t h e A r t s , 
C r a f t s and D e s i g n C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? " 

A. W e l l , I ' v e r e a l l y been i n v o l v e d a s a consumer 
o n l y l o o k i n g a t t h i n g s . I suppose r e c e n t l y t h e r e seems 
to be a s l i g h t c o n f u s i o n i n t h a t t h e a s f a r a s c e r t a i n 
t h i n g s t h e D e s i g n C o u n c i l i s c o n c e r n e d , t h e y don't seem 
t o have any c a t e g o r i e s by w h i c h t h e y work anymore; so 
i t ' s r e a l l y you s e e s o m e t h i n g ' s got a D e s i g n C o u n c i l 
award, and i t c o u l d be f o r a n y t h i n g r e a l l y . So I suppose 
t h e y don't seem f r i g h t f u l l y r e l e v a n t . I t h i n k t h e y were 
b e t t e r soon a f t e r t h e o r i g i n o f t h e C o u n c i l of D e s i g n 
Awards, b e c a u s e t h e y d i d r e l a t e t o s p e c i f i c c a t e g o r i e s , 
and so you c o u l d weigh t h i n g s up, one a g a i n s t a n o t h e r , 
and s a y ; why t h e y have awarded t h a t p a r t i c u l a r o b j e c t , 
and not a n o t h e r . But now i t ' s s p r e a d o v e r e v e r y f i e l d , 
and i t seems p r e t t y a r b i t r a r y r e a l l y . 
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INTERVIEW F I F T E E N 
Gt. M i s s e n d e n , High Wycombe. 
13 A p r i l 1975 

1. 
Q. "What a r e your main f i e l d s of a c t i v i t y ( p a i n t e r , 
s c u l p t o r , weaver, f i l m - m a k e r , e t c . , ) ? " 

A. W e l l , f i l m - m a k i n g . 

SQ« You produce, d i r e c t , w r i t e . . . ? 

A. Y e s . W e l l , i t r a t h e r goes i n t h e o p p o s i t e o r d e r . 

2. 

Q, "Would you c a l l y o u r s e l f an a r t i s t , c r a f t s m a n o r 
d e s i g n e r ? or any c o m b i n a t i o n o f t h e s e ? " 

A« Y e s ; I ' d c a l l m y s e l f an a r t i s t - c r a f t s m a n ; y e s . 

3. 

Q, "What does t h e i d e a o f b e i n g p r o f e s s i o n a l mean t o 
you a s r e g a r d s a r t - c r a f t ? " 
A» W e l l i t means..... W e l l , I have tv/o immediate r e s p o n s e s 
t o t h a t : one i s you' r e o b v i o u s l y w o r k i n g f o r a p r e - d e t e r m i n e d 
market, b e i n g p r o f e s s i o n a l , and t h e r e ' s a c t u a l l y somebody 
w i l l i n g t o pay you f o r i t ; s e c o n d l y , o f c o u r s e , I have 
an immediate r e a c t i o n , and t h a t i s t h a t we p r o f e s s i o n a l s 
do t h i n g s w e l l , and a m a t e u r s do t h i n g s b a d l y . 
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Q. "Do you e x p e r i e n c e or f e e l t h e r e a r e any p r o b l e m s 
i n t h e t r i p a r t i t e d i v i s i o n s of a r t ; c r a f t ; d e s i g n ? " 

A. Do I ? . . . . Do I what? S o r r y ? Do I f e e l any 
problems 

SQ. I n d i v i d i n g the w o r l d up i n t h a t way.... 

A. Oh, I s e e . Y e s , I would s a y so a s r e g a r d s f i l m - m a k i n g ; 
u n d o u b t e d l y . B e c a u s e I t h i n k a l o t of t h e work t h a t I 
do I would c o n s i d e r a s c r a f t , i n t h a t one i s w o r k i n g on 
a g i v e n p r o j e c t f o r a g i v e n aim i n v i e w , where you a r e 
t r y i n g t o make the b e s t a r t i c l e - t h e b e s t f i l m - you c a n , 
w i t h i n t h o s e c o n f i n e s . But, a t t h e same t i m e , I would 
have t h o u g h t p a r t s of i t would q u a l i f y a s . . . . would q u a l i f y 
f o r t h e d e s i g n a t i o n ' a r t ' . And d e s i g n : w e l l , I t h i n k 
a s r e g a r d s a f i l m t h e whole f i l m i s d e s i g n anyway. So.... 

5-
Q. "What s p e c i a l f u n c t i o n , i f .any, do you c o n s i d e r t h e 
a r t i s t / c r a f t s m a n / d e s i g n e r to h a v e ? " 

A» What s p e c i a l f u n c t i o n ? . . . ,.. W e l l , y e s . He h a s 
t o make a c o h e r e n t whole out of what he i s d o i n g . I f 
I c o u l d put i f v e r y b r i e f l y 

6. 

Q. "Do you l i v e o f f y o u r a c t i v i t y a s a f i l m - m a k e r ? " 

Ao Y e s . 

SQ. So you don't u n d e r t a k e any o t h e r s o r t o f work t o 

s u p p o r t t h a t ? 

A a No. 
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7. 
Q. "What s o r t o f f i n a n c i a l o r c o n t r a c t u a l r e l a t i o n s h i p 
do you have w i t h g a l l e r i e s / p a t r o n s / c u s t o m e r s ? " 

A, W e l l , i n t h e s o r t s o f f i l m s t h a t I make - and I 
t h i n k i t goes f o r t h e v a s t m a j o r i t y o f p e o p l e - you have 
t o you a r e e i t h e r c o n t r a c t e d t o make a f i l m about a 
s p e c i f i c s u b j e c t , so t h e y a r e t h e c l i e n t , t h e y a r e t h e 
p a t r o n ; and t h e n t h a t goes a l s o f o r a f e a t u r e f i l m i n 
t h e s t o r y - f i l m w o r l d , where you have t o . . . . where you may 
have t h e i d e a , but you s t i l l have t o get t h e v a s t b a c k i n g 
r e q u i r e d f o r i t , so t h a t I would have s a i d t h a t , e x c e p t 
f o r a s m a l l f i e l d o f f i l m - m a k i n g B ut, i f you a r e 
a s k i n g me, we v e r y r a r e l y make f i l m s w i t h o u t h a v i n g t h a t 
p r e - d e t e r m i n a t i o n e i t h e r i n t h e c o m m e r c i a l f i e l d or from 
a p a t r o n or from a s p o n s o r . The c o s t i s so h i g h t h a t 
i t ' s . . . . . we have r i s k e d our money once, and t h e c o m m e r c i a l 
r e t u r n s were n e g l i g a b l e . 

Q2. "Would you w i s h t h i s r e l a t i o n s h i p t o be o t h e r w i s e ? " 

A. Y e s ; y e s , I would i n d e e d . Do you want me t o expand 
on t h a t ? 

SQ. Y e s . , 

A. W e l l , a t t h e moment t h e r e a r e s e v e r a l o u t l e t s f o r 
f i l m - m a k i n g i n t h i s c o u n t r y , but t h e o n l y . . . . . o n l y two 
c a t e g o r i e s ; one i s t h e s p o n s o r e d f i l m f o r a c l i e n t , 
w h i c h c a n be a government o r g a n i s a t i o n , o r an e d u c a t i o n a l 
o r g a n i s a t i o n , or a c a p i t a l i s t o r g a n i s a t i o n - v a r i o u s t h i n g s 
l i k e t h a t - or t h e y c a n be f o r t h e c o m m e r c i a l cinema, 
w h i c h a g a i n i s f o r a p r e - d e t e r m i n e d p r o d u c t ; or t h e y c a n 
be f o r t e l e v i s i o n , w h i c h i s a g a i n w a n t i n g a p r e - d e t e r m i n e d 
p r o d u c t . The o n l y f i e l d where you can work f o r y o u r s e l f 
i s i f you manage t o get b a c k i n g from one or two of t h e 
funds w h i c h a r e a v a i l a b l e f o r making f i l m s , s u c h a s t h e 
P i l m I n s t i t u t e fund, o r the A r t s C o u n c i l f u n d . B u t , 
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a g a i n , b o t h of t h e s e a r e e x t r e m e l y l i m i t e d f o r what t h e y 
w i l l put up t h e money f o r . So t h a t , i n f a c t , t h e r e i s 
no o r g a n i s a t i o n w h i c h e x i s t s w h i c h w i l l s u p p o r t making 
f i l m s w h i c h a r e i n any way e x p e r i m e n t a l on a l a r g e r s c a l e , 
w h i c h I would l i k e t o s e e . 

8. 
Q, "Do you t h i n k an a r t i s t h a s a r i g h t t o make a l i v i n g 
a s a r t i s t ? " 

A e Y e s . 

SQ. And, f o l l o w i n g up what you were j u s t t a l k i n g a b o u t , 
do you t h i n k i t r e a s o n a b l e t h a t a government would s u p p o r t 
you, or some body would s u p p o r t you, i n p r o d u c i n g t h e s o r t 
o f f i l m s you want t o make? 

A. Y e s . 

SQ. Would you s e e t h i s a s s i m p l y g i v i n g you t h e freedom 
t o e x p e r i m e n t , o r would you s e e t h i s a s p u t t i n g t h e f i l m 
e x p e r t s i n c o n t r o l of f i l m p r o d u c t i o n ? 

A, W e l l , I t h i n k i t ' s two ways. I t h i n k i t ' s . . . . I t 
would be v e r y e a s y t o become s e l f - i n d u l g e n t , and I wouldn't: 
have any w i s h t o do t h a t : I don't t h i n k t h e r e ' s much 
p o i n t i n t r y i n g t o make s o m e t h i n g w h i c h d o e s n ' t communicate. 
I j u s t t h i n k t h a t t h e b r a k e s t h a t have been put on 
c o m m u n i c a t i o n by t h e c o m m e r c i a l s y s t e m and t h e s p o n s o r e d 
s y s t e m a r e too s t r o n g . But, n e v e r t h e l e s s , I t h i n k t h a t 
i f you get down t o what you might t e r m freedom, you s h o u l d 
s t i l l have enough s e l f - d i s c i p l i n e not t o be j u s t s e l f -
i n d u l g e n t . 
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9. 
Q. "A t e n d e n c y h a s been n o t e d f o r some p o t t e r s , w e a v e r s , 
e t c . , t o i n s i s t on t h e m s e l v e s b e i n g a r t i s t s , r a t h e r t h a n 
c r a f t s m e n , w i t h a l l t h a t t h i s i m p l i e s i n terms o f i n d e p e n d e n c e 
a s c r e a t o r ( n o t c o p i e r o r r e p e t i t i o u s p r o d u c e r ) and t h e 
p r i m a c y o f t h e a e s t h e t i c o b j e c t , r a t h e r t h a n t h e f u n c t i o n a l 
o b j e c t . S i m i l a r l y among some p a i n t e r s and s c u l p t o r s , 
a s h i f t t o w a r d s c a l l i n g t h e m s e l v e s c r a f t s m e n , r e a c t i n g 
a g a i n s t some of t h e s p e c i a l n e s s o r s a c r e d n e s s a p p a r e n t i n 
p u b l i c use o f t h e term ' a r t i s t 1 h a s been n c t e d . Do 
you e x p e r i e n c e any problems c o n n e c t e d w i t h b e i n g a r t i s t / -
c r a f t s m a n / d e s i g n e r ( a s a p p r o p r i a t e ) ? " 

A. W e l l , I h a v e n ' t found t h a t p a r t i c u l a r problem i n 
my f i e l d . I t h i n k , i n f i l m , • a r t i s t ' i s a word t h a t ' s 
g i v e n t o you, r a t h e r t h a n t h a t you would t a k e i t f o r 
y o u r s e l f . 

10. 
Q. "The problem w i t h b e i n g c a l l e d a r t i s t i s t h a t , i n 
t h e e x t r e m e , t h e term r e l a t e s t o g e n i u s , s u p er-humanness; 
t h e problem w i t h b e i n g c a l l e d c r a f t s m a n i s t h a t i t h a s 
o v e r t o n e s o f p a r o c h i a l i s m , rough workmanship, h o l i d a y 
t r i n k e t m a n u f a c t u r e ; s i m i l a r l y ' d e s i g n e r ' c o n j u r e s up a n 
image o f an a c t i v i t y a b s t r a c t e d from t h e f u l l r a n g e o f 
e f f o r t and involvement- n e c e s s a r y i n t h e p r o d u c t i o n o f an 
o b j e c t ; Would you a g r e e ? Have you any comment?" 

A« W e l l , I would a g r e e t o some e x t e n t w i t h t h o s e . I 
don't know t h a t ' a r t i s t ' a l w a y s n e c e s s a r i l y c o n j u r e s up 
t h e i d e a o f ' g e n i u s ' : I would have thought t h a t was 
p r e t t y w e l l gone by t h e board i n g e n e r a l p a r l a n c e t o d a y . 
A r t i s t s a r e becoming v e r y much more a c c e p t e d a s p a r t and 
p a r c e l of s o c i e t y . And a l s o v e r y h i g h l y c r i t i c i s e d by 
most p e o p l e ; I don't t h i n k t h e y a r e r e g a r d e d a s g e n i u s ' s . 

SQ. Why d i d you s a y i n f i l m t h a t ' a r t i s t ' i s s o m e t h i n g 
g i v e n t o you, r a t h e r t h a n you t a k i n g i t ? 



A, W e l l , I t h i n k i f you s a i d , ' I am a f i l m a r t i s t 1 , i n 
t h e ambience o f f i l m - m a k i n g , t h a t would be c o n s i d e r e d 
p r e t e n t i o u s . And, I suppose But, i f you make a 
f i l m w h i c h i s j u d g e d i n a c e r t a i n way, t h e n somone w i l l 
s a y , 'He i s a f i l m a r t i s t * . I ' d be happy t o r e a c h t h a t 
p o s i t i o n . But I t h i n k . . . . 

SQ. Do you t h i n k t h i s t e r m i s u s e d i n r e l a t i o n t o how 
you put a f i l m t o g e t h e r , or r a t h e r , what s o r t o f f i l m 
you make? F o r i n s t a n c e , you c o u l d s a y somebody l i k e 
Ken R u s s e l l i s c a t e r i n g f o r what would a p p e a r t o be 
s o m e t h i n g w h i c h s a y s , 'I'm making a r t ' ; w h e r e a s i f you 
a r e making a documentary, however w e l l put t o g e t h e r , 
however you use y o u r e f f e c t s , t h e d i a l o g u e , w h a t e v e r , you 
a r e not i n t h e same way s a y i n g i t i s a r t ; y o u ' r e making 
a s u p e r b documentary, r a t h e r t h a n an a r t - f i l m ? I s t h a t 
t r u e ? 

A. No, I don't t h i n k t h e r e ' s any s t r i c t t h e r e ' s any 
e t r i c t d i v i d i n g l i n e on i t - . You mustn't a s k me t o s a y 
what I t h i n k about t h e a t t i t u d e of Ken R u s s e l l anyway. 
T h a t may be h i s v i e w o f h i m s e l f . . . . B u t . . . . I don't know. 
Would r a t h e r s a y , someone l i k e F e l i n i , o r someone l i k e 
t h a t But I wouldn't s a y t h i s , b e c a u s e a t c e r t a i n 
t i m e s i n c e r t a i n d o c u m e n t a r i e s one c a n do a s e q u e n c e w h i c h 
I would s a y was a r t . I v/ould s a y from t i m e t o t i m e , and, 
i n a s e n s e , one h a s a g r e a t e r p u r i t y o f a p p r o a c h , i n a way 
i n documentary. I'm not s a y i n g one i s b e t t e r t h a n t h e 
o t h e r , o r . . . . i t j u s t happens t o be t h e f i e l d t h a t I'm 
w o r k i n g i n m o s t l y . But m a i n l y , of c o u r s e , t h e c o m m e r c i a l 
f i l m i s even l e s s a r t i s t i c , t o my way of t h i n k i n g , t h a n 
documentary. From t i m e t o t i m e , o f c o u r s e , you do get 
g r e a t e r freedom i n i t . 

11. 
Q. " F r a n k L l o y d o f M a r l b o r o u g h F i n e A r t i s r e p o r t e d t o 
have s a i d , 'Remember, I don't c o l l e c t p i c t u r e s , I c o l l e c t 
money'. What do you f e e l about t h e o r g a n i s a t i o n o f t h e 
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a r t m a r k e t ? " 

A. W e l l , I don't know enough about t h e o r g a n i s a t i o n o f 
t h e p a i n t i n g / s c u l p t u r e market, b u t , of c o u r s e , e x a c t l y 
t h e same..... t h a t f i l l e d me w i t h h o r r o r , t h a t remark. 
But o f c o u r s e t h e whole o f t h e c o m m e r c i a l f i l m w o r l d 
i s b a s e d on e x a c t l y t h a t . T J i i s i s t h e t h i n g t h a t ' s 
h e l d back t h e development of t h e cinema - i n t h e West 
anyway. I mean you o n l y I t ' s been e x t r e m e l y f o r t u i t o u s 
and e x t r e m e l y . . . . p a r t l y l u c k and p a r t l y s h e e r w i l l t h a t ' s 
e n a b l e d one or tv/o p e o p l e t o b r e a k t h r o u g h and do i n d i v i d u a l 
f i l m s ; but by and l a r g e t h e y ' r e j u s t c a l c u l a t e d f i l m s 
t o make money. 

12. 
Q. "Do you t h i n k t h e employment o f a r t i s t s , c r a f t s m e n 
and d e s i g n e r s by c i t y c o u n c i l s on a permanent b a s i s , 
t o d e c o r a t e and a d o r n p u b l i c b u i l d i n g s and p l a c e s , 
and t o work w i t h a r c h i t e c t s on nev; b u i l d i n g s , would be, 
( a ) a good i d e a ; ( b ) Would improve t h e v i s u a l e n v i r o n m e n t ? " 

Ao W e l l , i f you t h i n k o f a r t i s t s m e r e l y a s p e o p l e who 
a d o r n o t h e r t h i n g s t h e n I t h i n k i t ' s g o i n g t o be doomed 
t o f a i l u r e . I t h i n k t h e y ' v e got t o p l a y a n i n t e g r a t e d 
r o l e r i g h t from t h e b e g i n n i n g t o have any e f f e c t ; and 
t h e n o b v i o u s l y i t depends on t h e i r q u a l i t y . I would have 
t h o u g h t t h e i d e a was q u i t e a good one, but i t would t a k e 
a l o t of w o r k i n g o u t . 

13-
Q. "What do you t h i n k o f the p r e s e n t s t a t e o f t h e a r t s 

i n B r i t a i n ? " 

A, W e l l , f r a g m e n t e d , I would s a y , i n a word. C e r t a i n l y 
i n g e n e r a l I would s a y t h a t . T h e r e don't seem t o be any 
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c o h e r e n t movements t h a t one c a n h o l d on t o - t h a t t h e p u b l i c 
c a n h o l d on t o . You have a number of i n d i v i d u a l s t h a t 
a r e making ^/missed word/ i n one or two d i r e c t i o n s . 

SQ. Do you t h i n k t h a t ' s any d i f f e r e n t from t h e p i c t u r e 
between ' s i x t y f i v e and ' s i x t y e i g h t ? Do you t h i n k t h e r e ' s 
a g r e a t e r l a c k of c o h e r e n c e t h a n t h e r e was t h e n ? Would 
you have a n s w e r e d t h i s q u e s t i o n d i f f e r e n t l y ? " 

A. I t h i n k t h e r e was a d i f f e r e n t f e e l i n g i n t h e ' s i x t i e s , 
b e c a u s e e v e r y o n e had a vague s o r t of o p t i m i s m , w h i c h i s 
l a c k i n g now; and w h a t e v e r t h e y d i d t h e y were c o n f i d e n t 
a b o u t . I t h i n k g e n e r a l l y t h e r e ' s a g e n e r a l l a c k o f 
c o n f i d e n c e - but t h a t ' s more a s o c i a l q u e s t i o n , I t h i n k , 
p o s s i b l y , t h a n an a r t i s t i c one. I n t h e f i l m f i e l d , o f 
c o u r s e , t h e r e ' s v e r y l i t t l e c r e a t i v e work g o i n g on, 
I would s a y , of any s i g n i f i c a n c e i n B r i t a i n i n f i l m s . 
And I c e r t a i n l y t h i n k i f you j u dge w e l l , s u c h a l o t of.' 
o u t p u t of f i l m i s on t e l e v i s i o n , and v e r y l i t t l e o f t h a i i 
h a s any c r e a t i v i t y i n i t a t a l l . I t s b e s t work i s i n 
t h e f a c t u a l or documentary f i e l d , on s o c i a l q u e s t i o n s , 
i t seems t o me. 

14. 
Qo Cezanne s a i d ; " ' I must go on w o r k i n g , but not i n 
o r d e r t o a t t a i n a f i n i s h e d p e r f e c t i o n , w h i c h i s so much 
sought a f t e r by i m b e c i l e s . And t h i s q u a l i t y w h i c h i s 
commonly so much a d m i r e d i s n o t h i n g but t h e a c c o m p l i s h m e n t 
o f a c r a f t s m a n , and makes my work produced i n t h a t way 
i n a r t i s t i c and v u l g a r . I must not t r y t o f i n i s h a n y t h i n g 
e x c e p t f o r the p l e a s u r e of making i t t r u e r and w i s e r . •' 
( a ) What i s y o u r r e a c t i o n to t h e s e v i e w s ? ( b ) I s ' a r t 
f o r a r t ' s s a k e ' l i b e r a t i n g ? r e s t r i c t i v e ? " 

A. Y e s , I a g r e e w i t h him, and, i n and I I t o u c h e d 
f o r the ' a r t f o r a r t ' s s a k e ' t h i n g e a r l i e r on, when you 
a s k e d me ; would I l i k e c o m p l e t e freedom; and I s a i d ; w e l l , 
i f one d i d get c o m p l e t e freedom one s h o u l d have one's 
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own s e l f d i s c i p l i n e . And I t h i n k t h a t t h e r e ' s one g r e a t 
t h i n g about a f i l m w h i c h i s t h a t i t h a s t o be f i n i s h e d , 
b e c a u s e i t c o s t s s o much money; somebody wa n t s t o s e e 
t h e r e s u l t sometime. T h e r e ' s a l w a y s a d e a d l i n e , and you 
a l w a y s have t o put out a f i l m w i t h i m p e r f e c t i o n s i n i t , 
i n t h e end; o r , what you r e g a r d a s i m p e r f e c t i o n s . So 
I t h i n k i t h a s a g r e a t . . . . . t h e r e comes a t i m e when you 
s a y , ' T h a t ' s t h e b e s t v/e c a n do i n t h a t c i r c u m s t a n c e ' . 
And t h a t ' s i t . And t o t h a t e x t e n t I t h i n k t h e d i s c i p l i n e 
o f f i l m i s a good one. 

15. 
Q. T h i s i s H e r b e r t Read s u m m a r i s i n g h i s i d e a o f Sigmund 
F r e u d ; " 'There i s l i t t l e doubt t h a t , i n some s e n s e o r 
o t h e r , t h e a r t i s t i s a l w a y s t o be r e g a r d e d a s p s y c h o t i c . 
He may not be m a n i f e s t l y p s y c h o t i c ; he may r a t h e r be a 
p s y c h o t i c t y p e who h a s found some way o f d i s g u i s i n g , o r 
c o m p e n s a t i n g f o r , h i s p s y c h o s i s . ' ( a ) Do you t h i n k t h i s 
v i e w has any g e n e r a l c u r r e n c y ? ( b ) Do you t h i n k t h i s v i e w 
h a s any v a l i d i t y ? " 

A, I would s a y Y e s t o b o t h o f them. I t ' s I t h i n k 
b e c a u s e t o be a c r e a t o r i n any way you have t o s t a n d o u t s i d e , 
and have t o f e e l o u t s i d e t h e g e n e r a l e s t a b l i s h e d o r d e r o f 
t h i n g s ; o r v i c e v e r s a ; i f you s t a n d o u t s i d e you s e e 
t h i n g s p o s s i b l y more c l e a r l y , and t h e r e f o r e t h e f a c t o f 
b e i n g I don't know w h e t h e r p s y c h o t i c . . . I t a k e 
i t t o mean 'not a n o r m a l l y b a l a n c e d a v e r a g e c i t i z e n ' . 
T h e r e f o r e i t ' s c l e a r t h a t an a r t i s t must be t h i s t y p e t o 
be a b l e t o s e e a n y t h i n g a t a l l c l e a r l y ; ( a ) t o s e e i t , 
and ( b ) t o be a b l e t o e x p r e s s i t . 

16. 
Q 0 " G r o p i u s h a s s a i d ; 'Our g u i d i n g p r i n c i p l e was t h a t 
a r t i s t i c d e s i g n i s n e i t h e r an i n t e l l e c t u a l n or a m a t e r i a l 
a f f a i r , but s i m p l y an i n t e g r a l p a r t o f t h e s t u f f o f l i f e . . . 
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Our a m b i t i o n was t o r o u s e t h e c r e a t i v e a r t i s t from h i s 
o t h e r w o r l d l i n e s s and r e i n t e g r a t e him i n t o t h e workaday 
w o r l d o f r e a l i t i e s ; and a t t h e same t i m e t o broaden and 
humanise the r i g i d , a l m o s t e x c l u s i v e l y m a t e r i a l , mind o f 
t h e b u s i n e s s man. Thus our i n f o r m i n g c o n c e p t i o n o f t h e 
b a s i c u n i t y of a l l d e s i g n i n r e l a t i o n t o l i f e was i n 
d i a m e t r i c a l o p p o s i t i o n t o t h a t o f ' a r t f o r a r t ' s s a k e ' , and 
t o t h e even more d a n g e r o u s p h i l o s o p h y i t s p r a n g e from: 
b u s i n e s s a s an end i n i t s e l f . 1 (a) Do you a g r e e w i t h 
G r o p i u s i n s a y i n g t h a t ' a r t i s t i c d e s i g n i s . . 0 s i m p l y 
a n i n t e g r a l p a r t o f t h e s t u f f o f l i f e ' ? . ( b ) Do you 
t h i n k t h a t any o f t h e Bauhaus i n t e n t i o n s , a s e x p r e s s e d 
above, have been r e a l i s e d ? (by t h e Bauhaus o r any o t h e r 
p e r s o n s / g r o u p s ) ? " 

A. I a g r e e w i t h t h e f i r s t s t a t e m e n t . From what I know 
o f what t h e Bauhaus d i d , I t h i n k some of t h e t h i n g s t h e y 
a c h i e v e d , and some o f them, t o me, were a l m o s t e x a c t l y 
t h e nowadays some of them l o o k g r o t e s q u e . And 
some o f them v/ere v e r y s u c c e s s f u l - some o f t h e i r s i m p l i ­
c i t i e s and c u r v e s and s h a p e s w h i c h t h e y managed t o 
but some t h i n g s l o o k a w f u l . But a g a i n i t seems t o me 
a q u e s t i o n o f t a s t e ; or of s o c i a l c o n d i t i o n s o f t h e t i m e . 
But I t h i n k u n d o u b t e d l y , by t h e way t h e y p r o p a g a n d e r e d , 
and s o on, t h e y d i d have a p o s i t i v e o v e r - a l l e f f e c t . 

17. 
Q. "What do you t h i n k o f t h e p r e s e n t p o s i t i o n o f t h e a r t i s t , 
c r a f t s m a n and d e s i g n e r i n B r i t a i n ? " 

A. I wouldn't know enough about t h e o t h e r media, t o r e a l l y 
comment on t h a t ; I don't I t h i n k t h e y , a s I s a y . . . . . 
i t ' s a f r a g m e n t e d w o r l d t o me, and t h e y ' r e a l l t r y i n g t o . . . . 
i t ' s up to t h e i n d i v i d u a l t o make a mark f o r h i m s e l f somewhere. 
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18. 
Q. "Do you c o n s i d e r t h e r o l e o f t h e a r t s c h o o l s t o be 
s a t i s f a c t o r y ? 1 1 Do you have f i l m s c h o o l s ? 

A. Y e s , you do. And you have f i l m d e p a r t m e n t s a t t a c h e d ; 
t o a g r e a t many a r t s c h o o l s now. From my l i m i t e d e x p e r i e n c e 
o f them, I t h i n k I don't know q u i t e what t h e y a r e 
s e t t i n g out ' t o do. They don't s e t out t o do what 
i n my e s t i m a t i o n i s what a f i l m s c h o o l s h o u l d do. They, 
s e t out t o t r a i n p e o p l e i n t h e t e c h n i q u e s o f f i l m making, 
i t seems t o me, so t h a t t h e y c a n go and, s a y , t e a c h 
a u d i o - v i s u a l c o u r s e s , and t h a t s o r t o f t h i n g . And go 
i n t o o t h e r p r o f e s s i o n s ; o r g i v e them a b i t of background-
o f f i l m so t h a t t h e y u n d e r s t a n d a b i t o f background o f 
f i l m . So, t o me, t h e y ' r e v e r y l i m i t e d . A l s o t h e y l a c k 
d i s c i p l i n e . I have worked w i t h a few o f them, and one o f 
t h e t h i n g s you've got t o do when making a f i l m f i l m ­
making i s a s o c i a l b u s i n e s s ; you have a group o f p e o p l e ; 
n e c e s s a r i l y a group of p e o p l e , w o r k i n g t o g e t h e r , making 
a f i l m . And d i s c i p l i n e i s an e s s e n t i a l p a r t o f t h i s . 
Say, t i m e - k e e p i n g ; s t a r t i n g a t the r i g h t time i n t h e 
morning, and w o r k i n g on i t . But I ' v e a c t u a l l y been w i t h 
p e o p l e from t h e R o y a l C o l l e g e where t h e d i r e c t o r h a s n ' t 
t u r n e d up t i l l mid-day, and p e o p l e a r e h a n g i n g around 
v / a i t i n g f o r him, and he s a i d he d i d n ' t f e e l l i k e i t . 
T h i s t o me i s what I would c a l l ' u n - p r o f e s s i o n a l ' ; . t h i s 
t o me i s t h e d i f f e r e n c e between amateur and p r o f e s s i o n a l . 
And he had p e o p l e from a c t i n g s c h o o l h a n g i n g around, and 
had h i s o t h e r c o l l e a g u e s h a n g i n g a r o u n d , and n o t h i n g 
g e t s done; so t h e whole p r o j e c t g e t s f r i t t e r e d away. 
And I would s a y t h a t f i l m - m a k i n g h a s t h i s c e n t r a l d i s c i p l i n e 
about i t ; t h e r e ' s a d i s c i p l i n e about f i l m making -
w h a t e v e r k i n d o f f i l m - m a k i n g . And a r t s c h o o l s don't 
seem t o me t o have engendered t h i s a t a l l . 
T h a t ' s a v e r y q u i c k summary; t h e r e ' s a l o t more t o be 
s a i d . I can go on f o r h o u r s on t h a t one. But you 
p o s s i b l y don't want i t h e r e . . . . 

SQ„ Not when I have t o t r a n s c r i b e i t a l l . . . . 
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19. 
Q. "Do you c o n s i d e r t h a t t h e i n d u s t r y o f a r t - i n t e l l e c t u a l s 
( i . e . t h o s e who t a l k about and a n a l y s e , r a t h e r t h a n make) 
p l a y s a p a r t i n promoting any p a r t i c u l a r c o n c e p t i o n o f 
a r t and a r t i s t s p u b l i c l y ? " 

A. Do you mean c r i t i c s , w r i t e r s ? 

SQ. C r i t i c s , w r i t e r s , e d u c a t o r s , commentators, i n t e r p r e t e r s , 
museum s e l e c t o r s , n a t i o n a l f i l m i n s t i t u t e s 

A. I would s a y r a r e l y ; v e r y r a r e l y . Once, many y e a r s 
ago, I s t a r t e d out to w r i t e a book on f i l m c r i t i c s , and 
I came t o t h e c o n c l u s i o n t h a t a v e r y v e r y s m a l l p r o p o r t i o n 
of f i l m c r i t i c s have any knowledge o f f i l m ; t h e y don't 
have any c r e a t i v e a t t i t u d e t o i t , anyway. So t h a t , hov; 
c a n you e x p e c t them t o have any i d e a a s t o w h i c h way i t 
s h o u l d go? I f t h e y d i d , t h e y ' d be a p r o d u c e r , o r . . . . 
But, you do have a few, a v e r y few; b u t , g e n e r a l l y you 
f i n d t h e y ' v e moved i n t o f i l m p r o d u c t i o n . You had s u c h a 
movement, f o r i n s t a n c e , i n F r a n c e w i t h t h e N o u v e l l e Vogue; 
t h e y a l l s t a r t e d a s c r i t i c s and got t a k e n up; so i n t h a t 
r e s p e c t , y e s ; t h e y d i d have a n e f f e c t . But I t h i n k 
v e r y few pure w r i t e r s have much e f f e c t ; not i n pure 
f i l m making. I f y o u . . . . . w e l l , I'm t r y i n g t o t h i n k , a t 
t h e moment, about anybody i n t h i s c o u n t r y v/ho's had a r e a l . . . 
I t h i n k anybody who's had any e f f e c t h a s been a f i l m 

maker, and w r i t i n g about The documentary movement -
i t s t a r t e d i n t h e t h i r t i e s - a l l t h e boys who s t a r t e d t h e 
documentary movement were w r i t e r s , and t h e y were c e n e a s t s ; 
t h e y b e l i e v e d i n f i l m . They w r o t e about i t a l o t , and 
I t h i n k t h e r e f o r e t h e i r w r i t i n g had a g r e a t e f f e c t on t h e 
s t a r t of B r i t i s h documentary, f o r example. T h a t ' s a n o t h e r 
example. But I c a n ' t t h i n k o f a n y t h i n g t h a t ' s g o i n g on 
a t t h e minute, where a n y t h i n g h a s any d i r e c t i o n . . . . 
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20. 
Q, "What do you t h i n k o f t h e p r e s e n t r a t i o between a r t / -
c r a f t / d e s i g n p r a c t i c e , and i n t e l l e c t u a l d i s c u s s i o n and 
t h e o r i s a t i o n , a s i t t a k e s p l a c e i n , f o r example, s c h o o l s ; 
a r t s c h o o l s ; h i g h e r e d u c a t i o n ; T.V.; p r e s s ; r a d i o ; 
o r o t h e r a r e a s ? " 

A. I wouldn't know i n s c h o o l s , o f c o u r s e , o r a n y t h i n g 
l i k e t h a t . I don't t h i n k w e l l , i t seems t o rae t h e r e ' s 
v i r t u a l l y none on T.V., a s f a r a s I c a n s e e . You ge t 
a l i t t l e o f i t i n some of t h e a r t s f e a t u r e s programmes, 
but t h e y don't v e r y much get down t o t h e f u n d a m e n t a l 
p r o b l e m s , 

SQ. And what do you t h i n k o f What I'm r e a l l y t r y i n g ; 
t o get a t i n t h a t q u e s t i o n What do you t h i n k o f 
t h e whole d i f f e r e n c e and b a l a n c e between t h i n k i n g and 
t a l k i n g a b o u t , a s opposed t o a c t u a l l y d o i n g i t ? 

A. W e l l , o f c o u r s e i f one's t a l k i n g o f t h e media, t h e n 
one's o n l y aware o f t h e t a l k i n g about i t . So I would 
f i n d i t d i f f i c u l t t o answer t h a t q u e s t i o n . My i m p r e s s i o n 
i s t h a t a h e l l o f a l o t more p e o p l e now a r e d o i n g t h i n g s , 
and d o i n g t h i n g s f o r t h e i r own s a t i s f a c t i o n ; t h e r e seems 
t o me a tremendous movement o f a r t and c r a f t among a much 
w i d e r p a r t o f t h e p o p u l a t i o n . And t h i s d o e s n ' t eeem t o 
be c a t e r e d f o r i n t h e media. And i n f a c t when I was 
w o r k i n g f o r t h e B.B.C., a c o u p l e o f y e a r s ago I put up a n 
i d e a f o r s u c h a t h i n g , but i t n e v e r got made. T h e y ' r e 
not t e r r i b l y keen on i t . 

21. 
Q. "Do you f e e l t h a t i n any way t h e a r t market and t h e 
p r o f e s s i o n a l c r i t i c t e n d t o f o r c e a d h e r e n c e t o a p a r t i c u l a r - -
s t y l e and mode of e x p r e s s i o n a s a p r e - r e q u i s i t e f o r s u c c e s s , 
or c o n t i n u i n g s u c c e s s ? " 
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A. I wouldn't w e l l ; t h i n k t h e s o r t o f t h i n g I was 
t a l k i n g about b e f o r e , where t h e y want an a r t i s t t o go on 
r e p e a t i n g what h e ' s done b e f o r e , so t h a t ' s s a f e . T h a t 
i s a n o b v i o u s f e a t u r e t h a t goes on. But, a s r e g a r d s 
f i l m , I would s a y 'Yes'; t h a t ' s a hundred p e r c e n t t r u e . 
T h i s i s where t h e y come u n s t u c k . Once t h e y g e t an i d e a 
t h a t works t h e y want a n o t h e r f i l m t h a t works i n t h e same 
way. T h i s comes a l l t h e v/ay back t o the v/hole q u e s t i o n 
o f e x p e r i m e n t a t i o n and d evelopment. 

22. 
Q c T h i s i s B r u c e A l l s o p p ; " ' A r t i s s o m e t h i n g v/hich i s 
p a r t of t h e a r t i s t ' s s e l f , a s he i s , and not s o m e t h i n g 
w h i c h he s e l l s t o e a r n a l i v i n g . ' I s t h i s t r u e ? Or i s 
i t t r u e f o r y o u ? " 

Ao W e l l i t ' s not t r u e f o r me, no. What t a l e n t I have 
I s e l l t o e a r n a l i v i n g . 

23. 
Q, "Most a r t r e q u i r e s a c e r t a i n l e v e l o f t e c h n i c a l 
a c c o m p l i s h m e n t , or s k i l l . Would you d i s t i n g u i s h s k i l l 
from a r t ? I f s o , would you s e e t h i s a s a d i f f e r e n t l e v e l 
o f d i s t i n c t i o n t h a n t h a t , f o r example, between an a v e r a g e l y 
s k i l l e d t e n n i s p l a y e r , and t h e a b i l i t y o f a t o p c l a s s 
p r o f e s s i o n a l ? " 

Ac Oh. T h a t ' s a d i f f i c u l t one. Y e s , I would see 
a d i f f e r e n c e , y e s . B e c a u s e I t h i n k a r t i s t h e t h i n g o v e r 
and above the s k i l l , , 

2k. 

Q. "Can I l e a r n t o be an a r t i s t , o r must I have a c e r t a i n 
l e v e l o f p r e - e x i s t i n g t a l e n t ? " 

A. W e l l ; I t h i n k you c a n l e a r n a s k i l l . 
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25. 
Q e "Are you happy w i t h the ways i n w h i c h t h e A r t s , 
C r a f t s and D e s i g n C o u n c i l s c a r r y out t h e i r a c t i v i t i e s ? 1 1 

A« No. They seem t o me to be l o a d e d c o m m i t t e e s w i t h a l l 
t h e wrong s o r t s o f p e o p l e on them. I don't q u i t e know 
how I ' d r e f o r m i t , but so m e t h i n g t h e y do seem t o be 
f u l l o f e s t a b l i s h m e n t do-gooders, r a t h e r t h a n c r e a t i v e 
p e o p l e . T h i s i s not e n t i r e l y t r u e . B u t , . . You do 
get t h e e x c e p t i o n s B u t . . . . so you get e x a c t l y what 
you were t a l k i n g about now; you get r e p e a t e d t h i n g s , or 
you g e t t h e whole d e s i r e . . . . j u s t p r o moting to t h e m a s s e s , 
t h e w i d e s t a u d i e n c e , t h e e s t a b l i s h e d forms o f a r t - t h e 
a c c e p t e d form. A g a i n , t h i s i s not a b s o l u t e l y t r u e , but 
t h e r e i s a g e n e r a l t e n d e n c y t h a t way; a much g r e a t e r 
t e n d e n c y t h a t way t h a n t h e o t h e r . 
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BLOCĤ H.A. 

Radical Perspectives i n the A r t s . 
Penguin, Harinondsworth, (1972). 

Hans Sloan and the B r i t i s h Museum. 
Oxford U n i v e r s i t y Press, Oxford and 
London, (1953). 

Arto Arrov; Books, London, (1961). 
( o r i g i n a l , Chatto and Windus, (1914-) * ) . 

The A rt C r i t i c and the A r t H i s t o r i a n . 
L e s l i e Stephen Lecture, 1975» 
published by the Cambridge U n i v e r s i t y 
Press 0 

The Schools of Designs Routledge 
and~Kegan Paul, London, (1963)• 

The Age of Absolutism;. 1660—1815• 
Hutchinson U n i v e r s i t y L i b r a r y , 
London, (1954). 

Art and Revolution. Penguin Books, 
Harmondsworth, (1969)• ( a l s o : 
Veidenfeld and Nicolson, (1969)0° 
Selected Essays and A r t i c l e s : the 
Look of Things. Penguin, Harmondsworth, 

Ways of Seeing. Penguin, Harmondsworth, 
and the B r i t i s h Broadcasting 
Company, London, (1972). 

Die. Pompe janische V/anddekoration 
vom Ziveiten b i s zum V i e r t e n 
S t i l . The Hague, 1 ;'(l~958) ;, "ll , (1960) ,. 

The Rise of a. Central A u t h o r i t y f o r 
English Education. Cambridge 
U n i v e r s i t y Press, (1971)• 

'Mosaics of the Late Empire i n Rome 
and. Vic i n i t y 1 . i n Memoirs of the 
American Academy i n Rome. Vol.XVII, 

•Towards the Development of a 
Sociology of L i t e r a r y and A r t 
Forms' American Sociological 
Review. (19̂ -3")• no.3, 



279 

BLOCH, Hare. 

BOETHIUS, Axel. 

BO REMUS, T. 

BOURDIEU, P. 

BOXLE, Andrew.(ed) 

BRTGGS,A. ( e d ) . 

Feudal Society, ( t r a n s ) Hanyon.L.A. 
Routledge and Kegan Paul, London, 
(1961). 2 nd paper e d i t i o n , (1965). 

The.Golden House of Hero; r Some Aspect's of Roman Arch i t e c t u r e • 
Ann Arbor, Mich:: "Univ e r s i t y of 
Michigan press, (1960). 

I t a l i a n P a i n t i n g . C o l l i n s , London, 
!TT9^5): revised e d i t i o n , (1946). 
'Outline of a Sociological Theory 
of A r t Perception* . I n t e m a t i 0 n a l 
Social Science Journal, XX. (T968). 
The Everyman Encyclopaedia. 
J.H.Dent and Sons, London," (1913)* 

William Morris: Selected Writings 
and Designs. Penguin Books, Harmonds-
worth, (196*2). 

BRITISH CRAFTS CENTRE, The„ The B r i t i s h Crafts Centre,, 
(Information Sheet), n.d. 

BRITISH CRAFTS CENTRE, The. Crafts Advisory Co"i'.dttee 
Index; of Craftsmen: B r i t i s h Grafts 
Centre Selection f o r E x h i b i t i o n : 

BROWN*B.R. 

BROWN,.F.E. 

BROWN,J.A.C 

BRUNSKILL 9R.W• 

BURFORD,Ao 

BURKE, Peter. 

BURivHAH, Bonnie, 

Ap p l i c a t i o n Form. 
Ptomelaic Paintings and Mosaics 
and the_ Alexandrian Style, 
Uii i iy , '(1957TT* 

:ambridge, 

South Kensington and i t s A r t Training^. 
London, "(T912). 

Freud and the Post-Freudians. 
Penguin, Harmondsworthy (T954-) . 

I l l u s t r a t e d Handbook of Vernacular 
A r c h i t e c t u r e . Faber and Faber, 
London, "(1970). 

Craftsmen i n Greek and Roman Society^ 
Thames and Hudson, London, "(1972)° 

Culture and Society i n Renaissance 
I t a l y , I^O-^T^K). B.T.Batsford, 
Ltd"., London, (1972) . 

The A r t C r i s i s ^ C o l l i n s , London, 
XW75TT~ 



280 

BURNS, E & T* Sociology o f L i t e r a t u r e , and Drama. 
Penguin, Harmondsworth, (1973).-

BUXTON, H.J.Wilmot. German, Flemish and Dutch P a i n t i n g . 
( i n the 'Art Text Books.' series 
edited by E.J.Poynter). Sampson 
Low, Marston, Searle. and Rivington, 
London, (1881). 

CABANNE,, Pi e r r e . Van Gogh. Thames and Hudson, 
London, (1963). (French e d i t i o n , 
P a r is, (1961).). 

CAMBRIDGE FESTIVAL 1.976. Designer Craftsmen at Work. 
Cambridge "Festival, Cambridge , Tl976) . 

CENTRAL OFFICE OF INFORMATION. The Promotion of Arts 
. i n B r i t a i n . 2Tnd edn., H.M.S.O., 
London,(1975). 

CENTRAL YOUTH EMPLOYMENT EXECUTIVE.. Choice of Careers; 
105, A r t and. Design. H.M.SVO., 
London, (196177^"^ 

CENTRE FOR CONTEMPORARY CULTURAL STUDIES. C u l t u r a l 
Studies and Theory - C u l t u r a l Studies _ 
Centre f o r Contemporary "Cultural 
Studies, Birmingham, (197zO» 

CHARBONNIER,G. Conversations_ v^th_Claude_Leyi-
Strauss, ("trans)" Weightman, .J &. D. 
Jonathan Cape, London, (1969)* 

CHARLESWORTH,H.P. 'Nero: Some Asnects'. i n Journal 
of Roman Studies XL, (1950TT^p7S9—. 
76 o 

CHARMET, Raymond. Concise Encyclopedia of Modern Art, 
C o l l i n s , Glasgow, ( i c ~ ^ 

CHATTERTON,. Frederick. English Architecture at a 
Glance. The A r c h i t e c t u r a l Press, 
London, (1923).. 

CLEMENTS, R.J.(ed) . Michelangelo: a s e l f p o r t r a i t , . 
U n i v e r s i t y of London Press, London, 
(1968). 

CLINT, A l f r e d . A Guide to O i l Painting: Part I I , 
Landscape from Nature. George: 
Rowney and Co"., Londo"n, (1877)» 



281 

CLOUGH, Shepard B. The Rise and F a l l of C i v i l i s a t i o n . 
Columbia U n i v e r s i t y Press., 
New York and London. (1961). (McGraw 
H i l l Book Co.Inc. , (1951).) . 

COLE, Henry. F i f t y Years of Public Work. George: 
B e l l and Sons, London, (1884 . ) 
2 v o l s . 

COLLEGE ART ASSOCIATION. The Vis u a l Arts i n Higher 
Education. Yale U n i v e r s i t y Press... 
(1966). 

COLLINGWOOD, R.G.. The Idea of H i s t o r y . Clarendon 
Press, ( l ^ + S j l Oxford U n i v e r s i t y 
Press Panerback, Oxford and London, 
(1961). 

COLLINGWOOD, R.G. The P r i n c i p l e s of A r t , Oxford. 
rros). — — 

CORK, Richard. Beyond Painting and Sculpture:, 
Works Bought f o r the A r t s Council. 
Arts Council of Great B r i t a i n , 
London, 1973. 

CORRIGAN,P, & SAYER,D. 'Class Struggle and M o r a l i t y * . 
Radical Philosophy 12. Winter 1975. 

CORRIGAN, P. •Dichotomy i s Contradiction; on 
'Society' as Constraint and Construc­
t i o n - Remarks on the Doctrine of 
the Two Sociologies. 1 Sociological 
Review, U n i v e r s i t y of Keele, 
Vol . 2 3 , No.2. New Series, May 1975* 

COX, I a n . The South Bank E x h i b i t i o n - a Guide 
5iLJtlLe_.SjZ°^y_ i t T e l l s • H.M. S.0. , 
London', (195l)» 

CRAFTS ADVISORY COMMITTEE, The. Craft Shops and 
G§JJ^?jL®s i n England and Wales• 
"("boOkiet") o Crafts Advisory Committee, 
London, A p r i l (1976). 

CRAFTS ADVISORY COMMITTEE, The. C r a f t Societies i n 
England and Wales. ( B o o k l e t ) . 
Crafts Advisory Committee, London, 
( J u l y 1975)o 

CRAFTS ADVISORY COMMITTEE, The. Crafts:. (Magazine.). 
Numbers: 14 (May-June 1975); 15, 
(July-August, 1975); 10, (September-
October, 1974); 4, (September— 
October, 1973)» Crafts Advisory 
Committee, London. 



282 

CRAFTS ADVISORY COMMITTEE, The. Information Sheet. 
Crafts Advisory Committee, London, 
n.d. 

CRAFTS ADVISORY COMMITTEE, The. Publications. ( I n f o r ­
mation sheet) Crafts A d v i s o r y 
Committee, London. 

CRAFTS ADVISORY COMMITTEE, The. The Craftsman's A r t . 
(Book;. Crafts Advisory Committee, 
London, (1975)• 

CRAFTS ADVISORY COMMITTEE, The. Grant and Loan Services:; 
How and When t o Apply. (I n f o r m a t i o n 
sheet)• Crafts Advisory Committee, 
London, (1976). 

CRAFTS ADVISORY COMMITTEE, The. Index of Craftsmen. 
(Information Sheet)"! Grafts Advisory 
Committee, London. 

CRAFTS ADVISORY COMMITTEE, The. Index of Craftomen, 
(Book containing the l i s t " " of names 
and adresses - the 'Index'). 
Crafts Advisory Committee, London. 
(September 1974..) 

CRAFTS ADVISORY COMMITTEE, The. Regional A r t s Associations, 
( i n f o r m a t i o n s h e e t ) . Grafts A d v i s o r y 
Committee, London, (January 1975). 

CRAFTS ADVISORY COMMITTEE, The. The Work of the Crafts 
A d v i s o r y Committee, 1971—-1974. 
(Book/Report)• Grafts a d v i s o r y 
Committee, London, (1974), 

CRANE? W. An A r t i s t ' s Reminiscences <> Methuen,, 
LTndo!T7Tl907) o 

CROOKo, J.M.. The Greek Revival. 'RIBA drawing 
series' , Country L i f e Books, Hamlyn,, 
Feltham, Middlesex, (1968). 

D'ARMS. 

DAVIES^ C.J 

Romans i n the Bay of Naples: a 
Social a'nd C u l t u r a l Study of the V i l l a s 
and t h e i r owners from JJ?C_ b.c. ~• 
A. D, 400. Oxford U n i v e r s i t y Press, 

and Harward U n i v e r s i t y London, 
Press, Cambridge Mass., (1970). 
The New Local A u t h o r i t i e s and the 
Arts o (a pape'r given t o the Regional 
Studies Association conference at 
Sussex U n i v e r s i t y i n 1974). 
Regional Studies Association, 



283 

DAY, Lewis F. 
London, (1974). 

Every-Day A r t . London, (1882). 
DEPARTMENT OP THE ENVIRONMENT, The, Sport and Recreation. 

H.M.S.O., London, (August 19*?5.)," 
Cmndo 6200„ 

DERRY,T.K.. & BLAKEWAY,M,.G» The Making of B r i t a i n , 2: 
L i f e .and V/ork from the Renaissance 
to the -industrial' Revolution^ 
John Murray, London,~Tl969)• 

Design (magazine), various issues; 
i n c l u d i n g November 1974. published 
by the Design Council, London. 
Marketing the A r t s a Centre f o r 

Arts and Related Studies, The 
City U n i v e r s i t y , London, (1976). 

Late Roman Pain t i n g , ( t r a n s ) Cleugh^J. 
& Warrington,J„ J.H.Dent and Sons, 
Ltd., London, (1970). 

Figure Drawing and Fashion Designing 
f o r the Press, F.Wa'rne and Co., 
Lt d . , LoncrorT"and New York, no date, 
estimate. 1920's. 
Sociology of A r t , l i t e r a t u r e and 
Music.i _ Social Contexts of Symbol.lie. 
Experience. i n , Becker 9H. Modern 
Sociological /Theory,. (1957) • 

The Sociology of A r t , Paladin, London, 
(1972)• 

Dyn. Durham U n i v e r s i t y Anthropological 
Society, Vol 2, (1972). 

DESIGN COUNCIL. 

DIGGLE, Keith, 

D0RIG.09Wo 

DOUST, Len A. 

DUNCAN tH..D„ 

DUVIGNAUD, Jean. 

DYNc 

EAST MIDLANDS ARTS ASSOCIATION. Annual Report 1974/75. 
East Midlands Arts Association, 
Loughborough, (1975).. 

EAST MIDLANDS ARTS ASSOCIATION, A r t e f a c t . (Newspaper). 
October 1975, Vol 3, No.7: 
December/January 1975/76, Vol..3.No.8: 
March 1976 and A p r i l 1976 (no volume or 
numbers); May 1976; June 1976; 
July/August 1976o 



284 

EAST MIDLANDS ARTS ASSOCIATION. C o n s t i t u t i o n , adopted 
March 1974, w i t h ammendments June 
1975« East Midlands A r t s Association, 
Loughbo rough. 

EASTERN ARTS ASSOCIATION. Annual Report 1974/75. 
Eastern Arts Association, Cambridge1, 
(1975)* 

EASTERN ARTS ASSOCIATION. Eastward. (News magazine). 
Eastern Arts Association, Cambridge, 
August 1975s Vol 4. N0.80 

EASTLAKE, Charles. Contributions to the L i t e r a t u r e of 
the Fine A r t s , ( w i t h additions by 
Lady Eastlake) (1870). 

EASTLAKE, Charles,, Hints on Household Taste> (1868). 
EITNER, Lorenz... Neoclassicism and Romanticism .1750-

1850o 2 volumes, i n the series: 
'Sources and Documents i n the Histo r y 
of. A r t ' , ed. H.W.Janson. Prentice 
H a l l International© London, (1971)• 

ELIAS^ Norbert. A f r i c a n A r t . Leicester Museums, 
Leicester, (1970). "" 

ELLIOT?P.. & LOOMS.,R.J* Studies i n V i s i t o r Behaviour i n 
Museums and ̂ d i i b i t i o n s j _ an Annotated 
BibliOjgraphy of Sources P r i m a r i l y 
i n the -English Language.(edj„ A« 
Berman.. O f f i c e of Museum Programmes.,.. 
Smithsonian I n s t i t u t i o n , (1975)• 

ELLIS, S.. JEwart, Haydon, and the Select 
Committee • . . 1855-36'. i n 
History of Education Society 
B u l l e t i n , 15, (1975), pp.15-23. 

ENG-ELS, F.. The Housing Question. Progress 
Publishers, Moscow. (1970). 

FARR, Dennis. 'Connoisseurship and the Curator' » 
Museums Journal, Vol .75» No.4. 
March 1976. pub. Museums Association. 

FAULKNER„ Peter. William Morris and Eric G i l l . 
W i lliam Morris Society, London, 
(1975). 



285 

FEVERSHAH, Lord. 

FISCHER, E. 

The Role of Regional A r t s Associations, 
a paper delivered t o the Regional 
Studies Association Conference at 
Sussex U n i v e r s i t y , summer 1974-* 
Regional Studies Association, London, 
(WO. 
The Necessity of Arte ( t r a n s ) 
Anna B"o stock.. Penguin Books, 
Harmondsworth, (1963)« 

FLEMING, G.H.. 

FLEMING,. G.H. 

Rossettiand the Pre-Raphaelite; 
Brotherhood. Hart-Davis, London, 
(1967); 
That Ne'er Shall Meet Again. 
Michael Joseph L t d . , London, (1971) 

FLOOD* Peter. "Crafts Then and Nov;.' i n Studio, 
(magazine), A p r i l 1953* 

FOREIGN LANGUAGES PRESS. New Archaeological Finds i n 
China. Foreign Languages Press, 
Peking. (1973). 

FOREIGN LANGUAGES 

FOUCAULT, Michael, 

FREUD, Sigmund. 

PRESS» Philosophy i s no Mystery«. 
Foreign Languages Press, Peking, (1972) 
The Archaeology of Knowledge, 
(t r a n s ) Sheridan Smith. Tavistock 
Publications, London, (1972). 

Leonardo, 
T1963). 

Penguin, Karmondswcrth, 

GABRIEL, M.M. L i v i a ' s Garden Room at Prima Porta. 
U n i v e r s i t y Press, New York, (1955)° 

GABRIEL, M.M. Masters of Camnanian Painting.. 
New YorF, (1952)". 

GASSIOT—TALABOT, G. Roman and Palaeochristian P a i n t i n g . 
Heron Books", London, (1968). 

GELNER, E. Words and Things. Penguin Bocks, 
Harmondsworth, (1968)• 

GIBSON, a. Muse and Thinker. Penguin Books, 
Harmondsworth, (1972). 

GIBSON, P a t r i c k . The Arts Council's Regional P o l i c y . 
A Paper to the Regional Studies! 
Association conference at Sussex 
U n i v e r s i t y , June 1974-° Regional 
Studies Association, London, (197^0 • 



286 

GILL, E r i c * 

GILL, E r i c . 

GIMPEL, Jean. 

GLOAG,, John, 

GOLDBERG, J, 

GOLBMANN,. Lucien. 

GOLDMANN, Lucien, 

GOLDMANN. Lucien. 

GOMBRICH, E.H., 

GOMBRICH, E.H.. 

GRAMSCI.A. 

GREAT EXHIBITION. 

Autobiography e Jonathan Cape, 
London, (1940). 
Last Essays. Jonathan Cape, London, 

The Cult of A r t : Against A r t and 
A r t i s t s o Weidenfeld and Nicolson, 
London, (1969). 

V i c t o r i a n Taste. David and Charles, 
( r e p r i n t ) , Newton Abbot, Devon, 
(1972). 

The A r t s and Regional Development. 
A paper to Regional Studies. Associa­
t i o n : conference at Sussex U n i v e r s i t y , 
summer 1974-0. Regional Studies. 
Association, London, (1974). 

The Hidden God, (t r a n s ) P.Thody... 
Routledge and Kegan Paul, London, 
(1964). 
The Human Sciences and Philosophy, 
( t r a n s ) White.H.. and Anchor,R. 
Cape, London, (1969). 

The Sociology of L i t e r a t u r e ; 
Status and Problems of Method,, i n 
I n t e r n a t i o n a l Social Science Journal 0 

Vol. 197T4), (1967)1 
I n Search of C u l t u r a l H i s t o r y . 
Oxford Univ e r s i t y Press, Oxford and 
London, (1969). 

The Story of A r t , Phaidon, London, 
(1972). 

Selections from the Prison Notebooks.* 
"(ed & trans) Hoare 9Q e and Smith?G.N . 
Lawrence and Wishart, London, 
(1971). 
O f f i c i a l Descriptive and I l l u s t r a t e d 
Catalogue of the Great E x h i b i t i o n 0 

3 volumeso (1831). 
GREEN.M. & WILDING,M„ C u l t u r a l Policy i n Great B r i t a i n . 

UNESCO, Paris., (197077" 
GREENjM0 •Raymond 'Williams and C u l t u r a l 

Studies', i n C u l t u r a l Studies 6: 
C u l t u r a l Studies and Theory. 
Centre f o r Contemporary C u l t u r a l 



287 

Studies, Birmingham, (1975)* 

HAFTMANN, Werner. 

HANFKANNr G.M.A. 

HANNEMA, Sjoer&e 

HANSARD. 

HARRISON, B. 

HARRISON, J.F.C. 

HARRISON, Molly. 

HARVEY, John 

Painting i n the 20th Century,, 
Vol. One, An Analysis of the A r t i s t s : 
and t h e i r Work. Lund Humphries:, 
London, (1965). 

Roman A r t . Cory Adams and Mackay, 
London. (1964). 

Fads, Fakes and Fantasies: The 
C r i s i s i n the Art Schools and the 
C r i s i s i n A r t . Macdonald, London, 
(1970)O 
Debate on A r t ; 21st January and 
6th Febuary 1975; debate on Wealth 
Tax (and a r t ) , 13 December 1974. 
Hansard, London. 
"Two Roads to Social Reform: 
Francis Place and the Drunken 
Committee of 1835* i n H i s t o r i c a l 
Journal. Vol.XI. Cambridge, _1968. 

Learning and L i v i n g . Routledge and 
Kegan Paul"7Tl961). 
Museums and G a l l e r i e s . Routledge 
and Kegan Paul, London, (1973). 

Medieval Craftsmen.Batsford., 
(1975) 

HARVIE,C. e t . a l (eds). I n d u s t r i a l i s a t i o n and Cultures 
1830—1914. Macmillan f o r the Open 
Un i v e r s i t y , London and Basingstoke. 
(1970). 

HASKELL t F, 

HAUSER, A. 

HAY, D. 

Patrons>_andJPainters: a Study i n the 
Relations between I t a l i a n A r t and 
Society i n the Baroque, 
Windus:, C1963T, 

Chatto and 

The Social History of A r t . Rout1edge 
and Kegan Paul, London, (-1962). 

The Medieval Centuries. Methuen and 
Co., London, (19&4). 

HEINTZE, Helga von. Roman Art, 
(1972). 

Weidenfeld and Nicolson, 



288 

HENDERSON, P. (ed). The Le t t e r s of William Morris. 
London, (1950"7̂  

Her Majesty's Govt. A Policy f o r the A r t s : the F i r s t 
Steps. H.M.S.O., London, ( f e b . 1965). 
0mnda2601. 

HERBERT,A.P.. & HARRIS, R. 

HERBERT,E.W. 

HERDf Harold.(ed). 

Libraries:- Free-for-All? 
I n s t i t u t e of Economic A f f a i r s ^ 
London, (1962) . 

The A r t i s t and Social Reform:-
France and Belgium 1885—18g8. 
Yale University Press, New Haven, 
(1961) . 

An Outline Course i n General Culirure. 
Fleet Publications, London, "^193*2). 

HILLyC. Society and Puritanism i n Pre-
Re vo l u t ionary Eng1and. Panther, 
London, (1969T7"Tfirst edn, 1964) 

HILL,C 'The Norman Yoke', i n S a v i l l e . J . (ed) 
Democracy and the Labour Movement. 
Lawrence and'Wishart, London, (195^0• 

H. M • GOVERNMENT. Future^ Policy f o r Museums and Galleries 
H,.M.S.O., London, (May 197lJi 
Cmnd 4676. 

HOCKINGf Silas. K. 

HQLMAN,.D»(ed) 

HOLMAN-HUNT,Diana, 

HOLT9E.G»(ed). 

Smoking Flax. S.W.Partridge & Co., 
London ,. (1904) . 

P o r t r a i t s and Documents: Early, 
Nineteenth Century. Hutchinson 
Educational L t d . , London, (1965). 

My Grandmothers and 1 0 Hamish Hamilton, London, (1960) . 

From the C l a s s i c i s t s to the Impression­
i s t s ^ Vol I I I of Documentafy~History 
of "Arto Doubleday & Co., I n c . 
New York, (1966) . 

HOHEYMAN?T. J.. 

HONSIjP. 

A r t and Audacity. C o l l i n s , London & 
Glasgow, (1971). 

Working the H a l l s . Futura Publications, 



289 

HO EE, A.. J.Beresford. The Common Sense o f A r t . ( 1 8 5 8 ) . 
HQPE tA.J.Beresford. The C o n d i t i o n and Prospects o f Arch­

i t e c t u r a l a r t * (1863)c 
HOPE,A*J^Beresford. The E n g l i s h C a t h e d r a l o f t h e 1 9 t h 

Century. (18 6 1 ) . 
HOPE,A.J.Beresford. The A r t Workman's P o s i t i o n . . (1864). 
HOWELL,Peter. V i c t o r i a n Churches 0 i n t h e R1BA 

Drawing S e r i e s , p u b l i s h e d by 
Hamlyn P u b l i s h i n g Group L t d . , 
(1968 ) . 

HSIANG.HONG& WEI NUNG Some Questions Concerning; 
Modern R e v i s i o n i s t L i t e r a t u r e i n the:.' 

HUDSON, Kenneth. 

HUIZINGA, J. 

HUTCHISON. R.. 

HUTCHI30N,R. 

HUTCHISON?R. 

Soviet Union, F o r e i g n Languages 
Press, Peking, (19 6 6 ) . 
A S o c i a l H i s t o r y o f Museums. 
Macmi11an, London, (1975)7 

The Waning o f the K i d d l e 
PenguIn~T3ooks, HarmonoTsv/orth, (1955), ( f i r s t .pub._1924). 
Fund R a i s i n g from the P r i v a t e Sector -
the Experience o f the Regional A r t s 
A s s o c i a t i o n . Research B u l l e t i n 
No. 3o A r t s C o u n c i l o f Great 
B r i t a i n , London, December (1974)*. 

P o r t a b l e S t r u c t u r e s f o r the Arts» 
Research Repo*rt No. 2. A r t s C o u n c i l 
Of Great B r i t a i n , London,, (1974) „ 

Survey o f V i s u a l A r t i s t s - T h e i r 
Incomes and Expenditures and A t t i t u d e s 
t o A r t s Council Support. Research 
Report No'.4. A r t s C o u n c i l o f Great 
B r i t a i n , (January 1975)• 

IRONSIDE. Robin. 

IRWIN, David, 

Pre-Raphaelite Painters» Phaidon 
P u b l i c a t i o n s , London, ( 1 9 4 8 ) . 
The V i s u a l Arts.; Taste and C r i t i c i s m , 
Blackie,"Glasgow and London, (1969)• 



290 

JACKSON, Anne.(ed). A r t a t A u c t i o n , 1974-75., Sotheby 
Parke Bernet, London, ' 0975)« 

JALARD, M. 

JAMESON9. F r e d e r i c . 

JENKINS, Hugh. 

JOEL, David. 

JONES, Owen. 

Post-Impressionism. Heron Books, 
London,' (1968).. 
Marxism and Form. 
(1972). 

Princetown. 

Speech made by the M i n i s t e r f o r t h e 
A r t s t o the Regional Studies 
A s s o c i a t i o n Conference a t Sussex: 
U n i v e r s i t y on 28th June, 1974. 
Regional Studies A s s o c i a t i o n , 
London, (1974). 

F u r n i t u r e Design Set Free; t he 
B r i t i s h F u r n i t u r e d e v o l u t i o n , 
1851 t o the Present Day. 
J.M.Dent and Sons, London, (196 9 ) . 
The True and t h e False i n t h e 
Dec o r a t i v e Arts.. (1863). 

KEEN, Geraldine, 

KELLY,. Thomas. 

KEMP, John. 

KEYNES, J.M^ 

KING. Karen. 

KLINGENDER, F.D, 

KORNER9S. 

The Sale of V/orks o f A r t . Nelson, 
London, (1971)« " 

A H i s t o r y of P u b l i c L i b r a r i e s i n 
Great B r i t a i n , , The L i b r a r y A s s o c i a t i o n , 
London, (1975)• 
The Philosophy of Kant. Oxford. 
U n i v e r s i t y Press, London, (1968). 

' A r t and th e St a t e ' , i n The L i s t e n e r 
26th August, 1956, B.B.C., London. 
Regional A r t s A s s o c i a t i o n s : Where 
to Nov;? Summary o f paper g i v e n at. 
Regional Studies A s s o c i a t i o n conference, 
Sussex U n i v e r s i t y , 1974. The 
Regional Studies A s s o c i a t i o n , 
London, (1974). 

A r t and th e I n d u s t r i a l R e v o l u t i o n . 
P a l a d i n , London, (1972). 

Kant. Penguin Books, Harmondsworth, 11955)« 



291 

KRISTELLER, P.O. Renaissance Thought: t h e C l a s s i c , 
S c h o l a s t i c and Humanist S t r a i n s * 
Harper Torchbooks / The Academy 
L i b r a r y , Harper and Row p u b l i s h e r s , 
New York, (1961). 

LAKE ARTISTS' SOCIETY, Catalogue* Annual E x h i b i t i o n , 
August-September 1975* 

LANGER,.S, 

LARKIN, David. 

R e f l e c t i o n s on Arte. Oxford U n i v e r s i t y 
Press, London, (1961), 

(ed)„ The E n g l i s h Dreamers «> Pan Books. 
L t d . , London and Sydney, (1975)° 

LAURENSON^D & SWINGEWOOD.A.. The Sociology o f Literature:-* 
P aladin, : London, (1972)o 

LAURIE* A., P. 

LEA,J.T, 

LEE ̂  S «.E i ( e d ) . 

LEACH, Edmund. 

iLEHMANN, P.L. 

LEMIERE, A. 

LEffiREy E.D.. ( e d ) . 

LEONARDO DA VINCI 

Greek and Roman Methods o f P a i n t i n g . 
London, (1910), 

The H i s t o r y and Development o f 
Mechanics I n s t i t u t e s , i n Research 
i n L j b r a r i a n s h i p , October 1968<> 

On Understanding A r t Museums, 
P r e n t i c e H a l l , Englewood C l i f f s , ; 

N.J.. 
L e v i - S t r a u s s . F o n t a n a / C o l l i n s , London7~UT?0), 
Roman Wall P a i n t i n g s from Boscoreaie.' 
i n t he M e t r o p o l i t a n Museum o f Art,. 
Cambridge, Mass. (1955) <> 

Japanese A r t . Methuen and Co.,Ltd., 
London, (1959). 

The Unpublished L e c t u r e s o f W i l l i a m 
Morris,, Wayne o t a t e U n i v e r s i t y " 

Press, D e t r o i t , , (1969). 

The Notebooks, ( a r r a n g e d and i n t r o -
duced) MacCurdy.E. Jonathan Cape, 
London, (1958), 2 . v o l s . 

LEVI-8TRAUSS, Claude. S t r u c t u r a l Anthropology, ( t r a n s ) 
Jacobson.C. & 3choepf,G, A l l e n 
Lane, the Penguin Press, London, 
(1968)o 



292 

LEVY,. H. ( e d ) . 

LIFSHITZ, Ii» 

LINDSAY, J. 

LINDSAY r J,. 

L'ORANGE, H.P. 

L'ORANGE, H.P, 

LOWENTHAL,L. & 

LUNACHARSKY,A. 

LYONS, John. 

The A r t i s t and the Nude» Burne and 
Jenkins, i n a s s o c i a t i o n w i t h C o r g i 
Books, (1965 & 1970)o 
The Philosophy o f A r t o f K a r l Marxo 
f i r s t Russian edn, (1935); f i r s t " 
E n g l i s h edn., C r i t i c s Group, New 
York, (1938); present e d i t i o n , 
P l u t o Press, L t d . , London, (1973)• 

B r i t i s h Achievement i n A r t and Music. 
P i l o t Press, London. n.d 0 (an indepen 
war-time s u r v e y ) • 
W i l l i a m Morris> Constable, 

A r t Forms and C i v i c l i f e i n t h e Late 
Roman Empire. (19&5;T 

Mosaics from A n t i q u i t y & NORDHAGEN,. P.J. . 
to the E a r l y Middle Ages~H ( t r a n s ) " 
Keep,A.E». Methuen, London, (1966)* 

FI3KE,M* '[The Debate Over A r t 1 , i n 
Komarovsky ?H. ( e d ) , Common F r o n t i e r ; 
of t he S o c i a l Sciences c Free Press. 
( 1957). 
On L i t e r a t u r e and A r t * Progress 
P u b l i s h e r s , ho scow, (,1965) • 

Chomsky ». Font ana/Co 1 l i n s , ^ondon, 
(1970). 

MACDONALD, S. 

MACY, Ch r i s t o p h e r . 

MAO TSE-TUNG. 

MA.0 TSE-TUNG. 

MAO TSE-TUNG. 

The. H i s t o r y and Philosophy o f A r t 
E d u c a t i o n . U n i v e r s i t y o f London 
Press, London, (1970). 

The A r t s i n a Permissive Society„ 
Pemberton Books, London, (1971-)» 

Oppose Book V/orship. F o r e i g n 
Languages Press, Peking, (1966). 

R e c r u i t Large Numbers o f 
I n t e l l e c t u a l s . F o r e i g n Languages 
Press, Peking, (1968)„ 

The U n i t e d F r o n t i n C u l t u r a l Work. 
Forei g n Languages Press, Peking, 
(1963). 



293 

MARCUSE, H. Eros and C i v i l i s a t i o n , 
London,, (1969). 

Sphere Books, 

MARTINDALE,. A. The Rise of the A r t i s t i n t h e M i d d l e 
Ages and E a r l y Renaissance. Thames 
and Hudson, London, (1972). 

C a p i t a l Volume One, ( t r a n s ) Fowkes,B. 
Penguin, Harmondsworth, and New 
L e f t Review, London, (1976). 

G-rundrisse - I n t r o d u c t i o n t o t h e 
C r i t i q u e o f P o l i t i c a l Economy, 
( t r a n s ) Nic.olaus,M. Penguin, 
Harmondsworth, i n a s s o c i a t i o n w i t h 
New L e f t Review, London, (1973). 

MARXtK. & ENGELS,F. L i t e r a t u r e and A r t . New York 
I n t e r n a t i o n a l P u b l i s h e r s , (19^7). 
Cu rrent Book House, Bombay, (1956). 

MARX, E a r l , 

MARX, K a r l , 

MARX, K a r l . 

MARX, K a r l . 

MASSEt H.J. 

Surveys from Exile« (ed) Ferbach,D«, 
Penguin Books, tlarmoiidsworth, i n 
a s s o c i a t i o n w i t h New L e f t Review, 
London, (1973). 

W r i t i n g s o f the Young Marx on 
Philosophy and S o c i e t y . (ed"~ & t r a n s ) 
Easton,D.D. & Guddat,K.H. Anchor 
Books, Doubleday and Co., New York, 
(1967). 
A r t Workers' G u i l d . Shakespeare 
Head Press, Oxford", (1935). 

MCQUAIL, Denis.(ed).Sociology o f Mass Communications. 
Penguin Books, hariaondsworth, 
(1972). 

MILLER, E.J, 

MOLES, Abraham. 

A B r i e f H i s t o r y of the B r i t i s h 
Museum. P i t k i n P i c t o r i a l s , London, 
^19767. 
I n f o r m a t i o n Theory and E s t h e t i c , 
P e r c e p t i o n . U n i v e r s i t y o f I l l i n o i s 
Press, Urbana, Chicago and London, 
(1968). 

MONTH) RENCY,F.E.G. de. S t a t e I n t e r v e n t i o n i n E n g l i s h 
Education. U n i v e r s i t y o f Cambridge 
Press, Cambridge, (1962). 



294-

MONTMORENCY, Mil e s F.A Short H i s t o r y o f P a i n t i n g i n 
England, J.M.Dent and Sons, L t d . , 
London, (1955). 

MOONMAN,; E r i c , & ALEXANDER, Do Business and the A r t s . 
Foundation f o r Business R e s p o n s i b i l ­
i t i e s - , London, n.d.. 

MORAWSKI. So 

MORRIS, Desmond.. 

MORRIS, W i l l i a m . 

'The A e s t h e t i c Views o f Marx and 
Engels', i n J o u r n a l of A e s t h e t i c s 
and A r t C r i t i c i s m . V o l . X X V I I I , 
Ho.5. Spring 1970„ 

The B i o l o g y o f Art.. (1962). 

Communism. Fabian T r a c t 1.15r 
publ i s h e d 1905 . F i r s t published, 
as an a r t i c l e i n 1895* 

MORRIS, W i l l i a m . 

MORRISr W i l l i a m . 

MORRIS, W i l l i a m . 

The Collected^ Works o f W i l l i a m 
M o r r i s , (ed) May M o r r i s . 24~volumes 
pu b l i s h e d 1.910—1915. supplementary 
volumes, (two) p u b l i s h e d 1956 . 

The L e t t e r s o f W i l l i a m M o r r i s . 
(ed) Henderson,!. Longmans, Green 
and Co., London, (1950). 

The Unpublished Lectures o f W i l l i a m 
M o r r i s . (ed) "XeHTre,E7d7 Wayne 
State U n i v e r s i t y Press,. D e t r o i t , 
(1969). 

MORRIS, W i l l i a m , & BAX, B e l f o r t . S o c i a l i : ;m: i t s Growth 

MUELLER, Robert E, 

MULLER4 J. 

and Outcome. Journeyman Press -London 
X 197*0. 
The Science o f Art;. The Cybernetics 
o f C r e a t i v e Communication. Rapp 
and W h i t i n g , London, (1968): 
John Day Co., I n c . , New York, 
(1967). 

Modern P a i n t i n g . Methuen and Co., 
London, (1965). 

MURRAY, Peter & Lind a . D i c t i o n a r y of A r t and A r t i s t s . 
Penguin Books, Harmondsworth, 
5rd edn., (1972). 

MUSEUM ASSISTANTS GROUP.. MAG News. No. 1 March 1976. 
p u b l i s h e d by the Museum Assistants-
Group. 



295 

MUSEUM OF ENGLISH RURAL LIFE. Baskets - an E x h i b i t i o n 
o f Craftsmen's Work. Museum o f 
E n g l i s h R u r a l L i f e , Reading,(1969.) 

MUSEUM OF ENGLISH RURAL LIFE. The View from Beaford. 
Museum of E n g l i s h Rural L i f e , 
Reading, (1974). 

MUSEUMS ASSOCIATION.Museums B u l l e t i n , (ed) V.A. 
Shepherd. Vol.16., Nos. 1 , 2, 3, & 
4. Museums A s s o c i a t i o n , (1976). 

MYERS, A.R. England i n t h e Late Middle Ages. 
2 nd edn., Penguin Books, Harmondsworth, 
(1963). 

NATIONAL HERITAGE. 

NAYLOR, G, 

NAYLOR, G. 

NEWTON, E r i c , 

Museum News;* (The t w i c e y e a r l y 
j o u r n a l o f ' N a t i o n a l H e r i t a g e ' -
th e Museums A c t i o n Movement). 
N a t i o n a l H e r i t a g e , London. No. 
7, ( S p r i n g 1975). 

The A r t s and C r a f t s Movement B 

S t u d i o V i s t a , London, (1971)• 

The Bauhaus, 
(1 9 6 8 ) . 

Studio V i s t a , London, 

The Romantic- R e b e l l i o n . Longmans, 
London, (1962). 

OSBORNE, Harold, 

OSBORNE. Harold, 

A e s t h e t i c s and A r t Theory: an 
H i s t o r i c a l I n t r o d u c t i o n . Longmans, 
London, (1968). ~~~ 

A e s t h e t i c s i n the Modern W o r l d 0 

Thames and Hudson, London, (19&8) 

PAPWORTH, John. 
PEARS, David. 

PEARSON, N.M. 

L i f e and Works. London, (1879) «> 

W i t t g e n s t e i n . F o n t a n a / C o l l i n s , 
London, (1971). 

'Levi-Strauss and t h e S u r r e a l i s t s ' , 
Dyn, Vol. 2 . Durham A n t h r o p o l o g i c a l 
S o c i e t y , Durham, (1972)* 



296 

PEVSNER, N. 

PFUHLY, E. 

PICARD, G i l b e r t . 

PINTO, Alessandra. 

PLATT, C o l i n . 

PLINY. 

PLUMB,J.H. 

POLLITT, J.J. 

POLLITT, J.J.. 

POWER- E. 

Academies o f A r t , Past and Present. 
C a m b r i d g i ~ l J n i v e r s i t y Press, Cambridge, 
(194-0). 
Masterpieces of Greek Drawing and 
P a i n t i n g . London, ( 1 9 2 6 ) . 
Roman P a i n t i n g . Elek Books, L t d . , 
London, (1970). 

Courbet. Thames and Hudson, London, 
(197Dc 

The E n g l i s h Medieval Town, 
Warburg, London, (1976). 

Seeker and 

N a t u r a l H i s t o r y * (ed) Haberly,L. 
F r e d e r i c k Ungar P u b l i s h i n g Company, 
New York, (1957). 

England i n the E i g h t e e n t h Century*. 
Penguin Books, Harmcndsworth, (195°)* 

The Ancient View of Greek A r t . 
Yale U n i v e r s i t y Press,. New Haven 
and London, (1974-).. 

A r t and Experience i n C l a s s i c a l 
Greece. Cambridge U n i v e r s i t y 
Press, Cambridge, (1972)c 
Medieval People. Penguin Books, 
Harmondsworth, (1957). 

POYNTER, E.J. 8c HEAD, P.R.. Classic and I t a l i a n P a i n t i n g , 
Sampson Low, Marston, S e a r l e , and 
R i v i n g t o n , London, (1885)*. 

PRIESTLEY, J.B. 

PYE, David, 

V i c t o r i a 1 s Heyday. Book Club 
As s o c i a t e s , by arrangement w i t h 
Heinemann L t d . , (1974-5• 
The Nature and A r t o f Workmanship. 
Studio V i s t a , London, (1971)* 

READ, H. 

READ, H. 

READ, H*. 

A r t and I n d u s t r y . Faber and Faber, 
London, (19340* 
A r t and Society.Faber and Faber,. 
London, (1967)** (1936 by William. 
Heinemann L t d . ) . 

A r t Nowr an In t r j3duc j t ion_to t h e 
Theory of Modern P a i n t i n g "and 
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Sculpture , Faber and Faber, new 
r e v i s e d e d i t i o n , (1936), 

Education Through A r t . Faber and 
Faber, London, (1943). 
Surrealism. Faber and Faber, London, 

The Meaning of Art. Faber and 
¥aber, London, 2 nd edn., repr., (1936) 

READ, H. 

READ,, H.(ed). 

READ, H. 

READ,. H. 

KEDCLIFFE-MAUD, Lord.. Support f o r the Arts i n England 
and Walese Calouste Gulbenkian 
foundation, London, (1976)o 

To H e l l with Culture, and Other 
ssays on Art ana bociet 

Routledge and Kegan Paul, London, 
(1963) 

REID-SMITH, E.He Parliament _and Pot>ular Culture i n 
The Early n i _Ni.neteenth Century 0 

Research i n L i b r a r i a n s h i o , Oldham, 
(1969). 

RENT COLLECTION COURTYARD. Sculptures of Oppression and 
Revolt. Foreign Languages Pr e s s , 
Peking, 2 nd edn. (1970), 

REPORT OF COMMITTEE.Training Art s Administrators c 

Arts Council of Great~Bx'itain, 
London, (1971) <> 

REVOLUTIONARY MASS CRITICISM WRITING GROUP OF THE PARTY 
SCHOOL.. Three Ma.ior Struggles on 
China'8 P h i l o s o p h i c a l Front: 1949-1964 a 

Foreign Languages P r e s s , Peking, (197^) 

REWALD? John. 
REYNOLDS, S i r J . 

RICHARDS, G. 
RICHARDSON, John. 

RICHTER, Ha.ns. 

Gauguino C o l l i n s Fontana, London,(1955) 

F i f t e e n Disccurses Delivered to the 
Rc Royal Academy, 
«iA©"X)ent ana Col, London, n.d 0 

Everyman L i b r a r y , 

Art i n Industry, New York, (1922) 

Georges Braquoo Penguin 3ooks, 
Harmondsworth, (1959)• 

Dada. Thames and Hudson, London, 
™"T5)o 

http://_Ni.net
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RICKWORD„ E . ( e d ) . 

RIESER ? D„ 

ROBERTS9 K e i t h . 
ROBINSON, Max. 

ROSENBERG, Harold. 

ROWLAND, Bo 

Radical Squibs and Royal Ripostes. 
Adams and Dart, Bath, (1971). 

Art and Science.. Studio V i s t a , 
London, (1972).° 
Bruegel. Phaidon, London, (1971)• 
Franz Marc Methuen and Co., London, 
(196$). 
The T r a d i t i o n of the New. Paladin. 
Xondon, ^ 9 7 0 
The C l a s s i c a l T r a d i t i o n i n Western Art» 
Harvard University P r e s s , (1963). 

ROYAL SOCIETY OF ARTS. The Royal Society of A r t s c 

24 page Booklet p u b l i s h i d ^ 7 4 / 5 e 
ROYAL SOCIETY OF ARTS. The Story of the Royal Society o f 

A r t s . John Murray, London, (1935)"< 
ROYLE, Edward. 

RUCK, S.K. 

RUDOFSKY, Bernard. 

RUSKIN, John. 

RUSKIN ? John, 

RUSKIN, John. 

RUSKINj John. 

'Mechanics I n s t i t u t e s and the 
Working C l a s s e s , 1840—1860'. 
The H i s t o r i c a l Journal-. Vol 2XVV 
So. 2. (T9727: ~ ™ 
Municipal Entertainment and the Arts 
Tn Greater London e George A l l e n anc!' 
Unwin, London, (1965)<> 
Architecture Without A r c h i t e c t s . 
Academy E d i t i o n s , London, (1973). 
( F i r s t published by Museum of 
Modern Art, New York, i n conjunction 
with an ex h i b i t i o n at the Museum, 
1965). 

A Joy „for Ever. George A l l e n , 
.London, 3rT"eon. (1893). ( f i r s t 
published 1857). includes? 
"Education i n A r t " as a supplement. 
Readings i n Kodern P a i n t e r s 0 (Frontes 
Agrestes). George~Allen and Unwind 
London, (1927)• 

Sesame and L i l i e s e George A l l e n , 
London, (19057^ 

The E t h i c s of the Dust, 
London 711904). 

George A l l e n , 
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RUSKIN, John The Queen of the Air, 
London, (1904). "~ 

George A l l e n 

RUSKINq John. 

KUSKIN, John. 

RUSKIN, John 

RXBERG, Scott. 

The Seven Lamps of Architecture< 
J.M.Dent and Co., London, n.d. 
The Two Paths. 
London, (1904) 
Time and Tide,, rmw* " 

Georg© A l l e n , -

George A l l e n , London, 

'Rites of the State R e l i g i o n i n 
Roman Art'. Memoirs of the American 
Academy i n Rom9. XXIIZ Rome, (19f 

SAUSMAREZ? Maurice de. Basic Design; the _ Dynamics of 
Visua'1 ji'brmo. "Studio V i s t a 8 London. 
(1964)c 

SAYER, Derek, 

SCHEFOLD . K, 

SCHEFOLD. K. 

SETTLE, A l i s o n . 

'Method and Dogma i n H i s t o r i c a l 
Materialism'. S o c i o l o g i c a l i Re;yiew g 

U n i v e r s i t y of Keele, Volo^3«* NoT^ 
New S e r i e s . November 197)3 
Romische Kunst a l s R e l l g l o s e s 
Phanomeno, Rowohlt, Reinbeck, 
T i ^ y r 
Vergessenes Pompg.jio Franck© Verlag, 
Bern und Munich, (1962). 

E n g l i s h Fashion (12th - 20th centuryV 
C o l l i n s , London, (19^8)• 

SHANGHAI WRITING GROUP FOR REVOLUTIONARY MASS CRITICISM,, 
To trumpet Bourgeois L i t e r a t u r e and 
Art i s t o Restore Capitalism*. *" 

SHAW, B e 

SHAW, Roy. 

Foreign Languages P r e s s , Peking, 
(197D o 
Nqrris as I Knew Him. William Morris 
Society, LonoCon", (1^65)» (pub• 
New York, 1936). 
ou^iing up Speech, d e l i v e r e d to 
''leg Ib'naTotudies A s s o c i a t i o n 
conference at Sussex U n i v e r s i t y , 
197̂ <f Regional Studies A s s o c i a t i o n , 
London, (1974)o 
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SHORE, A.F, P o r t r a i t F a i n t i n g from Roman Egypt. 
Trustees of the B r i t i s h Mus eum, 
London, ( 1 9 6 2 ) . 

SMALL INDUSTRIES COUNCIL FOR RURAL AREAS OF SCOTLAND.. 
£raftwork,(magazine). No. 1 2 . 
Summer 1 9 7 5 » pub. Small I n d u s t r i e s 
Council for Rural Areas of Scotland, 
Edinburgh, ( 1 9 7 5 ) » 

SMITH,. HoL« The Economic Laws of Art Production, 
Oxford Uni v e r s i t y P r e s s , London, * 
( 1 9 2 4 ) . 

SOUTHERN ARTS ASSOCIATION. Southern A r t s . (Magazine). 
November 1 9 7 % . March 1 9 7 5 * May 
1 9 7 5 « pub. Southern Arts Association 
Winchester. 

SOUTHERN, E.W. 

STEEGMANN, J . 

STEEGMANN* J . _ 

STENTON, D.M. 

The Mailing of the Middle Ages.. 
Hutchinson and Col 9 London, ( 1 9 6 3 ) <>• 

The Rule of Taste* Maclilllan, London 
( 1 9 3 6 ) . 

V i c t o r i a n Taste. Thomas Nelson, and. 
Sons, "London, ( 1 9 7 0 ) » 

E n g l i s h Society i n the E a r l y Middle 
Ages a Penguin Books, Harmondsworth," 

edn. ( 1 9 6 5 ) . 

STERNBERG, Jacques. K i t s c h . Academy E d i t i o n s , London, 
1 T l f e T o 

STURT-PENROSE.. B. 

SUTTON, Go 

The Art Scene» Paul Hamlyn, London, 
Yew York, ( 1 9 6 9 ) * 

A r t i s a n or A r t i s t 0 Pergamon Press 9: :"or< 

TAYLOR. N. Monuments of Commerce. RIBA Drawing 
Hamlyn Publishing Group, 
(1968) 

S e r i e s , 
London, 

TAYLOR, R A Basic Course i n Graphic Design 
Studio V i s t a / Van Kb strand Reinhold., 
London/New York. ( 1 9 7 1 ) « 

TAYLOR, Re •The Marxist Theory of 
Radical Philosophy 5 o 

Ar 1/ e 
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THOMPSON, Denys. (ed) Discrimination, and Popular Culture. 
Penguin, Harmondsworth, (1964)„ 

THOMPSON, Do 

THOMPSON, E.P. 

THOMPSON, E.P. 

THOMPSON, P. 

TOYNBEE, J.M.C. 

TRESSELL, Robert. 

TROTSKY, Leon. 

TURNER, E.S. 

England i n the Nineteenth Century. 
Penguin Books,, Harmondsworth, ( 1 9 5 0 ) 

William Morris; Romantic, to Revolu-
tionary. Lawrence and Wiohart, ~ 
London, (1955). 

The Making of the English. Working 
C l a s s e Penguin Books, Harmondsworth, 

The Work of William Morris« 
Heinemann7 London, (1^5777 
The Art of the Romans. 
Hudson, L o n d o n , ( 1 9 6 5 ) . 

Thames and 

The Ragged Trousered Phil a n t h r o p i 3 1 s , 
Panther Books, St.Albans, ( 1 9 6 5 ) . 

Culture and Sociali s m , & Art and-
Revolution. Ne!TTal?kPd^ 
Ltd., London, 2cnd imp. ( 1 9 7 5 ) * 

The Shocking History of Advertising. 
Penguin, HarmonuBWOrth, ( 1 9 6 5 ) . 

TYRWHITT, Rev. S t . John. Handbook of P i c t o r i a l Art 
Clarendon P r e s s , Oxford, (TBbSy 

VALUE TODAY. 

VAN ESSENo C.C. 

VASARI, G. 

VENTURI, L i o n e l l o , 

Value Today„ (magazine). Ho. 3* 
January 1 9 7 5 ° New Perspective 
Publishing Ltd«, London, ( 1 9 7 5 ) « 

" L i t e r a r y Evidence f o r the Beginnings 
of Roman Art *» Journal of ̂ man 
Studies. XXIVo Tl934). pp. 154^-162^, 
The L i v e s of the P a i n t e r s , Sculptors 
and Architects, ( t r a n s ) Hinds, A.B. 
4 v o l s 8 ij.MoDent and Sons, London, 
( 1 9 2 7 ) * 

History of Art C r i t i c i s m ^ ( t r a n s ) 
Harriott<,CT E.P.Dutton and C o . I n c 
New York, (1964). 

VICTORIA AND ALBERT MUSEUM. Loan C o l l e c t i o n s 1974—1976, 
H.M.S.O., London, ( 1 9 7 6 ) . 
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VICTORIA AND ALBERT MUSEUM- The History of the Vic t o r i a . 
and Albert Museum, Small L i e t u r e Book 
$ 1 ( V i c t o r i a and Albert Museum), 
H.M.S.O., London, ( 1 9 5 2 & 1 9 7 6 ) . 

V i c t o r i a n a . (no author). Abbey 
l^ine A r t s , London. Copyright, 1 9 7 0 , 
the Murray Group of Companies. 
The Ten Books of Ar c h i t e c t u r e , 
( t r a n s ) Morgan^M. Dover Pu b l i c a t i o n s , 
I n c , New York, and Constable and 
Co.,London, ( 1 9 6 0 ) o 

VICTORIANA. 

VITRUVIUS. 

WARREN, G. 

WATSON, V. 

WEBER, Max* 

WEIGALL, Charles, 

WHEELER, Mo 

WHITE, Eric.W. 

Art Nouveau. Octopus Books, London, 
( 1 9 7 2 ) . 

The B r i t i s h Museum. 
London, ( 1 9 7 ^ ) . 

Quartet Books, 

General Economic H i s t o r y . ( t r a n s ) 
Knight.F.H.. C o l l i e r Books. New .York., 
( 1 9 6 1 ) . 

The Art of Figure Drawing. 
Windsor and Newton L t d , London, 
( 1 8 5 2 ) . 

Roman Art and Architecture. 
and Hudson, London, (1964~J« 

Thame a; 

The Arts Council of Great B r i t a i n . 
T)avis Poynter, London, (1975) • 

WILLIAM MORRIS SOCIETY. Journal. Vol I I , No .4.. Vol 
I I I , No 1© William Morris Society, 
London, ( 1 9 7 0 & 1 9 7 4 ) . 

WILLIAM MORRIS SOCIETY.. William Morris. 1834---1896, -
8 an introductory guide to biographical 
and other s t u d i e s , c o l l e c t i o n s of 
ma t e r i a l , e t c . , ' William Morris 
Society, Kelmscott House, Hammersmith, 
London, n.do, p e r i o d i c a l l y r e v i s e d . 

WILLIAMS, Raymond, 

WILLIAMS, Raymond. 

WILLIAMS9 Raymond. 

Communications. Penguin, Harmondsworth, 
r e v i s e d edn., ( 1 9 6 8 ) . 

Keywords; a Vocabulary of Culture 
and Society. Font ana/Croon Helm, 
Glasgow, ( 1 9 7 6 ) . 

The Long Revolution. Penguin, 
Harmondsworth, 0196*5). 
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WXNGEROV P. 
WITTGENSTEIN, L 

WITTGENSTEIN, L. 

WOLLHEIM, R» 

WYMER, Norman. 

Primitive A r t . (1962). 
P h i l o s o p h i c a l I n v e s t i g a t i o n s . 
l7trarL3jAnscoE.be «G .E .MT B a s i l 
Blackwell, Oxford„ ( 1 9 6 8 ) . 

Tractatus Logico-IfrilosopMjras. 
Routledge and Kegan Paul, London, 
( 1 9 6 1 ) , 2 nd edn. ( 1 9 7 1 ) . 

Art and i t s Objects. Penguin,, 
Harmondsworth, ( 1 9 7 0 ) • 

E n g l i s h Town C r a f t s . London, ( 1 9 4 9 

YANG JUNG-KUO Confucius; "Sage" of the Reactionary 
C l a s s e s . Foreign Languages Press, 
— ( 1 9 7 4 ) . Peking, 

SECTION B 
Newspaper A r t i c l e s and Reports 

This, the second of the three s e c t i o n s of t h s 
bibliography, w i l l be divided into f i v e parts-, namely^ 
1. The Arts Council and State Involvement i n the Arts* 

Art Education. 3. C r a f t s and matters r e l a t i n g 
to the c r a f t s . 4.. Miscellaneous. 5* Art Market; 
andi Art as Investment.. 

I n Each Section e n t r i e s w i l l be arranged chrono 
l o g i c a l l y . The t i t l e of the a r t i c l e or report 
w i l l be placed w i t h i n s i n g l e quotation marks. 

The following abraviations w i l l be used: 
G = Guardian; T « Times: THES = Times Higher Educational 
Supplemento Other newspapers w i l l be c i t e d i n f u l l o 
The newspaper t i t l e (abbreviated or f u l l ) w i l l appear 
i n brackets a f t e r the t i t l e of the piece c i t e d , and the; 
name of the author (where given) c. 

^^Tjie_Aj?t;s Council and State Involvement i n the Arts^ 

9 February 1 9 7 % ' S t r i k i n g a F a i r Balance f o r the 
A r t s ' . (To 3rd Leader). 

2 0 May 1 9 7 % 'Minister Wants: Shake Up at Art3:. 
Council to Make i t More Representative 
Kenneth Gosling. ( T ) . 

http://l7trarL3jAnscoE.be


304 

1 7 November 1 9 7 4 : 

28 November 1 9 7 4 -

29 November 1 9 7 4 

11 December 1 9 7 4 

2 7 December 1 9 7 4 

29 January 1 9 7 5 

5; March 1 9 7 5 

4 March 1 9 7 5 

5 March 1 9 7 5 

9 March 1 9 7 5 

9 March 1 ; 9 7 5 

2 2 March 1 9 7 5 

25 March 1 9 7 5 

23 March 1 9 7 5 

25 March 1 9 7 5 

5 A p r i l 1 9 7 5 

1 4 A p r i l 1 9 7 5 

1 9 A p r i l 1 9 7 5 

23 A p r i l 1 9 7 5 

"Double Our Money1*. Norman St, John 
Stevas. (Sunday Times). 
"Arts Need E x t r a £&|m Government 
Aid'» (Evening Standard, London)» 
' I n f l a t i o n Threatens to Destroy 
Arts Council Achievements'• Kenneth 
Gosling. ( T ) . 
'Paying f or the Arts' . (Sunday Times;, 
Leader)© 

"Who W i l l Take R e s p o n s i b i l i t y f o r 
Our Art Treasures?' . Hugh Leggart. 
w . 
"The Case for Art i n a Cold Climate' . 
Jennie Lee» ( T ) . 
'Power Feud i n Arts C o u n c i l s 
Nicholas de Jongtu ( G ) 8 

• National Theatre Asks f o r More'. 
Nicholas de Jongh, ( G ) . 
•'A S t r a i t e n i n g f or the A r t s * . 
(Go Leader). 
•Half a Mile Down: B r i t a i n ' s Most 
Unusual Face Worker'* (Sunday Times)*, 
' S c o t t i s h Ventures'. (Sunday Times). 
'The Eye of the Beholder'. Marina 
•Vaizey. (Sunday Times)« 
"Follow that Guide'. David Piper. 
(Sunday Times). 
•Requiem f o r B r i t i s h Theatre'. 
J.W.Lambertc (Sunday Times)• 
•Photographs and People 1 • Paul 
Overy. ( T ) . 
•A Museum C r i s i s ' . L e t t e r from Denis 
Mahon. ( T ) . 
•Frame Up*. L e t t e r from Hugh Leggatt. 
(G) o 
'Nationalised I n d u s t r i e s to be Asked 
to Aid A r t s ' • ( T ) . 
'Fading P r i n t s ? ' c- Caroline T i s d a l l . 
(G) 
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23 May 1975 

2 June 1975 

29 June 1975; 

12 J u l y 1975 

14 J u l y 1975 

15 J u l y 1975 

18 J u l y 1975 

23 J u l y 1975 

5 August 1975 

24 August 1975 

2 September 1975 

2 September 1975 

9 September 1975 

HO September 1975 

11 September 1975 

12 September 1975 

"Art and Wealth Tax'\ L e t t e r from 
Peter Grunebaum. ( T ) , 
On s t a t e grants f o r l o c a l museums and 
g a l l e r i e s o Two l e t t e r s from Prof» 
John Hale, and F r a n c i s Cheethaiiio. 
( T ) . 
•Clear Thinking and Culture Shock'. 
Interview with Roy Shaw*. (Sunday 
Times)» 
8 A r t for the Country's Sake 1 • 
P h i l i p Howard, (T) 

"Museum L i a i s o n Meeting'o (T)« 
'Museums and G a l l e r i e s Comroission 
too A r i s t o c r a t i c , . T i i n i s t e r says' » 
(T) a 
•Temples of the Muses Also Need 
Money'. John Pope-Hennessy. (THES)« 
•A Labour Charter f o r A r t s ' . (G)» 
"Co l l e c t o r s Time i n the Market'* 
Geraldine lIorman« ( T ) . 
' I n G lass Cages . » « the Mistakes: 
of Museums'o JeWarrene (Sunday 
Times)o 
"Labour Plea f o r £250m a year on 
Arts'« Kenneth Gosling• (T)» 
•Paying for People's A r t " . Nicholas; 
de Jongho (G)« 
"Arts Council Leader Sees Way to 
Greater Knowledge'o Kenneth Gosling, 
(T)o 
"Wealth Tax and The L i v i n g A r t i s t ' . 
L e t t e r from Robert Adams and 22 
o t h e r s 0 (T)« 

'Wealth Tax and the L i v i n g A r t i s t ' o 
L e t t e r from Hugh Jenkins, Minister 
f o r A r t s . ( T ) . 

•Art and Wealth Tax' «> L e t t e r from 
John Gainsborough, editor of 'Arts; 
Review',, (T)„ 
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1 2 September 1975 

18 September 1975 

1 9 September 1975 

2 6 September 1975 

24r October 1975 

27 October 1975 

10 November 1975 

1 2 November 1975 

1£ November 1975 

1.6 November 1975 

17 November 1975 

28 November 1975 

9 December 1975 

29 December 1975 

30 December 1975 

2 J January 1976 

"3?irst Labour Steps to a New Art s 
Ministry'. (THES)© 
^Spending on Arts; "not appreciated®' 
Wo 

" A r t i s t s and Wealth Tax'.. L e t t e r 
from G.Pilkington, Chairman of the 
Society of London Art Dealers,, (T)„. 
'Arts Por A l l * . L e t t e r from Prof. 
John Blacking• (THES). 

''Money for P r o v i n c i a l Art' • L e t t e r 
from Secretary Museums Ass o c i a t i o n * 
( T ) . 
'Saving the Arts From Men With 
C u l t u r a l Malnutrition'» Andrei* 
Faulda. ((D). 
"Wealth Tax and the L i v i n g A r t i s t ' o 
L e t t e r from G.X.Strauss.M.P*. 
( T ) . 
"Wealth Tax and the L i v i n g A r t i s t 1 . 
L e t t e r from Denis Mahon. (T).. 
"Arts Council Warning of Extravagam 

*Cut-Price Masterpiece Neai^ly Got 
Away'« C o l i n Simpson. (Sunday 
Times). 

"Wealth Tax on L i v i n g A r t i s t s ' . 
L e t t e r s from G. Pi l k i n g t o n , J T . E . 
McWilllams, and Jack Beal. ( T ) . 
"Between People and t h e i r Pleasures' 
F.Gibb interviews Roy Shaw. (THES).. 
"Arts Council i s given £2»3m 
Extra/ * ( T ) . 
"Wealth Tax on Works of A r t ' . 
L e t t e r from Denis Mahon*. (T)«. 
'The Art of Work 1. L e t t e r from 
Hugh Jenkins, Minister f o r A r t s . ( T ) . 

^Support for the C r a f t s " . L e t t e r 
from Hugh Jenkins, Minister f o r Arts 
( T ) . 
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23 January 1976 

31 January 1976 

9 February T976 

14 February 1976 

15 February 1976 

21 February 1976 

2 March 1976 

23 March 1976 

^ May 1976 

6 May 1976 

7 May 1976 

24f June 1976 

26 June 1976 

28 June 1976 

2 J u l y 1976 

31 July 1976 

"The F i l m Industry'• L e t t e r from 
C l i v e Exton„ ( T ) , 
" I r e l a n d "should increase arts;, 
spending"'. ( T ) . 
• S u r r e a l i s t Art C o l l e c t i o n May 
Go'. Kenneth Gosling, ( T ) . 

'Government to Help Industry 
Sponsor A r t s * , ( T ) , 
"The Tate Drops a= Cost l y B r i c k ' , 
C o l i n Simpson*. (Sunday Times), 
,;A B r i c k i s a Rose i s a Primrose' , 
(To 3rd L e a d e r ) c 

"Cake and T.Y* Bno advance on 
bread and c i r c u s s e s " ' , ( T ) 0 

"Rolling Grant Urged f o r Arts 
Council'. ( T ) • 
"Arts Take A Gamble on Maggie', 
John Ezard, _(G), 
'Ethnic Minority Art Groups "need-
aid"' • Kenneth G o s l i n g e ( T ) , 
"Art Keeps the Flap; F l y i n g ' , 
Stephen Eann, (TEES),. 
"Council i n the A i r * . Hugh Jenkins 
the ex-Minister f o r Arts 0- ( G ) . 
" I am Worried About Roy Shaw'• 
Stanley Reynolds, (G)* 
"Giving them the Money: Now the 
Arts Council Decides", Lord Gibson 
P r o f i l e , by B r i a n Connel* ( T ) , 
•Education V i t a l to the S a l v a t i o n 
of the Arts.?, (Cambridge Evening 
News) 
*TUC Report C a l l s f o r S p e c i a l A r t s 
Budget and Ministry', K e i t h Harpe 
(G ) , 
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T7 August 1976 

18 August 1976 

"Young Artists:* Extra-Mural 
A c t i v i t i e s , ' <. (G) • 
"Body P o l i t i e s ' . R.McDowell. (G) 

Art Education 

24 A p r i l 197^ 

26 A p r i l ; 1974 

26 A p r i l 197^ 

3> May 1974 

3 May 1974 

4 October 1974 

4 October 1974 

1 December 1974 

20 May 1975 

5 Juno 1975 

53 December 1975 

12 December 1975 

" A r t i s t s and Academic A b i l i t y ' . 
3 l e t t e r s - . ( T ) . 
•Design Course Approved.*1 <• (THES)<> 
* Shrinking Art Education' „ (THES,; 

leader)» 
•Gann Report Proposals on Art 
Courses Welcomed'• Annabel Ferrimaa. 
(THES) 0 

*Ko Change i n A r t and Design E n t r y 
Q u a l i f i c a t i o n s ' . (THES). 
"Art Education's Artisans.'.. C l i v e 
Ashwin, (THES). 
'Art Colleges get Pat on Back 
from t h e i r Graduates'*. FoG-ibbc 
(THES). 

"Three Professors off the Peg*. 
(Sunday Times;, i n the 'look' s e c t i o n ) . 
•Art, College, and Studio'* Robert 
Beard* ( G ) . 
"Art Colleges - i n Danger of 
Strangulation* * Noel Machin*. 
(Sunday Times)« 
'Hockney Says Art History Courses 
Waste o f Time'. (THES). 
•Art For Society's Sake'» Cornford.C. 
(THES). 

26; December 1975 'Unqualified Art Students Preferred'* 
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10 February 1976 

16 J u l y 1976 

'Eon Rowat on the Threat of Respecta­
b i l i t y Hanging Over New Degree 
Courses i n Art.' (G)» 
•"Proposed Art V a l i d a t i o n Body 
Rejected'. (THES)«. 

ff. C r a f t s and Matters Relating to the Craft3, 

16 January 1975 

18 February 1975 

3 May 1975 

SO May 1975 

19 September 1975 

2 3 December 1975 

"Crafts Show Place'* Richard Carr* 
(G) * 
" C r i t e r i a f o r C r a f t s " Prudence 
Glynn* ( T ) c 

•A Young Man's Fancy Turns Towards 
the Old C r a f t s " . ( T ) . 
'Hazel Shaw Meets an Embroidery 
Expert'. ( G ) . 
*Crafts are Anything But Arty For 
the Housewife i n China". David Bonavia, 
(T )o 

"Great B r i t i s h Design jSlo.T.', and 
'Tho Art of Work', both by Prudence 
Glynn.. (T) • 

Miscellaneous. 

15 March 1972 

17 May 1973: 

1a January 1974 

16 November 197^ 

"How the Nineteenth Century Responded-
to the Magic of Photography'* 
Guy Brett.. ( T ) . 
'Pompeii's F a s c i n a t i o n Recaptured 
i n Essen'. (The German Tribune). 
'Keep the A's out of A r t ' . 
A.Vordsworth. (THES)• 

"Indisputably the F i r s t Landscape 
Painter i n Europe' o About Turner e. 
2: pages. (T) « 
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22 November 1974 

4r A p r i l 1975 

H 5 A p r i l 1975 

23 A p r i l 1975 

23. A p r i l 1975 

21 May 1975 

22 May 1975 

27 May 1975 

1i J u l y 1975 

2 J u l y 1975 

16 J u l y 1975 

16 J u l y 1975 

21 J u l y 1975 

5 August 1975 

11 September 1975 

•Union Chairman'• On Astms and • • 
Design Council. (Reading C h r o n i c l e ) . 

'Coalface Countess'. Stephen 
Dixon. ( G ) . 

' 9 5 per cent of People i n t h i s 
Country are not I n t e r e s t e d i n the 
V i s u a l A r t s ' . About David Rodgersi 
of Wolverhampton Museum. ( G ) . 
•Moore Trouble i n Store'. G.Parry. 
( G ) . 
"Show Bigness. Richard Rond.(G). 
•'Art i n Country Houses 1« L e t t e r 
from Lord C l i f f o r d of Chudleigh. 
(T)o. 

"Art i n Country Houses.' L e t t e r 
from John Morley 0 (T)„ 

"More by I n v i t a t i o n than by Command'» 
Prudence Glynn. ( T ) 0 . 

" F e s t i v a l s S t i l l Sing a Song of 
Expansion'. Klaus G e i t e l e t . a l o . 
( T ) . 
'Museum of the Year i s Out of 
Doors'. P h i l i p Howard.. ( T ) * 
'Remember the Dinosaurs, Museum 
O f f i c i a l s Warned'. Kenneth Gosling. 
W . 
'Sponsored Film. — B r i t a i n ' s Quietly; 
Succesful Cottage Industry'. 
E.Smart, ( T ) . 

"Police Recover 3 ,000 Works of Art 
From Homes'. ( T ) . 
"Aware and Absent'. Paul Overy on 
the P o l i t i c a l Art E x h i b i t i o n s . 
( T ) . 
•Archive Conservationists Seek 
Status'. A.Osman. ( T ) . 
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19 December 1975 'Honesty l i e s i n the Lens of the 
Camera'. Duff.E. (THES). 

8 March 1976 

10 March 1976 

29 March 1976 

19 A p r i l 1976 

23 A p r i l 1976 

5 May 1976 

9 May 1976 

17 May 1976 

17 May 1976 

23 June 1976 

' B r i t i s h Art Today'• L e t t e r from 
President of Royal Academy. ( T ) . 

• Turner Finds a Home'• ( T« 3 r d Leader.)• 

• S i r Jack Lyonss Heart f o r Art's 
Sake'* Bri a n Connell. ( T ) . 

'Keeping P r i v a t e G a l l e r i e s Afloat 
i n I n f l a t i o n a r y Seas*.. P h i l i p 
Howard. ( T ) d 

'An I l l u s t r a t e d Guide to Old Books', 
Dan Jackson* (Cambridge Evening News). 
'The Times Diary: Questions on th© 
Nature of Ar t ' o ( T ) . 
'Look and See'. Su z i Gablik. (Sunday 
Times). 
'A Poet i n Light* * A.Day. (Cambridge 
Evening News)• 
"Group's F i r s t F i t z w i l l i a m E x h i b i t i o n ' . 
(Cambridge Evening News). 
'Pottery Museum Captures National 
Honours'. P h i l i p Howard. ( T ) & 

5» The Art Market and Art as Investment c 

30 December 1975 

6 A p r i l 1974 

6 A p r i l 1974 

7 June 1974 

2 August 1974 

'The M i l l i o n D o l l a r Art Wrangle*. 
Peter Deeley. (Observer). 
•Season of Modern P i c t u r e S a l e s 
Draws; to a Close' • G.Norman. ( T ) . 
'Sotheby's - New Masters of the A r t 
World'. G Norman. ( T ) . 
"Antiques'. (T)„ 

'The Year I n v e s t o r s Turned the Art 
Market Upside Down.'G.Norman. (T)« 



312 

% October 197^ 

30 December 1974 

10 May 1975 

2 2 March 1975 

27 A p r i l 1975 

26 June 1975 

12 June 1975 

3; J u l y 1975 

30 J u l y 1975 

30 J u l y 1975 

5 August 1975 

12 August 1975 

23 August 1975 

2 * August 1975 

14. September 1975 

' C o l l e c t i n g , German S t y l e ' . (Times 
L i t e r a r y Supplement). 
'He excreted, c o l l e c t e d the r e s u l t , 
had i t canned into small t i n s . . . e t a ' 
Michael Kustow. ( G ) . 
6Why a. Wealth Tax Could Bring, 
Pri v a t e Art C o l l e c t i o n s into the 
Open'. Peter F u l l e r . ( T ) . 

'Middle East Money Sought f o r Art 
Scheme'. G.Norman. ( T ) . 
'An A r t i s t i c Eye for a P r o f i t . ' 
S.Williams. (Sunday Times). 
"Wealth Tax: Fears for B r i t i s h 
Heritage of Art and Culture', 
and, 'Top I n d u s t r i a l i s t s to Take 
Part i n Art Sponsorship'. ( T ) . 
"Wealth Tax on Art' . L e t t e r by 
Peter Fuller.. (T)„ 
' £210 ,000 f o r Monet Pain t i n g , 
£170,000 f o r Braque'. 
G-. Norman. ( T ) . 
'Jenkins Calms the Art World Fury'* 
Interview with Nicholas de Jongh.(G) 
"The P i c t u r e that Stopped a Cheque'. 
Michael De-la-Noy. ( G ) . 
"Antique Trade Disappointing'• 
D.Wintersgill. ( G ) ^ 
•Auctioneers' Plans Anger Art 
Dealers'. ( T ) e 

"Art Dealers Threaten Action on 
Auctioneers' Premium.' ( T ) . 
"Stealing Works of Art: the E t h i c s 
of A c q u i s i t i o n ' . William Mostyn-
Owen. (Sunday Times). 
•Capital Returns'. H.Brandon. 
(Sunday Times). 
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8 January 1976 

12 January 1976 

18 January 1976 

1. February 1976 

7 February 1976 

14 February 1976 

22 February 1976 

17 March 1976 

5 A p r i l T976 

23 A p r i l 1976 

19 June 1976 

19 June 1976 

11„August 1976 

11 August 1976 

12 August 1976 

•London Art Market'. L e t t e r from 
George Levy, president of B r i t i s h 
Antique Dealers Association* ( T ) * 
'London Art Market'. 2 l e t t e r s , from 
Denis Mahon and Geraldine Norman. 
» . 
•Everyone Gangs up on the 10% 
Art Auctioneers'.. C o l i n Simpson. 
(Sunday Times). 

•The P o l i t i c s of the Underground 
Art Business, by A.Terry and R. 
Ainsztein.. (Sunday Times). 
"Going Back to the Middle Ages to 
Revive the I n t e r n a t i o n a l Art Market.' • 
G.Norman* ( T ) . 

'Auction Premium "may have been 
e s s e n t i a l ' " . G.Norman. (T)„ 
•The Art Game'. Bruce Page et al.. 
(Sunday Times). 
'Caroline T i s d a l l examines the 
"sa l e a r t " conspiracy, which has 
re s u l t e d i n a b a f f l e d public and a; 
discouraged avant garde''. ( G ) . 
"Faking- Antiques; on an Astronomical 
Scale'.. GoNorman.. ( T ) f t 

"Byron Poem Sets Modern Manuscript 
Auction Record'• G.Norinan. ( T ) . 
•In the Arti s t s , " Quarter". B . H i l l i e r . . 
(T)c 
•Turner Painting Sold f o r Record 
£374,000 w i l l stay i n B r i t a i n ' . . 
GoNorman. ( T ) . 
'Dealer C a l l s f o r Palmer I n v e s t i g a t i o n " 
( T ) . 
*How the Art World Can E a s i l y be 
Fooled into Baying and S e l l i n g 
Fakes'.. G.Norman. ( T ) . 

'Art World Seeks Fakes I n q u i r y ' . 
Robert Parker. ( T ) . 
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15 August 1976 •Broad Canvas of Tom Keating Dip AD 
( f a i l e d ) ' . Stephen Fay. (Sunday 
Times). 

SECTION C 

19th Century Government Reports and Papers 

The references are organised chronologicallyo 
On the l e f t appears the o r i g i n a l reference: on the r i g h t 
e i t h e r the abbreviated or the f u l l t i t l e . 

1834 (559) 

1834 (404) 

1835 
1836 

V I I 

XLI 

V 
I X 

1836 ( i n 568) I X 

1840 (98) XXIX 

I n t o x i c a t i o n Among Working Classess 
S e l e c t Committee. (J.S.Buckingham). 
"Conditions on which apartments at: 
Somerset House were bestowed on the 
Royal Academy: Period f o r which 
granted.." 

S e l e c t Committee on A r t * 
ttappointed to inquire into the best 
means of extending a knowledge of 
the a r t s and of the p r i n c i p l e s of 
design among the people ( e s p e c i a l l y 
the manufacturing population of the. 
country) also to inquire into the 
c o n s t i t u t i o n , management, and e f f e c t s 
of i n s t i t u t i o n s connected with the 
a r t s . . 

Royal Academy Misc 0. 
"Number of E x h i b i t o r s : Works of a r t 
exhibited: Numbei1 of Professor's: 
Lectures^ required; and number 
which have been del i v e r e d by each 
Professor'". 

'"Reports made by Mr Dyce, consequent 
to h i s journey on an inquiry into 
the state of schools of design 
i n P r u s s i a , Bavaria and Prance.." 

1841 (416) VT S e l e c t Committee on National Munuments 
Appointed to inquire into the present 
s t a t e of the "national monuments and 
works of a r t i n Westminster 
Abbey, i n S t . Paul's Cathedral, 
and i n other public e d i f i c e s ; to-, 
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consider the best means f o r t h e i r 
protection, and for affording 
f a c i l i t i e s to the public f o r t h e i r 
inspection, as a means of moral 
and i n t e l l e c t u a l improvement f o r 
the people"* 

1841 (42J) VI S e l e c t Committee on Fine A r t s * 
"•appointed to take into consideration 
the promotion of the f i n e a r t s of 
t h i s country i n connexion with the 
rebuilding of the Houses of 
Parliament." 

1841 ( 6 5 ) X I I I School of Design 
"Report to the President of the 
Board of Trade by the P r o v i s i o n a l 
Council of the School of Design," 

1842 (412) XXV Royal Commission on the Fine, A r t s , 
"appointed by Tour Majesty for the 
purpose of i n q u i r i n g whether 
advantage might not be taken of 
the rebuilding of Ycur Majesty's 
Palace at Westminster . • o f o r the? 
purpose of promoting and encouraging 
the f i n e a r t s i n Your Majesty's 
United Kingdom, and i n what .;, 
manner an object of so much ,:£ 
importance might be most e f f e c t u a l l y 
promoted."' 
NOTE, 1i2 f u r t h e r reports were 
presented by the Commissioners 
u n t i l 1863» when the Commission 
was wound up, due to the death 
of Prince A l b e r t * The references 
for the 12 reports are as follows: 
1842 (412) XXV ( l i s t r e p o r t ) . 
1843 (499) XXIX 
1844 ( 5 8 5 ; XXXI 
1845 (671) XXVII 
1846 (685) XXIV 
1846 (749) XXIV 
1847 (862) XXXIII 
1849 (1009) XXII 
1850 (1180) X X I I I 
1854 
1858 
1861 
1863 
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1842 
1843; (454) XXIX 

1843 
1844 (566) XXXI 

School of Design Report, 
"Report of the Council of the School 
of Design, 1842, 1843." 

Third. Report of the Council of the 
School of Design. 
1845 
1846 

(654) 
(730) 

XXVII 
XXIV 

4 t h report 
5 t h report 

1845 (612) V I I Sel e c t Committee on Art Unions* 
"appointed to consider the objects^ 
r e s u l t s , and present p o s i t i o n of 
Art Unions: how f a r they are 
affected by e x i s t i n g laws, and 
what are the most expedient and 
pra c t i c a b l e means to place them 
on a: safe and permanent b a s i s , 
and to render them most subservient 
to the improvement and d i f f u s i o n 
of a r t through the d i f f e r e n t 
c l a s s e s of the community."' 

1847 (850) L X I I School of Design. 
"Report of the Spec i a l Committee 
of the Council of the Government 
School of Design, appointed to 
Report to the Board of Trade' 
measures for c a r r y i n g out the 
recommendations o f the foregoing, 
report" (the f o r e g o i n g being th& 
school of design r e p o r t s ) , 

1848 (720) XVI Sel e c t Committee on Works of Art. 
"appointed to consider the best 
mode of providing a d d i t i o n a l room 
for works of a r t given to the 
public or purchased by means of 
parliamentary grants*" 

1849 (576) X V I I I Schools of Design. 
Report from the S e l e c t Committee 
on the Schools of Design* 

1850 (730) X L I I Schools of Design 
"Reports on the s t a t e of the Head 
or P r o v i n c i a l Schools made to the 
Board of Trade since August 
1849." 
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1850 (612) XV S e l e c t Committee on the National 
G a l l e r y . 
^appointed to consider the 
present accomodation afforded 
by the National G a l l e r y , and the 
best means of preserving and 
extending to the Public the works 
of a r t given to the Nation or 
purchased by parliamentary 
grants." 

1850 (731) X L I I 
1851 (1423) X L I I I Design Schools, 

"Reports e x h i b i t i n g the state and 
progress of the Head and Branch 
Schools of Design during the 
l a s t twelve months©" 

1851 (642) XXII Report by Lord's Commissions of her 
Majesty's Treasury on the S i t e f or 
the National G a l l e r y . 

1853, (867) XXXV S e l e c t Committee on National 
G a l l e r y . 
appointed "to in q u i r e into the 
management of the National G a l l e r y : 
also to consider i n what mode 
the c o l l e c t i v e monuments of a n t i q u i t y 
and f i n e a r t possessed by 'the 
Nation may be most securely, 
preserved, j u d i c i o u s l y augmented 
and advantageously exhibited to 
the public." 

1857 (2261) XXIV S i t e f o r National G a l l e r y , Royal 
Commission. 
appointed by Her Majesty, "to 
determine the s i t e of the new 
National G a l l e r y , and to report 
on the desireableness of combining 
with i t the f i n e a r t and archaeo­
l o g i c a l c o l l e c t i o n s of the B r i t i s h 
Museum."' 

1863 (3205) XXVII 
1863 (3205-1)XXVII 
1864 (3332) XXX. Royal Academy, po s i t i o n i n r e l a t i o n 

to f i n e a r t s 0 Royal Commission. 
appointed to. "inquire int o the 
present p o s i t i o n of the Royal 
Academy i n r e l a t i o n to the 
Fine A r t s , and into the circumstances 
and conditions under which i t 
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occupies a portion of the National 
G a l l e r y , and to suggest such 
measures as may he required to 
render i t more u s e f u l i n promoting 
a r t and i n improving and developing 
public t a s t e . " 

1864- (466) X I I S e l e c t Committee on Schools of A r t . 
"'appointed to inquire into the 
c o n s t i t u t i o n and working and 
into the success of the schools of 
a r t wholly or p a r t i a l l y supported 
"by Government grants, or otherwise 
a s s i s t e d by the Government, and 
into the system upon which the 
sums granted by parliament for the 
promotion of National Education 
i n a r t are d i s t r i b u t e d and 
administered." 

1866 (332) 711 S e l e c t Committee on Art Union 
Lawso 
"to inquire into the operation o£ 
the a r t union laws*" 1 

186? (433) X Select Committee on the P a r i s 
E x h i b i t i o n . 
"to consider and report on the 
a d v i s a b i l i t y of making purchases; 
from the P a r i s e x h i b i t i o n f o r the 
benefit of the schools of science 
and a r t i n the United Kingdom*" 


