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Over a period of three years the Coventry
College of Art (or, as the book refers to it,
Midville), but more particularly its staff and
students, were subjected to a closely observed study. It is, as far as I know, the first
College of Art to be so examined, and it is of
intense interest. Aspects of secondary education are covered in so far as they reveal the
influences which cause students to opt for
Art Schools.
The book is of importance as a study of a
college in a particular period of its history,
but more important are the attitudes and
tendencies it reveals which are common to
all colleges of art. Since this was a particularly turbulent time at Coventry it would
be easy to criticise the College studied and
dismiss the relevance of the study to art
education as a whole. Certainly there is a
good deal to criticise particularly in the
attitude of staff to students and the constant
changing of the syllabus. I taught in four art
colleges before coming to Coventry, at .two
of them on Foundation Courses, at one on
the Dip. A.D. Fine Art course and as
Principal at another. Staff/student relationships were normally excellent. In this critical
respect Coventry at this period appears to
have been different.
The authors have obviously experienced a
fundamental difficulty, there being no definition they felt they could accept as to the
nature of "Art", yet they had to use the
term. It is interesting that the teaching staff
clearly had an idea of its definition as they
bullied and generally brainwashed students
into meeting criteria, often by groups of
tutors confronting one student, or by destructive and often personal criticism. However, they never permitted anyone to know
what these criteria were. They were simply
inferred.

The series of- chaotic re-orientations that
all art students are put through - from sixth
form to foundation, from foundation to
Dip.A.D., from Dip.A.D. to A.T.D. or a job,
coupled with the failure of the foundation
course to act as diagnostic, and certainly not
as a foundatipn, must give a great deal of
weight to doing away with them in their
present form. Another revealing point is
made when it becomes clear that the most
favoured students, having been channelled
on to a Dip.A.D. Fine Art course are no
longer willing to foilow a course or programme. They are "artists". They cling to
their individuality in the same way that it is
reputed victorian spinsters clung to their
virginity. This virginity seems also to include
looking at the work of artists; the statistic of
knowledge of museums and galleries is to me
horrifying
and
I hope not accurate
nationally.
On page 18 two main trends of modern
art are tentatively labelled formalist and
avant-garde. Th is misconception
threads
through the whole book. The term avantgarde is used as though describing a movement. The nature and leadership of the
avant-garde changes almost weekly and the
avant-garde of one week is the establishment
a few weeks later. It may be worth noting
that the whole concept of the avant-garde is
now challenged in many quarters.
I should also like to clear one or two
points with regard to the submission to
N.C.D.A.D. made in 1969 and dealt with on
page 207 of the book. This refers to the
addendum,
or the proposals made by
"Coutts" and "Gibson". The writers go on
to discuss it as though it replaced the
curriculum and syllabus. It was in fact an
addendum and accepted as such only with
severe reservations as to the actual form of
its implementation, and as a "subsiduary
option" by N.C.D.A.D. Since N.C.D.A.D.
does not provide the Colleges with a written
report after its quinquennial review, this
subsequently led to considerable friction

within the college, and the Academic Board
set up a working party under the Head of
Foundation Studies to draft a revised Fine
Art Course. This was done and implemented
prior to the new Head of Department of
Fine Art (or myself) taking up our appointments. The report does not point out that
the Head of Fine Art at the time of the
survey was qual ified as a graphic designer
and that the Head of the Graphic Design
course was an industrial designer. Nor does it
comment that "Ashley" who is given credit
for formulating the "addendum" had failed
to obtain the Dip.A.D. qualification in 1967
but was subsequently employed as a teacher.
But my reservations are only quibbles.
Taking the book as a whole it seems
thorough, well researched and extremely
valuable. So many lessons may be drawn
from it that it ought to be compulsory
reading for art school staff.
Design, and Graphic Design in particular,
is used as a control group against which to
set Fine Art, but a number of interesting
points emerge; not only does the percentage
obtaining employment in th~ design profession (52%) confirm or reinforce the findings
of the other major piece of research "The
Employment of Art School Leavers" but it
is also clear that many potential designers
are either destroyed by the foundation
course or channelled into Fine Art.
I am tempted to go on mentioning points
which particularly struck me, but I hope I
have said sufficient to whet your appetite to
read the book yourself.

Alexander G. Weygas
New York: Van Nostrand Reinhold £3.50
In this modern era of bustle and machine
production the craft of the blacksmith tends
to be very much a part of industrial

archaeology. There are, however, many who
still admire the work the smith produced
and also those who attempt to emulate fast
disappearing skills. Anyone who wishes to
practice the art of forging metal for himself
soon discovers that advice is not easy to
come by, for although smiths can be found
in certain corners of England they are few
and far between. It is refreshing to see arrive
from America, where some craftsmen are
showing a renewed interest in the craft, a
book on blacksmithing. "The Modern Blacksmith" by Alexander G. Weygas contains a
miscellaneous collection of very practical
information for anyone who wishes to make
a start in the art of forging metal and
includes many tips and new approaches for
,those who already possesssome skill in this
field.
Pleasantly
presented the
book
is
generously illustrated with clear drawings
produced by the author and its format
ensures that the text and accompanying
illustrations are closely related. Whilst the
material covered is wide ranging it cannot be
considered as a complete course in forgework for some decorative techniques receive
only limited treatment. Weygas is a prac·
tising sculptor who has become interested in
blacksmithing and appears to have developed
his skill initially in order to support his
primary interest in carving. Many of the
articles whose manufacture he d~scribes are
small tools of one form or another, either
applicable to sculpture or made to assist in
the work of the smith. An interesting feature
is the utilisation of scrap materials in the
manufacture of these articles and also in
providing tools and equipment for the
smithy. It is to be regretted that the design
of such domestic articles that do appear
leavesmuch to be desired.
In conclusion this book, because of its
essentially practical approach to the topics
covered, reflects experience gained first hand
by the author. It can be recommended for
consideration, not as a complete survey of
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the craft, but as a useful addition to a library
on this subject.

Nicholas Goodison
London: Phaidon £16.50
The word 'ormolu' comes from the French
'or moulu' which translated literally means
'ground gold' and referred originally to the
powdered gold that )/Vasmixed with mercury
for use in gilding. But words can change their
meaning and sometimes the change can be
brought about by a few dominant individuals. One of these was Matthew Boulton
who worked in his Soho Manufactory outside Birmingham between the years 1768
and 1782. Here he produced a range of
ornaments - candelabra, escutcheons, door
knobs, Inkstands, clock-cases and vases,
mostly made of gilt brass, bronze or copper.
These productions achieved a remarkable
impact and since their time the word ormolu
in Britain has come to mean precisely what
Matthew Boulton made - something made
of gilt brass, bronze or co~per.
As one reads the text and studies the
illustrations in Goodison's book one can
begin to see the reasons for the massive
impact of Boulton and his factory. The story
contains the classic ingredients of the. outstanding designer craftsmen in an industrial
setting and the only matter of astonishment
is that far greater recognition is not
currently paid to Boulton's work. Not that
Boulton was without recognition in his time;
the list of his patrons and the range of his
contacts with other eminent designer craftsmen leave one in no doubt of his standing.
In the present century we have been in
danger of losing touch with a very important
section of our craft heritage and we are
greatly in Goodison's debt for his timely and
scholarly reminder.

Yet the book is far more than an account
of the designs and productions of an outstanding innovator. It is also an important
analysis of the social history of the period
and the ways in which the social and
economic system influenced the establishment of workshops, the procurement of
materials, th~ problems of distribution and
characteristically the sheer financial hazards
that afflicted an entrepreneur in an economic climate that was unquestionably even
more hazardous and. unpredictable than our
own. The particular strength of the book is
the way in which Goodison has worked
through extensive original sources. In this he
was greatly aided by the obsessionalism of
Boulton himself and the survival of detailed
documents of the business. But not only is
the detailed life history of the Boulton
enterprise explored but also the rise and
decline of the ormolu trade itself.
The book is complemented by a detailed
reference section
including
a list of
Boulton's patrons and detailed records of
designs, manufacture and original purchases
of the various objects. The volume will
unquestionably become a standard work on
its subject and in so doing it will not only
sharpen our knowledge about Boulton and
enable us to distinguish his achievements
more clearly but also, by elimination, allow
us to distinguish the work of other craftsmen manufacturers of ormolu.
John Eggleston

Craft Education, Presentation of
Design
T. Pettit
London: Edward Arnold £2.50
I am sure that many teachers in the Handicraft field wi II find this a useful and very
practical book. As its title suggests, it aims
to look at the presentation of design mainly
through the use of design sheets, which state

the problem and give some idea of how the
'chosen design' was arrived at.
The author states that "the book is
intended to develop further the visual
literacy of metalwork
and woodwork
students through the media of graphics."
The point is illustrated firstly, by a varied
selection of design sheets, after which the
book goes on to illustrate the many technical devices which have been evolved for
translating
ideas through drawings into
three-dimensional
form. Much of this is
straight, factual information, which I would
have thought any design teacher worth his
salt would either know or have on hand for
easy reference. The way in which this mass
of technical information is presented to
students is critical, and a large part of the
book is clear, detailed and informative as a
pure reference work.
Yet I must confess grave doubts about
other aspects of the presentation. Do Craft
and Design students, and by inference their
tutors, so lack confidence that they have to
be shown how to hold a pencil?
The book seeks to show us that designing
can be personal and creative, even expressive, for the individual, but by its very
layout and presentation seems to smack
more of a studious authority that can only
feel secure when everything conforms to a
recognisable process and way of doing
things. Would the imagination of someone
like Leonardo have grown and flourished in
such a climate?
It is at such points in the book that the
lack of imagination and real insight becomes
apparent. The message seems uninspired and
the understanding of how imaginative and
inventive ideas are translated into form, very
limited. For example, there are many drawings by artists and sculptors which seek to
conceive form through 'freehand sketching'
and yet do not follow the stereotypes
indicated in the book. I would have thought
that a page from one of Henry Moore's
sketch books would have done more to give

the reader real insight into this than the
banal and prescriptive design ideas on pages
36 and 37.
And yet here is a teacher who obviously
has good ideas and resourcefulness. I would
really like to see him start the book with
page 97 and expand from here. If his Design
area has this richness of stimulating ideas
which are used by pupils to initiate personal
enquiry and inventiveness, then he must be
doing much more exciting and creative work
than he lets on in the book. Perhaps the
purpose of this book was not clearly
identified.

Approaches to Clay Modelling

by John Scott and Erich Fisher
London:

Evans Brothers, £1.95.

This book is the outcome of a fruitful
colaboration between a senior art adviser
and a middle school teacher. It covers much
the same ground as two Batsford books by
Tony Jolly and Warren Farnworth reviewed
in these pages recently;. that is to say it
touches on virtually all aspects of working in
clay and clay-substitutes except for wheelthrowing. A list of the main sections will
indicate its scope: Some technical notes;
Texture and pattern; Relief. Shaping-up;
Cylinders; Handles, lids, spouts and knobs;
Flat sided pots; Slip; Thumb-pots; Cutting in
half and hollowing out; Coiling; Modelling in
solid clay; Carving; Musical models: and all
this in 80 pages; 'a little book on a big
subject', as the authors themselves say, but a
first-rate introduction. There are ample illustrations - photographs (some in colour) and
line drawings, many showing splendidly
inventive children's work. The text is
admirably clear and simply written but still
manages to convey the pleasure of handling
clay. and the excitement of its endless
possibilities.
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John Portschmouth
London: Studio Vista £2.50

Bradley Smith & Wan-go Weng
London: Studio Vista £7.50

This is a very well presented book, with
good, clear layout and excellent photographs. It sets out to introduce the reader to
a very wide range of materials, which could·
be employed in making collage, by describing some of the qualities these materials
have. The author writes 'collage uses the
actual shapes and surfaces of ordinary things
that are part of the day to day scene' 'All
that is needed in the way of magic are a few
tools and a little imagination'
It therefore is disappointing that
so
little attention has been paid to enjoying the
structure and substance, surface and texture
of specific materials in their own right.
Through lighting, background, contrast and
colour, the reader's own imagination could
have been stirred, rather than having to see
each material in the context of a descriptive
picture.
The author writes that the material
should not be used literally, but we sh(;>Uld
be guided by the feel of the material rather
than the ideas normally associated with it.
Yet the book slips into being very prescriptive rather than inviting people through the
way it presents the material, to look and
discover for themselves.
There is a similarity in the images produced, and they seem contrived, as if produced merely for the book. Reference could
have been made to the work of children and
that of many artists who have used the
medium of collage and thus resulted in a
more diverse range of images to stim\llate
the reader.
I am sure that many people will enjoy
this book, whether' it gives them the personal
confidence and conviction to handle collage
in their own way is another matter.
Keith Gentle

Like any book of significance China, A
History in Art has a value that can bt!
appreciated at many levels. At its most basic
it is an illustrated history of the remarkable
span of Chinese civilisation from the Neolithic Age to the immediately pre-industrial
period. There is a sparse but entirely sound
and well documented text that presents the
essentials of the developments
of the
centuries.
But the core of the book is to be found in
the outstanding illustrations; almost all of
them of the work of artists and craftsmen.
The work' of the two dimensionat' artists is
presented from the designs on stone and tile
in the Han dynasty tombs through the
detailed dramatic representations
of the
Ming scrolls until we reach the striking
pol itical statements of the 1940s. But even
this sequence is superseded by the work of
the three dimensional artists, particularly
well captured in the many illustrations.
These range from the earliest periods and the
development of metalworking particularly
the long standing evolution of working in
bronze through the centuries is well captured. But above all there is the story of
work in jade, that most remarkable material
that is so intimately associated with Chinese
craftsmanship, culminating in the superb
productions of the Ming period.
Yet perhaps at its most fundamental level
the book is an introduction to the philosophy of China that has made both its art
and its history possible. Here, inevitably the
volume is less informative telling us by
implication rather than directly of the
underlying factors that have led to what we
have been shown. But this in itself is
probably the most appropriate way to learn
if one is to be true to the spirit of China.

And certainly there is nothing ambiguous at
all about the prescription for social order
with which the book finishes:
"When the Great Way held its sway, the
world was for all. The worthy and the
able were selected; people lived in faith
and affection. Thus one did not treat
only his own parents as parents, nor only
his sons as sons. The aged found their
retirement, the full-bodied their employment, the young their upbringing, the
widow and the widower, the orphaned
and the sick, their care. Men had their
duties and women their homes. Goods
would not be hoarded for oneself and lie
in waste; energies would not be spared for
oneself and kept idle. Evil schemes would
not be initiated; thievery and rebellion
would not arise; outer gates did not need
to be closed. This was Grand Unity."
John Eggleston

The author supplies one answer 'By
making a child familiar with a technique we
help him develop his imagination! and
'Regarding technique, it is advisable that the
teacher work out every task himself'
and finally 'It will help considerably· if
each step is planned in advance'.
The book is filled with all kinds of
assumptions and definitive· statements that
are very misleading and would have a positively harmful effect on the way children are
given the right kind of opportunities, freedom and sensitive support to grow in confidence to express themselves. It is so out of
phase with everything that is happening in
our Primary schools that I cannot imagine
anyone finding it of value.

J.B. Designs
York: Back Lane, Allerthorpe

Y04 4RP.

£3.25
Gottfried Tritten
New York: Van Nostrand Reinhold £3.50
This book is up to Van Nostrand's standard,
with high quality photographs and very clear
layout, making it a pleasant book to handle.
Putting aside any prejudices the title
aroused in me, I launched into the text. The
introductory
comments by the author I
found ill informed and a mish-mash of quasi
psychology cum child development.
For example, he writes, '...up to 11
children create entirely from imagination'
This statement is very hard to support on all .
the evidence available.
Or again 'Imagination is based on experience. Children long to master reality.
This contradicts another statement' It is
important
not to copy. Children must
always work from memory, never from
nature. But where does the experience come
frpm?'

The compilers of this collection, J.R. Jeffrey
and R.N. Billington of Pocklington School,
have assembled, and printed on A3-size art
paper, an exhibition
of skeletal forms,
insects, birds, fish, crustacea, and flora - all,
apparently,
woodcuts
from
nineteenthcentury texts of botany and zoology. Sixty
different
sheets of prints are planned,
offered in packs of 12 at £3.25.
The sheets, produced by practising Art
teachers, have been developed and evaluated
in practice as resource material for creative
design, and intended to supplement the
study of natural forms. Being printed from
engraved, as opposed to photographic,
blocks, these biological studies are already
slightly stylized to show structural detail,
and the compilers have found that students
are . stimulated
by these drawings to
heightened appreciation of form and texture
and to the decorative potential of the shapes
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illustrated. A few examples are given: a
polyester-resin table top whose (apparently)
abstract decoration is derived from the
engraving of a fish, a silver ring inspired by
prints of seed~pods.
There certainly seems to be vast potential, in the 12 sheets sent for review, for
development of original shapes, designs, and
textures in a wide variety of Art-forms: a
bat's head suggests some kind of grotesque
mask, sectioned skulls suggest shapes for
pottery jars and vases, and flora shown in
technical detail reveal the inspiration for
much Art-Nouveau stained glass.
In this collection of Design Data Sheets,
then, is a mass of illustrative material, all of
it of outstanding technical quality, some of
it apparently selected at random but clearly
chosen for its potential to stimulate creativity and to inspire the student-artist to
develop an idea from nature into an artefact

of visual delight and joy. Teachers of the
visual arts in search of seeds for inspi ration
might seriously examine the source material
offered here.

JB DESIGN
DATA
SHEETS
Collections of enlarged

steel engravings of specially

selected, exciting flowers, shells, plant sections, seeds, insects, etc,
Ideal as stimulus for jewellery, ceramics, enamelling, fabric printing,
needlework, graphics and all decorative arts.

All sheets are 12" x 17" and are ideal for display, class or personal use.
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