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HARRY CUNUIFFE
James Bradley: Education in Art

Appendix 1

Detail of a typical Basic Course at the Scarborough

Summer Schools [421] “

There was actually one course with a number of sessions. The course was based on
visual and plastic form and language though the two-dimensional aspects

predominated. It was variously titled as 'Basic Form' or "The Basic Course', '‘Basic

Design'.

There was a sequence, though it was possibly varied a little from year to year. One
year particularly, | remember more emphasis on the relationship between two- and
three-dimensional form; which involved me in an additional three-dimensional and
sculpture group. But generally the units dealt with point, line, plane (shape), and very
particularly with analytical drawing. It should be remembered, that although the terms
are used similar to those employed by Kandinsky at the Bauhaus, that work was not
used as a model, in fact, we had not seen any published documentation of it at that
time. Victor was probably more conversant with the historical aspect. My own
research, began at the Courtauld, was based on the fundamental principles of
Cubism, Constructivism, and Neo-plasticism, which of course was the source of
Bauhaus developments. There is an interesting analogy which | might draw to your
attention. As the Renaissance saw its course and the achievements of the High
Renaissance demonstrated the achievements of Leonardo, Michelangelo, Raphael,
Titian, etc. it was noticeable that the transition from the guilds to master studio practice
required a further develop‘ment. It became apparent that it was necessary to apply the
principles and methodologies of the recent past in a cohesive pedagogical system.
So the first academy was set up in Bologna by the Caraccl brothers. Similarly the
revolution of Cubism, the greatest single revolution in all art history and in all cultures,

from which the other major developments and principles of two-dimensional and
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future individuation ensued, led to the necessity to introduce the first Modern

Academy in Weimar in 1919.

It is always necessary to be aware of major additions or changes of principle in art. Art
education is responsible for discerning these principles and finding a pedagogical
equivalent for them. As far as Britain was concerned, there had been little or no
response to twentieth-century principles almost half a century later. So, one of the
things we were concerned to do was to belatedly bring art education in Britain into the

twentieth century. Pardon the digression.

We spent only a few days on each unit of the course, but there was a certain cohesion
and continuity. Everyone experienced the same instruction in one large room and
after the initial introduction, usually given by Victor, we team taught, working

individually and informally in different parts of the room.

The introduction to each unit would include blackboard diagrams relating to
fundamentals; for example with reference to points or small units of form, factors of
relationships would be stressed, group systems considered in various relationships

(closed and open, formal or informal, etc.), families of forms explored, etc., etc.

In all sections references were made to relate the abstract language we were
developing to structures and patterns in nature and the students recommended to
deal with them by diagrams and drawings in their notebooks. Lines were explored
considering their form and character and the means of making them; fast, slow, hard
and soft, etc. Then their relationships in different orientation, horizontal, paraltel,
intersecting, etc. All forms or elements were exploited in context obviously beginning
with rectangular sheets of white paper (later coloured sheets would be used), of
determined proportions and orientation. The neo-plastic principle of asymmetric
balance was explored and used; generally beginning with only a limited number of

elements, moving the pieces around adding and changing in a process of growth of
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the image.

The basic problem was the students were already totally conditioned to subject,
figuration, and generalised form, without any conception of space, pictorial or real. it
was hard and intense work to get them to arrive at an intense awareness of what for
them was a new experience and sense of reality. What an artist has struggled for years
to achieve cannot be experienced immediately by a student. But what is remarkable is
that precisely conveyed information with visual evidence can open psychological
doors, which at least permits a recognition of the problem. These occasions could be
very stimulating and indeed quite euphoric. They seemed memorable and exciting
days. People working all day and often in the evening. We even continued talking
and discussing into the night - no one even bothered to go Ihto Scarborough.
Sometimes we had a party atmosphere and | carried out some performance pieces in

which | satirised art and art education. (How artists work!)

The exploration of elements, marks, lines, etc., was followed by some engagement of
forms and structures. One thing relates to or leads to another, but there was always a
recognition of the need for discipline; it was not a case of indulgently or waywardly
doing one's own thing. A balance of freedoms and disciplines was a principle invoked
from time to time. | particularly remember the efforts made when working on shape;
instead of a casual outline and arbitrary filling in (arbitrariness was unacceptable!) the
form, using a stump of charcoal was built up gradually, growing the form. The dynamic
of the edge related to the 'weight' and axial dynamic of the 'mass’. The edge of the
form would be bé drawn, rubbed out and redrawn until the form was dynamically
determined, and the ground meeting the black edge would be confirmed with white
chalk. This gave a new sense of reality and the satisfaction of an intensity of
experience to people who had only known the generalised engagement of subject in

predetermined selection in illusionistic space.
Although most of these early explorations were carried out in black and white, colour
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was of supreme importance, as well as particularly demanding and enjoyable. it has to
be understood that the students, all art school or coliege of education trained, had

virtually no formal training in colour and its principles.

What we did in the beginning was fairly rudimentary, but so conditioned were people
to tone, that some found it quite difficult to deal with even the subjective aspects of
warm and cool colour. To inculcate the implications of colour in tone meant we had to
deal with chromatic greys. Without the ability to ‘read’ and mix subtle relationships,
more personal adventures would nct have been possible and the complexities of
relationships such as discords would also not have been possible. We worked almost
all of the time using a simple two-dimensional diagram, but we also introduced more
far-ranging concepts such as three-dimensional, spherical and spatial concepts were
referred to (sic). At this time we also only made theoretical reference to light and
additive theory. The analytical drawing was interesting insofar as it presented students

for the first time with an alternative way of looking at objects and phenomena.

This last summer | ran a course in analytical drawing as it relates to Cubist principles for
a group of students. It suddenly struck me that it was probably the first time in North
America that such principles had been taught. Isn't it ridiculous that even now in the
world's academies, that although students were expected to work in a contemporary
idiom (while doing their own thing!) as soon as they go into a drawing class, they are
pushed down gutters of history and more often than not they draw or are taught to
draw, as if in some semblance of a nineteenth-century academy. (It's like a training in

schizophrenia. Art education has often little for which to congratulate itself).

The analytical drawing was presented as dealing with more than one point of view, but
this was done simply and schematically. Certainly not with the complex creative
command of Cubism. Taking a flower for example, the student would draw a frontal
analysis (proportions of concentric rings, the dynamic curves of a trumpet-like form,

etc., etc.) then a profile, followed by a back view. Diagrams were stressed rather than
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the niceties of sensitive reproductiuns; rather as might be done by a visually I}iterate
botanist. Scrutiny was by the intelligent discerning eye rather than an expressive
gesture. These drawings were developed into or followed by colour studies of
flowers, vegétables, or other naturai materials in a different key or register such as
leaves, stones, butierflies. etc., etc. | also‘ gave one or two lectures, using slides to
help the students to relate to what others had done and were doing. To show them
how they could better read and understand the images to apply an analytical
approach, understanding the language employed. There is no doubt that knowledge
and appreciation of colour is another effective psychological opening door for

entering into the otherwise difficult world of modem art.
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Appendix 2

Outline of a typical two-week course structure,

Scarborough Summer Schools [422]

Week 1

Monday a.m.v

POINTS and small forms, black and white, paper and charcoal. _
Exploration — marks, making forms; growth, position, location relationships. Regular
and irregular form and two-dimensional space, circular and asymmetric forms.

The axes of forms; edges and character of forms; tonal range and intensity,
organisation and orientation.

Monday p.m.

Groups and formats. Grids. The growth of images. The growth of ideas. Families of
form. ‘ |

Relationships of 2, 3, 4, etc. forms. Alternatives - use of black paper collage, or relief
forms of wood, etc.

Introduction of tonal range and colour.

Tuesday a.m.

Points, cohtinued from Monday, working towards an understanding of form and
ground.

Unity and the whole, variously dynamic concepts.

Working towards personal ideas and responses, varied organisation of form and dots,
e.g. rectilinear, circular, ovoid formats,

Possible invention of small forms, variations of character, e.g. hard, soft, light, dark,

smaller, larger.
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Tuesday p.m.
Contrasts of form, symmetry and asymmetry in grids and groups.
Introduction of colour.

Points engender lines.

Wednesday a.m.

LINE - direction, dynamic and shape.

Exploration of form and character of line, controlled line, e.g. horizontal and vertical,
controlled, constructed line.

Gestural line - speed and action, horizontal and vertical, rhythm and relationships.
Black and white, figure and ground. |
Line and space: infinitive organisation, length, proportion and measure.

Wednesday p.m.

Controlled systems, e.g. right angle, butt and intersection, angular lines and angular
orientation, combining 2, 3, 4, etc. Lines in image-making. Purstuit of ideas.

Variations of formats, curved lines: simple curves compound curves, arcs and parts of

circles, regular waves.

Thursday a.m.

Line continued: free gestural curves - charcoal, ink, paint, black and white.

Complex curves, direction and energy, waves and spirals, concentric and asymmetric
relationships, contrasts and physical character.

Chance and control, free forms and constructive organisation. Rhythm,

Thursday p.m.

Developments in three-dimensional and varied formats using balsa wood for
constructions, alternative - wire (1/8" rod with pliers).

Images and ideas of a personal kind.
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Frlday a.m.

SHAPE & PLANE - development of the point to a shape variation of circular-growth
shapes - black charcoal on white paper - addition of white chalk to 'carve' and build the
shape.

Curvilinear shapes, variations and circles.

Friday p.m

The line engenders planes, e.g. by bounding the shape or the line is multiplied to
build a plane (e.g. a wide brush will paint a plane).

Rectilinear planes - variations on a square, triangular planes, variations of forms.
Contrasts of form - rectilinear with curvilinear.

Metamorphosis of form, e.g. sequences from square and circle or reverse. Any other

contrasting shapes.
Week 2

Monday a.m.

SHAPE by subtraction, e.g. from square or from circle.

Organisations of shapes; simultaneous infinitive development and organisation.
Variations of tone; variations of colour alternatively as coloured paper for collage
relationships, e.g. one colour on coloured ground, add a colour and reorganise,
continue. Explore different formats.

Exploration of divisions of formats, e.g. Golden Section proportions; Fibbonacci
series, etc. |

Monday p.m.

Shape and space.

Introduction of colour.

Introduction of physical, tactile surfaces.

- Alternative relief structures, combinations of form: relief and spatial structures.
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Tuesday a.m.

Introduction to COLOLIR.

Basic theory and historical background (late nineteenth century), Chevreul and
simultaneous contrast.

Simple colour circle, the concept of mid-hues, e.g. reddest red.

The pigment problem, pigment and colours.

Complementaries, oppositions or 'breaking' one complementary with another to make
grey.

Chromatic greys - the range. Bléck, chromatic blacks. The concept of white as white -
colour.

The discord and variations.

Tuesday p.m.

Contrast of extension. The two axes: light and dark.

Temperature, i.e. warm and cool colour.

Colour and relationships; colour and shape, figure and ground. Colour and space;

colour and light.

Wednesday a.m.

COLOUR and surface, experimental organisation.

Colour - point, line and plane; fcrm, form and colour.

Drawing colour, drawing with colour.

The reality of colour, observation, heightened observation, observed colour;
expressive colour. -

Colour, shape and context.

Wednesday p.m.

Form and format (slides shown to demonstrate the use and application of colour by
the Masters from the Impressionists to the Abstract Expressionists).

Colour in three-dimensions, coloured constructions. Coloured collage, coloured

found objects, etc.
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Thursday a.m. W

ANALYTICAL DRAWING. Black and white diagrams for initial énalysis - then work
towards use of colour and a personal selection and range of forms, e.g. forms natural -
organic - e.g. flowers, vegetables, etc. or inorganic, rocks, shells, etc.

Outside and inside of forms.

Drawing from a number of points of view.

The object in the hand, front, back, profile, sections, interiors. The engineering which
reveals the poetry. '

Thursday p.m.

Discovering the difference between forms - by the principles of growth and the
differences and variables of one type.

Characteristics of form and colour.

The exploratory sheets as total documentation, i.e. not ‘art’,

Friday a.m.

Growth and form, classification of forms.

Growth and energy. Sequences of form, constructive form, expressive form, form and
ground.

Observation to invention.

Images and ideas, working in two- and three-dimensions.

The process of analysis and the process of synthesis.

Friday p.m.

The organisation of information.

Intuitive responses.

Developing a personal language.
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Appendix 3

Outline of a course in Basic Form at the

Scarborough Summer School ¢.1955 [423]

THE SCARBOROUGH SUMMER SCHOOL ¢.1955;
North Riding Education Committee

BASIC FORM

An eleven day course in the study of basic elements of form, colour, structure and

perceptive processes.

The need for objectivity and method in the teaching of modern art is becoming
increasingly evident. The development of a new approach to art teaching on purely
emotional and imaginative levels has already been established in infant schools with
successful results. But the need for extension on the intellectual, scientific and
technical plane of the adolescent and the adult student is now necessary. The
immediate requirement is for a recapitulation of fundamental principles of form
structure and perceptual processes essential to the visual arts. The development of a
methodical course of studies is required which will form the centre of an integrated

process of teaching from which all specialised and individual activities can freely

develop.

There are, of course, innumerable ways and means of conducting a basic training
development. The main essential is that the course does in fact deal with primary
elements of form and colour which enables the student to acquire a sustaining
grammar. The problems can be so designed so that they allow every student to make

a contribution to the maximum of his intellectual ability and emotional requirements.
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From a constructive and analytical basis a student can develop a creative awareness

and a questioning attitude to life as a whole and his work in particular.

This course, therefore, provides opportunities for the study of form and colour at all
levels by analysing‘their fundamental comparative structure in relation to perceptual

processes and natural anatomy.

The course has been divided into a developing series of studies and exercises:

1 POINT and LINE:

studies in straight and curvilinear structure and rhythm.
2 PLANE, AREA, SPACE and VOLUME:

studies in straight and curvilinear structure and rhythm.
3 TONE and COLOUR:

analytical studies

4 DRAWING from NATURE

comparative anatomy and structural analysis.

5 TECHNIQUE

lecture on synthetic materials and machine techniques.
These studies and exercises have been analysed and worked out in all their

dimensional forms through the media of drawing, painting, carving, modelling and

construction.
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Appendix 4

Outline of a Basic Course at the Scarborough

Summer School, 1956 [424]

NORTH RIDING SUMMER SCHOOL
SCARBOROUGH 1956

11 day COURSE in DRAWING, PAINTING, SCULPTURE and CONSTRUCTION

The nature of this course has differed from that of previous years in so far as it has not
concentrated on providing opportunities for the student to produce complete works.,
Instead, the purpose has been to investigate the possibility of providing a course of

basic training in keeping with the demand of modern visual art.

As modern art is 'conceptional' rather than 'perceptual’, a form of Iaxlty Is necessary,
whereby the student is given the means of formulating his own objective basis.
Knowledge of how to reproduce nature's effects and appearances (as in naturalistic
painting) gives way to knowledge of the causes by which these effects are produced.
This course, therefore, provides opportunities for the study of form and colour at all

levels by analysing their fundamental structure and aesthetic functions.

The course has been divided into a series of exercises beginning in two-dimensions
and finishing with three.

1 A series of exercises in area division and relationships (pencil).

2 Free spatial relationships of given rectilinear areas (paper collage).

3 Colour analysis and association (oil paint).

Development of primary forms (other than rectilinear) and their complementaries

(charcoal).
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5. Analytical drawing from natural forms (pencil).

6. Development of cubic relationships in mass (carving).

7. Building in mass and development of free forms (clay modelling).

8. Spatial division and light relationships with rectilinear planes (construction).
9 Spaﬁal division and relationships with straight lines

10 Spatial relationships in curvilinear form (wire).
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Appendix 5

Outline of an experimental Basic Foundation Course

at two Newcastle schools [425]

BASIC FORM

An experimental Basic Foundation course has been introduced in two secondary
schools in the Newcastle area: at Kenton Comprehensive School under the direction

of Mr. Peter Welton and at Longbenton County Secondary School under the

direction of Mr. Colin Ross.
The content of these basic courses has been determined by the following factors:

The number of children in a yearly intake who are likely to become artists is so small
that to gear a curriculum to this minority is not a satisfactory method of introducing art
to the school as a whole. Generally speaking, children entering secondary schools
have already lost confidence in their capacity to produce pictures which require
specialised artistic skill. Some form of practice is required therefore of a more general

character.

By presenting art practice in the form of basic principles, it is possible to place all

children on an equal footing free of any prejudice about their ability.
How the Basic Course works
1. Each exercise has a positive objective which demands the solving of a fundamental

problem of form, structure, pattern, colour and proportion.

2. No conscious attempt is made to produce a design as a purely decorative art work
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in itself. That a finished piece of work should posses beauty or charm is dependent
on the

sensibility of the child to the problem in hand.

3. Each exercise is concerned with one or more of the fundamental properties

inherent to the visual appreciation of form. These are:

a. Lines ; rhythm, contours.

b. Planes surfaces, patterns.

c. Solids mass and volume.

d. Colour | ~hue, value, pattern. '

e. Texture materials.

f. Space areas, structure and proportion, intervals between parts.

The course is a departure from the work of the Junior school where free
unsophisticated self-expression in pictorial representation for all pupils continues to

have a natural and valuable place.

The Professor of Fine Art is indebted to the Headmasters of these two schools for

their cooperation in making it possible to show this work.
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Appendix 6

An example of one of Lewis Heath's experiments[42¢

TITLE: Experiment 11. THE MAGIC LINE MAKES PATTERNS.

NOTES TO BE COPIED OUT: Let us consider DESTRUCTION and what it means in
art. Not the unfruitful destruction of the hydrogen bomb, but rather destruction that
means change. You must think of paving the way for another idea, like chopping
down trees destroying the trees - in order to provide wood, from which to create
furniture. In a way growth is destruction. The seed is destroyed when the plant begins
to grow; the egg is destroyed when the chick hatches out. Patterns grow. Design
grows. It is rather like a tree that spreads out its branches as it grows. If you like to think
of art as having grown from very humble seeds sown by man in prehistory in the form
of simple scratched lines on the rdcky walls of caves in which they lived, you will be
able to get the idea of it as a plant having grown from a seed into a very flourishing

vegetation.

The magic line moves from POINT to POINT, growing and changing as it does so. the
fiat surface of the sheet of paper must be destroyed but out of it will grow SHAPES
and FORMS. These can be arranged into patterns,

BEQUIREMENTS:

(1) SHEET OF PAPER size 11" x 15"

(2) 12" RULER

(3) SOFT PENCIL, CRAYON, FELT-TIP, FIBRE-TIP, ETC.

(4) PAINTS

(5) BRUSHES

(6) WATER

(7) MIXING PALETTE
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PRACTICAL WORK: Use your paper any way up. In this experiment you are going to
make use of the continuous line method of drawing for building up a regular pattern.
Stage 1. Using lightly-drawn fine lines, draw a square 8" x 9" in the centre of the
paper. Stage 2. Lightly draw fine lines from corner to corner of the square, then across
from points half-way along the sides. Stage 3. You may wish to draw a circle in the
centre of the square; or some other regular shape. Refer to the diagram at the bottom
of page 25. Stage 4. Now you may begin to draw the continuous line, filling the
shapes in the pattern as suggested in the diagrams. Stage 5. Colour in the stripes,
planning the colour so as to keep the brightest colour in the centre of the design. The

warm colours near the centre. The cool colours on the outside. The idea is to make

the centre attractive.

HOW MANY TIMES SHOULD YOU DO THIS EXPERIMENT? Three times, varying the

pattern and the colour scheme each time.
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Appendix 7

A press review of James Bradley's sculptures[427]
~ART FORUM

@ Two low-relief
b}’ j Ohn wood scuiptures by
- . James Bradley,
FitzMaurice ~Feit and Seen”
Courtesy of the
Mills . wrtift.
EXPLORATION of the possibilities jor
sensinive rexture. modelling, and light
control in low-relief work lhas rempied
comparatively rew arrists. James Bradley,
born in 1919, is vne who is inspired by
the jemle qualities thar can be uchieved
with this tyvpe of work. He has sensed
now as the light moves during the day,
ir gives continual changing imazes to his
creations. In the two exarnples shown.
these qualities oy suoilery comoined with
a pieasing plastic quality bring vut a
fresin ranwe of effects ror the artst to
experiment with. After his studies were
compiete. James Bradlex was infuenced
bv Harry Thuoron and Victor Pasmore.
parnculariv on the basic relurionships
herween jormn, inass and space. He works
todav mainly in wood and draws niuch
of his information from a clove study of
narural forms such as water-worn pebbles,
stones. rock and cave formaiions. The
plate * Feit and Seen' was Jerived from
a drawing of eroded siranificd rock at
Newquay in Cornwall. The other illustra-
fion is a formal development from the
first. This sculptor's work is in a number
of permanent collections. and in 1962 he
snowed with the exhibition of ‘Living
Art’ ar the Municipal Gallery. w5 S
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Appendix 8

A press review of James Bradley's sculpturesi42s]

NATURE’S WEATHERED
FORMS

DAVID RWIN New Vision Centre

ROCKS AND pebbles weathered by sea and wind
have often held artists bound in fascination,
Such stones are collected, and either adapted as
objets trouvés (Miro) or infuse as artistic in-
spiration (Hepworth).

It is to the second category that James
Bradley belongs. Smooth surface textures, as if
worn by water and not by tools, characterise
works whose basic forms litter beaches and
mould caves., Forms are hollowed out so that
void is as expressive as solid : it is significant
that most of his sculptures in this exhibition are
called Hollow form.

To perceptual shapes inspired by nature,
Bradley occasionally adds conceptual forms akin
~ to primitive sculpture. Angularities of Oceanic
art are blended with sveite curves of sophistica-
tion. It is in sculptures of this kind that
" Bradley breaks away from an obvious indebted-
ness to Barbara Hepworth, and conceives forms

~ in his own imagination with some originality.
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‘Appendix 9

Extract from an interview with Pat Cole[s29)

HARRY CUNLIFFE: But some of the other things you wouldn't do, | presume? You
wouldn't have tried to do? | mean, one of the exercises that Jim [Bradley] did was
to point out that the spaces between dots were as important as the dots
themselves. |

PAT COLE: | need my memory jogging.

HC: And the same things with squares. Then that went on to area division where you
have a rectangle and you can divide it up in various ways.

PC: Well, the mathematical work that we did was based on geometric shape to a great
extent, but in doing that we introduced the element of, well, you can divide these
shapes up [into] similar shapes again or quite different, by doing certain things to
them. And yes, we did we used them. Now, | suppose one would say that we
didn't use it as an art lesson as such - it was in the maths context.

HC: What | can't understand, and | wouldn’t expect it to have happened, was that you
just did a sort of mini Jim Bradley course with infants as you'd done yourself,

PC: No. -

HC: Because, to me, that would be wrong quite honestly.

PC: No. You couldn't do that ... | think because I'd done the mini course with Jim
Bradley and it influenced my outlook on the world as such, it came in a variety of
ways, probably not even consciously. | think this is the thing, because if you set
out to do a mathematics lesson on triangles, for instance, which would be purely

shape at that age, then you suddenly think, well, we did such and such on the

course with triangles - whatever.
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Appendix 10

Extract from an interview with Pat Cole [430]

HARRY CUNLIFFE: Could you give me an example? You know, a sort of concrete
example.

PAT COLE: | know we used to spend a lot of time - we had a beautiful view from the
classroom window because we had a hut-classroom on the field and we had, as it
were, quite an extensive vista with a horizon, and we used that a lot when we
were painting. We'd say: 'Go and look out of the window and see what you can
see. See if you can get some distance, some depth'. The distance they could
understand because they knew it was quite a long way to walk, because we used
to go out a lot on walks so they could walk up to the top of the hill that they could
see, and we would also try to get them to paint up there. They knew it was a long
way to walk and trying to get this depth and things into their painting...

HC: So they were actually painting - well, it would be schematically, wouldn't it? | mean,
that wasn't interfered with because that would be wrong?

PC: Well, it was suggestion and knowing how far [to take it] because they had walked
it and suggesting that they might be able to do something then because they
could see that the paper was flat; but they knew it was a long way away. | know it
helped in their actual paintings, there was something came out of it.

HC: You couldn't talk to them about tone. If you were talking to somebody older, you
might say: 'If the tones are lighter it looks further away',

PC: Well, absolutely, this is it. You can't with four and a half-year-olds. We used to
(because | had a nursery helper as well) mix, rather than just give them the basic
primary colours, we used to mix a lot of colour up for them to dip into. If you just
left them they just dipped into red or green and that was it. But we sort of limited

the number of colours for them to dip into and they were mixed colours to extend

their colour range...
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HC: ...So would you have said that these 'exercises' you were doing were really just a
way of expressing things you were seeing and manipulating them rather than
trying to produce finished products?

PC: I'm not sure it was as definite as that. | think it was just opening the shutters wider.

HC: You see, some people once they'd done something that they thought looked
attractive as an image, would want to put a frame around it and put it on the wall.

PC: Yes. That's how we all started off. Each lesson we wanted to produce something
that was set and finished.

HC: Are you saying that as you went on it was the doing that became important?

PC: Yes. More important than the end, and I think that, yes, definitely. Even now and
with my own grandchildren, if they get to the point where they 'arghh', | say,
"That's alright go and put it in the bucket, you can have a go again later or not
bother with it'. But once upon a time | would have said 'Oh, fancy spoiling it', but |

. realise that it doesn’t matter that they siiould. And with the children at school, if
they felt they were unhappy with it I'd say, ‘Well, what do you want to do? Do you
want it on the wall or in the file?', because they had folders for them. Or if they
said, 'We want to throw it away', then they threw it away. They made the decisions,
and | would say they could start again with another one or leave it or whatever. |
think it's the freedom to do what they wanted. I'd been brought up where, as you
said, it had to have a framework.

HC: Yes, it becomes very precious, or it can do.

PC: Yes, and | think if you can give the children freedom then that's special. Even at
that young age, | mean, this is to my mind what they need without ‘being through
'Oh, they're having a mood' or something, because it isn't...

HC: ...On Jim's [Bradley's] course you, yourself, did (I don't like the word ‘exercises',
but they were exercises) different forms of exercises with formal qualities you
know, all the different formal qualities. We're not saying, I take it, that these four
and a half-year-olds were asked to do this in the same way.

PC: One or two of the things we did but using materials suitable for them [the

children] to use. In his [Bradley's] colour work the first thing he got us to do was
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grids with various colours and colour-mixing, and | did this with the children.
Again, a little like the colour offered in paint using a lot of magazines with paper,
but starting off with a wide range of colours you can get and then sort of cutting it
down, and keeping fhe sheets that each child had done and then letting them
see (I think we probably did about three), the three that they'd done altogether
when finished and deciding which they preferred.

HC: And this was a colodr-mixing exercise and you felt that their reaction to it was
quite normal? They weren't just following instructions? |

PC: No, because as far as possible they got their own material; they had to fend for
themselves a lot. They got their own magazines, their own material and cut out
their own colour, but put a limit on it by the magazines offered or newspapers
offered or whatever, because otherwise it would just have gone on at that age.

HC: It just seems very young that's all. | mean, four and a half is very young.

PC: Yes, that's why at that age you've gut to structure it a little otherwise all you're ever
going to getis a rhismatch. That's what you're hoping at the end of school age,
that's what they are going to have sorted out. So it might be wrong to start doing it

.at that age, | don't know. But a lot of them appreciated the difference between
what they'd done, some of them just...what | felt was the greatest pity was that we
could start that off at the beginning of their school life, but within twelve to
eighteen months it was finished because there wasn't anybody else in the junior

schooi end to carry on. But you felt that you would like to continue.
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Appendix 11

Letter from the County Art Adviser for Hampshire to

James Bradley431]

Hampshire

R M. MARSH, MA,,
County Educadion Officer.
Phease quone: C2I/ART/DY  Your ret.: Tdephooe enquiries & Hiss Delaney  pxr 485
Ttk October 1970
Dear Jim,

You know how appreciative I am of the stimulus you are giving to
Zampshire teachers, but for once I am putting it in writing. Three
Head Teachers telephoned on Monday to thank us; <their staff, alihough
exhausted were bubbling with enthusiasm] I certainly do feel that this
second course progressed beyond the first and that everyone including
myself gained enormously from the weekend,

T would like to visit Sidcot fairly soon and I know that Bernard 3rown
is ertremely interested too, btut I will contact you again regarding dates
which are convenient to you.

I have written to the Headmaster of Priestlands School thanking him
for giving us such freadom and also %o Paul Bush who will not pay a fee
but will receive an honorarium. I lmow what an asset he was,

Your fee plus expenses are in the pipe-line, but I could not¢ include
the telephone costs; could you send a separate account for these and I
will deal with them?

Again, many many thanks; I hope you have now recovered and that you
too enjoyed the course and can find some personal gain,

Yours sincerely,

L.P. Delaney
County Art Adviser

James 3radley, Zag.,
Havkstone,

Sidcot,

‘’inscombe,
Somerset.
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Appendix 12

Letter from the Postgraduate School of Art
Education, Cardiff, to James Bradley[432]

CITY OF CARDIFF EDUCATION COMMTTER

POST GRADUATE SCNOOL OF ART EDUCATION | THE PACULYY OF EDUCATION | PROPESSOR ANOREY TAYLOM, N.A.

i

] CARDIFF COLLEGE OF ART | UMIVERSITY CoLLEGR OEAN OF PACULTY OF ROUCATION
: UNIVERSITY COLLEGE CARDIFF | SENGHENNYDD ROAD EDWARD JENKINS A.T.O.

H CARDIFF CFI 4AO HEAD OF SCHOOL OF ARY ROUCA TION

Tel, Caxrdiff LL761

Our ref: JON/FJT
20th July, 1972.

Dear dr, 3radley,

I have been advized to write you bv Ted Jenkins in connection wita
a request I bave to make cf you.

Jy lecturing and ‘utoring responsibilities for the naxt academic
session are very closely concerned wita the establishament and
organisinz of a new Diploma Course in Curriculum Develorment
(Art % Design). It is an 'in-service' course of ons year for
serving teachers on secondment. I enclose a Trospectus whica
contains more dstailed inforastion about the course ains and
cbjectives.

As part of the students' studies I am arTanging various visits
to schools/colleges in which controlled studio stdies and
innovatory practices are being underta.en in a pogitive way.
It is to this end that I write aml ask whetler I aight bring
a party of twelve atudents to your Departient at Silcot. If
you agree to this requast then may I suggest wednesday, 6th
December? I have written today to r., Jack “alton of the
Resources Centre at Exeter University to arrange a visit there
for 7th Decemver. Thus we could proceed from Sideot on to
. Zxeter and restrict excessive travel,

’ I should be nleazed to receive your comments.

dany thaniks for your Auli.atamo.

Iours sincerely,

Fhon, O AT

oohn 'leil,
Lecturer,
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Appendix 1~3

Letter from Ralph Jeffery HMI, to James Bradley[433]

3 Hewenden Road,
Greenhill,
Wigan,

Lancs.

dth Ausust, 1¢7:Z.

Dzar ur. Bradley,

T am in the process of organising a ifational Art Course

for teachers and lecturers in Colleges of Education whica
#ill be held from Stz to 18th April next year at 3ishop
Ctter College, Chichester. Iwant the themwe of the c.ursae,
aspecially as far as the practical woric is conczined, to
revolve around various Xkinds of three dimensional work.

I wonder if you would bYe interested in coming to tre course
as a Group tutor? This would involve about 4 days or 5 days
of prz:tical work in a studio with a group of about 1C %o
15 teachers and lecturers. It would also involve a fair
amount of preparatory work on your part, sspecially as I
should like you to worlk in the field of metal and plastic.

The fee is likely to be about £50 and in addition, your
firgt-class return rail fare and subsistance at the college
is paid for by the Bepartmenie. There is no nesed at tkis
stage to do more than let me ow whetker you are intersstad.
I do hope you can come. ~

Best wishes,

Yours sincerely,

/—
Lo : Re Ae Jeffary.
Mr. Bradley,
dead of Art Department,

Sidcot School, -
Sidcot, Somerset.
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Appendix 14

Letter from the Bristol and Somerset Society of

Architects, to James Bradley[434]

Bristol and Somerset Society of Arthitects
SOUTH WEST SOMERSET GROUP
Plesse reply to:

G. W. Hill Eaq., Dip. Arch., A.R.I.B.A.,
County Architect's Department,

.ludlhmunh

"The Reyal Institute cmw H&ll
ot Britioh Taunton,
Arehtacta Somerset, -

Tel: Taunton 3451 Bxt: 497

20th May, 1971

Dear Ur, Bradley,
VISUAL APPRECIATION AWARD 1971

On behalf of the Group I should like to thank you most sincersly for
the very enjoyable and stimulating talk you gave last Friday evening.
The theme was perfect for the occasion and will, I am sure, have done
much good in getting the pupils to understand what the Award is all
about.

Although we were this year very limited by the School in time to put

up the exhibition we were, nsvertheless, very pleased that the visual

perception and appreciation shown in the individual entries showed a
marked improvement from previocus years,

Once again, very many thanks for help in malking this evening an
snjoyabls one by your excellent talk.

Yours sincerely,

S

g:orge . H:L].‘L . 3 -‘ L /u"_ "!/OL"/;‘L:{/
e TS
, U VL(/ e

James Sradley Esq.,
Sidcott School,
SIDCOTT,

Somerset.

GVH/SAO
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Appendix 15

Letter from the County Art Adviser for Devon, to

James Bradley(43s]

DEVON COUNTY COUNCIL

r a D. COOK, MA. Ph0.
Kr. James Bradley, st Gosmen Othese
Director of Art,
Sidcot School, COUNTY HALL
'mconb.' gErER, EX2 4QG
Somerset, Telsohone : Exeter 77977

L d STO Code : 0392-778T7

Pesss quon Youw Aot Tolsphone Lnpueres W Oom

RTC/LO Mr. Clement : Extension:386, 15th Seotember 1971
Dear Jim,

I hope we can get together for & couple of hours
arocund half-terms to have some preliminary discussions
avout the In-Service Course at Dartington in Jamuary,

You will be getting an official invitation to tutor the
course from the University very soon.

I inow that Priday is a good day for you. Can I
come to see you on Friday, 29th October? If this is your
half-term perhaps you could let me have an alternative
date near this, Loolkdng forward to seeing you again soon,

,%d/: QAM;_{.

, R.T. CLEWFNT
County Art Adviser,

Marecim @as, Divcaos A Ang ¢ A ddlucng
SULDS Lol ERpnity 13 Sewdiag Yy a
vy A The ot Papey |\ N jugy
Corngteied dow T = (Ot venoma i &Y Yty

lst Wit = L g amenear.
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Appendix 16

Letter from the School Broadcasting Council, to

James Bradley(436]

"I'he School Broadcasting Council for the United Kingdom
CHAIRMAN ; C. F. Carter, M.A.
SECRETARY : R. C. Steele, M.A.

EDUCATION OFFICER Broadcasting House,

SOUTH WESTERN DIVISION : . -

J. P. Reid, M.A. 23 Whiteladies Road,
Clifton,

TELEPHONE AND TELEGRAMS !
BRISTOL 32211

Bristol, 8

25th January 1667

vear Mr. Bradley,

Thank you very much for agreeing to meet
Miss Moira Doolan (an Assistant Eead of School
Broadcasting) and Miss Joan Griffiths (the new
Producer of the series 'Art and Design') and
to show them the work of your department.

Mr. Reid (BBC Education Officer for this
area) will bring them to the school at 10.00 a.m.
on Wednesday, 8th February - which you and the
Headmaster have kindly agreed will be a conven-

ient time.
Thank you for your coopefation.

Yours sincerely,

4L4~a. Haadsws.

(Anne Meadows)(Mrs.)
Secretarr to Mr. Reid

James T. Bradley, Esq.,
Head of Art lepartment,
Sidcot School,

Sideot,

Somerset.
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Appendix 17

Letter from the BBC, to James Bradley(437)

v

[BIBIT]

BRITISH BROADCASTING CORPORATION

VILLIERS HOUSE HAVEN GREEN EALING WS

" TELEPHONE 01-743 8000 TELEGRAMS BROADCASTS LONDON TELEX
CA!LFS BROADCASTS LONDON-W1 TELEX 22182

2nd July, 1968

Dear ljr. Bradley,

I hope you have now received the film st-ips safely.
%e enjoyed seeing them very mmch and found ther really aelsful. It zade
ze very sad that we could not do several seriss on the sams lines.

I had some trouble neeting my f{riend the photogracher,
She is also taken away by varicus assigomonts. I met her two days 2go,
and wo discussed the subjects you had given ms on the lists. She thirks
she can find some photogravas whica may be what you want. She will try
to =end them to you by the end of this week for you to look at and give
an opinion on. She has always done extremely good work for us, and as
she is a free-lance, would bs able to work for you.

I do hove you will find then useful, »nd of course she is
well prepered, if yjou £ind any of them interesting and like ter style, %o
take the others for you specially.

Best wishes for the book.

Yours sincerely,

f
(Andree ‘-Eolyneu:)
Production Assistant, Schools Talevision

Hr, Sradley,
Sideott School,
‘ Winsconmbe,

ir. Bristol.
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‘Appendix 18

Letter from Bramley Grange College, Leeds, to

James Bradley43g)

COUNTY COUNCIL OF THE WEST RIDING OF YORKSHIRE EDUCATION COMMITTEE

Bramley Grange College

THORNER, NEAR LEEDS. THORNER 202
Wardea: MISS D. M. HODGSON

Tt

/IR ‘ 29tk M, 1963,

4
Dexr M=, Pradlay, C - (k‘-*‘\i
-~

Re: Course 33, 1st-2rd Octcher.
Poundation Courses in irt,

]
H

) 2romley Crange ig 1 est Piding Zducatien
CVormittae In-Service Trainims Jelleze for Turtier Tduoction,
In Cetcker we ax2 arransing wilh the Torkchiws Council for
Frrther Zduesiion, a confarences on "Foumdation Tournas in
Art", I} has been suggested by Mr. Domnld Marsiott, %tae
Seator Adviser for .rt in the Uest Pidiny ani by Mr, Tarlor
the Principal of the Leeds College of iwt, that you ave just
th2 persor to tall to th2 course abcut the advaniages and
dtsadvantages of foundation Course study beinz corried out
i1m the S5ith Form, rather then in tha Collages,

The Prosramme v the course which starts
on Fiider evening 25tk October and finishes on Sundar afiernccn
27¢h Cetober, includes an opvening address by one of Her Mnjestr'a
Insnectors, then on Saturday tha talll sugziasted sbove followed by -
ancther froa soneone Soom the Cellezes! noint of view and loter
that dnr » discussion on the advantages of generaliszilon verzua
specialisation. The Sunday morniny will cover somesspect of

more detailad izvestizntion into future poliey.

. I.do hopa %tha% you will be atle to 2ccent this
invitation. If so we will bs hanny to accormodate you overnigat,
%0 Tay you & fee of £5, 5. Od. and tc pay first class rail fares,

Ycurs sincerely,

C"’LQ.D-.II‘.\_../A"" ; L
D. . HODCSOI,

Vazden.

o Sradlay, Is3.,
Siccot 3chocl,
JINECCIEE,

A cr
S0.ETECT.
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Appendix 19

Letter from F. Walsh HMI, to James Bradley; papers
associated with the Conference for LEA Art Advisers
and Inspectors, Dartington, 2-7 June 1969 (439]

.W-Mt.g
UAALV\.M Rl

Bath. Tu 57%Y7 .
BR2 4NW .

20 Apt 190G .

DLM S Ma BMCLLUJ

Ant Acltsingg emi‘v‘\&wu' Daﬂr'f\\%’rm
2-7 lu 1949 . |

L v Ofma‘/rw{g My tvﬂuq?«“ Al

LV\MJJ. AL /(}’{'\.L el twuel T GAm GQLﬁ/L‘,\',M,(
g Auwwn  Ahos ‘a.wx e %9 o« Aefuww, L
A Urus ?w\ ww A& Yacah a4fn cm~un o
mela:oy Ind .!“,,,,', ) '

T Mann purtpet of Hun Ll 4 A
Wh o PGl il Chrad  Btiom amedodlm -

L o tnuows A5 V3790 W“—N\»gomuw( &3 Wi
W Mathov s Lel f\l ATvws ol Yo O uren Gzt
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M3 Ax Aha .Lw«y Macinan by Wimj AZ elTimd .
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Conference for Local Education Authcrity Art Advisers and Insﬁectors

Director

Bursar

[ 7]

taff

Visiting Lecturers

and Speakers

Miss C. M, Smale H.M.I.
Mr, F. Walsh H.M.I,

Mr. R. Jeffery HM.I,

Mr. T. Keay H.M.I.

Mr, A. King H.M.I.

Miss P. Wallis-Myers H.M.I.
Mr, P. Young H.M.I.

Mr., M, de Sausmarez - Principal of Byam Shaw School of Art,
Mr. P. E. Daunt - Headmaster of The Thomas Bennett Comprehensive School.
Mr, J. Bradley - Head of the Art Department, Sidcot School.

Mr, P. Green - Head of the Department of Art Teacher Training,
Hornsey College of Art.

Mrs, M, Mainstone - Victoria and Albert Museum,
Miss M. Lewis H.M.I.

Mr. C. Pickering H.M.I.

¥r. R, Richardson - H.M. Chief Inspector.

UV ul uoyeonp3 :Aejpeig sewer
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CONFERENCE FOR LOCAL EDUCATION AUTHORITY ART ADVISERS AND INSPECTORS JUNE 2nd-7th 1969

CHING OF ART IN SCHOCLS" THE DEVON CENTRE, DARTINGTOM TOTHES, DEVON

9.30-10,30 11-12.30 2.0-40 8.15
Mon. ) ’ .
June 2nd. Arrival for Tea at General Meeting 5.30 Oponin. of the Conferenoce
4.0 p.m, onwards Mr. Peter Cox .
Prinoipal of Dartington College
of Arts v
Tues., *Innovation and Disgussion] |*The Balanced Free “Art in the Secondary School -
June 3rd. |continuity in irt Curriculus® Involvement at all Stages®
Bducation® |ur. P. B. Daunt Mr, J, Bradley
Mr.M, de Sausmares
“.
June hth, {*Art in the VIth g | Pisoussion] g To be arranged Free 2| "Art in Further Bducetion®
Fora - Apathy, Nr, A, King H.M.I.
Achievesment and a g o e T8
Asbition® .
¥r, T.C. Keay H.M,.I,
Thurs. Art in Primary Discussio Free “Is there a place for “Perigrinatiomin Book Collecting
June 5th, | Bducation.Discussion 7 Traditional Crafts?” Wr, C, L, Pickering H.U.1,
introduced by Mias C, M, Ssale H.M.I
Miss M, Lewis H.M.I.
Fri. The Use of Art Discussion “The Changing Reports fros Dllﬂl;lim Final Sessicn of the c::m‘u:ence
June 6th. |Galleries and Role of Art Groups ¥r, R. Richgrdson I8.Y.1I, °
Museus Loan Bducation” . R
Collections = |ur. P. Green
Discussion
Sat. Depart.

Yy uoneohpg Asjpeig sewer
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Appendix 20

Letter from the Chief Inspector for Education,

Northumberland, to James Bradley 440

County of Northumberland
Caunv:hl
Newcastis upon Tyne NET 1RX
Telephone Newcasts (0832) 27411

M H Trollope M.A.
Diractor of Education

Refarence
JCD/Kw 26th January, 1970

In-Service Course, April, 1970.
Nortiumberland College of Education, Ponteland

Dear Mr. Bradléy,

Thank vou for your reply tothe invitation to address the group of
Art and Craft Teachers. We are pleased to learn that you are able to
accept and that you will be coming to the Northumberland College for
this engagement on Wednesday, 13th April, from Z.1%p.m. to 3.30 p.m.

Ve regret that regulations make it impossible for the County Treasurer
to meet a claim for car-travel from Sldcot, Of course many lecturers use
their cars while claiming the regulation fizst-class train fare.

If you decide to do this, it would benefit our teachers, in that
they would be able to see the work of your pupils. In these circumstances
it could be a partial recompense if you were to claim a fee of £12. 12s. Cd.
for the lecture, rather than the £8. 8s. Od. which you mention {n your letter.

Perhaps you would let us know how you plan to travel, so that arrange-

ments may be made to meet you at Newcastle Central Station if you decide
to use the train.

Yours sincerely,

Ny Attt

Chief Inspector

James Bradley, Esq.,
Hawkstone,

$idcot,

Winscombe,

Somerset.
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Appendix 21

Letter from the Postgraduate School of Art

Education, Cardiff, to James Bradley441]

CITY OF CARDIPF EDUCATION COMMITYIE
]

POST GRADUATE "'SCNOOL OF ART EBDUCATION | TME PACULTY OF EDUCATION | PROFEISOR ANOREY TAYLOA, M.A.

CAROIFF COLLEGE OF ART UNIVERSITY COLLEGE ORAN OF FACULTY OF goucaTion
UNIVERSITY COLLEGR CARDIFY SENGHENNYOD AOAD KOWARD JENKING A.Y.0.
CARDI®F CF2 A WRAD OF SCHOOL OF ARY EOUCATION
Our ref: ¥/ iG.

ad Octohcr, 1970.

Dear Mr. Bradley, -

I an writing fros the Art Education Department in Cardiff, You had o
visit last year from some of our students doing a Diploaa in Education
Jear hers, and they apparently enjoyed their visit very auch.

Within cur department we also have a ocourse of 55 students doing their
Ar+ Teacher's Certificate, I am tryw.ng to organise a series of lectures
for <hem for this coaing year, and I wondered if you would be interested
in coming down here to talk to thea on the sort of work you are doing in
your scoool. ¥e can offer you a fee of 20 gna. for the visit. The
departaent has an informal atmosphere and I am sure the students would
be keen to ask questions. Ve have facilities for the showing of alidaes
or films should you require thea,

The students will be juat starting teaching practice in secondary schools

at the end of this term, and will be doing their blocik practice nsxt term,
If you were able to come towards the end of thia term, or the beginning of
next, it would fit in well with their other work,

The days we have available for lectures are normally Thursday or Friday
soraings.

Could I tentatively suggeat some actual dates whicii are not yet booked «
in case you are interested,

Thursday 12th November 11.00 a.a,
Friday 13th November 11,00 a.a,
Friday 20th November . 11,00 a.a,
Priday 27th Noveaber 11,00 a.a,
Taursday 3rd Deceaber 11,00 a.a.
Priday Lth Decesber (14.00 a.m,

I look forward to hearing fros you, and do bope you arg interested in coming,

Yours sincersly,
“\MSYQ&I—L

Meira Stockl (Mrs,)
Lecturer.

¥r. J. Bradley,
Sidcot Scheol,
Sidcot,

Nr, ¥inscoabe,
Somerset,
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Appendix 22

Letter from the Schools Council — Art and Craft

Education 8-13, to James Bradley[442)

21922353

SIRICTERSICHARITY SAMES. STONAID RQGIRTION, MIECKHALL LARYOMN. PRBINCTY BONICINSINELEIN GRAV. KELTN GINTLY

734,

Desr r.lradl:y, .
The abore nnmed roject 2ot LHrimiac to~etller 2 3-2l

T anzsher of r03l: o “Hliswy in 3ha umi~ae ralus of'-erdiact
4th matarizle Zor She dovals tent o $13 ulan Ternonalite,

T8 2078 Shns,ur zuttinc oursslrvas L3 an ensulsy situction cLih
ths avallaobilis— 92 joligwiiuz'Uolle s crovisloTg,tie rocl Trluss
and conditions for weris *rish eiasizlz tAlD emertaldbe adms Ind
ilez= uehind tiiz conrse{zeninar] are sot aut iz %le actsmaacisc
sitcat,

Jal) li--0ll hos agrasd to talin p:.::'ﬁ.a sadsy snemdazs xal
aentionsd Four 32470 tTo e I3 2 Der3od 'rae conli n2ly 2 valuabls
coassitusion to 15,1 crould e =ost Lintarested %to liscuss suis
sa=inar =nd the trori: of our »rodees ity roucdaphzsg L2 -ou
gonll let 2e have & Jaole nunber to contaet rou,o0r S Taeza e,
e could o canve to 2wWete

I2 rou Zal: 4t & el L492,2 ‘rould Ye 22y to come %8

=gurs gizceraly N
' Genatc

c—
aaisth Gentle.

Sonerset.

Janas Sradler Zan.,
Jsad o?f urs, '
Sideot zchool,
“.iasecos3,

3oas,
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Appendix 23

Letter from the Department of Education Studies,
Brighton Polytechnic, to James Bradley(443]

w

Director G R HALL 830 Cing FRIC Finetf

Dep of Educational Studies
Head Dennis Davis ATD
2 Sussex Square Brighton BN2 1FJ

Mr I Bradle
Art and Do:{gn Department Telephone 0273-84141

Sidcot School
Winscombe

Somerset B L
DN
24th July 1973 F) { PR N
. o \,’“t:';’-.."la T

Dear Mr Bradley

Art Teacher's Certificate Course Lecture

One of the ways in which we try to start ATC students thinking about
art education in secondary schools is to encourage thea to consider a
variety of approaches to the problem as seen in the work of several
practising art teachers. In the past, several teachers have come to
the department to describe their approach and, if possible, show
examples of children's work,

I am writing to invite you to speakk to next year's course in this
context, It would involve a lecture to about fifty students from
11.00 to 12 noon and & repeat performance to the other half of the

course at 1,30 pm,

The day concerned would be Thursday 18th November and the fee payable
would be £6,24 plus travelling expenses,

I sincerolyv hope you will be able to help,

Yours sincerely

N - -
(QLL\A. C »_)\,No wJ
Colin Robinson
Course Co-ordinator
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Appendix 24

Letter from Richard Carline, to James Bradley[4441
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Appendix 25

Letter from Richard Brayshaw, Headmaster of Sidcot

School, to James Bradley|445)

v

e . sRAYSHAW, A, SIDCOT SCHOOL e a8,

WINSCOMBGR
1. MARY HOOPER. B.A. SOMERSET THREPHONE | WINSCOMBE 2102

RNB/MC Lth Octobar, 1965,

James T, Bradley

Dear Jim,

At their meeting on Uaturday, 2nd October, the Committee
expressed themselves extremely pleased with the Art results in
public examinations this year and I was asked to convey to you
their very great appreciation for all that you are doinf. gne
hundred per cent success at both Ordinary and Advanced Level is
really quite exceptional and the Committee particularly appreciate
the reputation Sidcot Art is getting all over the country, I am
glad to join with them in this expression of thanks and congra-
tulation.

Yours sincerely,

/ .L’; IWA

-
-
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Appendix 26

Letter from R. M. Rossetti, to James Bradley 44¢]

120, Cromwell Road, Bristol. 6.

15th February, 1967
Dear Mr. Bradley,

I would have liked to chat with you after your talk at the Building Centre, but felt lousy

with impending ‘flu and couldn’t stay on.
You probably gathered | had some misgivings about your method of teaching ant.

| felt this first when you gave a talk, in Birmingham, | think, about 4 years ago at an ATD-
centres conference, and | came on Monday to see whether you had expanded or
altered your approach. Your method, however, seems to be essentially the same now
és it was then, and | think it gives many points for serious thought. | hope you will

forgive me if | touch on these a little.

You said you took no note of a child's previous art expression, but started the
children, when they came to you at age 11, with a clean slate. | do not think you will
find any educationalist today who will endorse the *clean-slate" approach. Education
is a continuous process: from the home to primary school, from primary to secondary,

secondary to college or university. Your method seems to ignore this.

Secondly, your beginning with analysed units is educationally open to question. In
writing it means beginning reading with single letters - Pestalozzi's mistake. Letters
are meaningless: words are the units of meaning, just as the sentence is the unit of of

sense. Your early lessons may likewise be meaningless to children. Working with one
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dot or one square gives little or no scope for individual differences. Placing several
sauares, with the injunction to make all intervals different, Is likewise deficient in
scope. This injunction is an arbitrary rule of the game, which you impose. You thus
have the responsibility of satisfying yourself that these rules (a) are valid and (b) must

be inculcated in 11-year-olds. All this is open to question.

Your didactic implies that there are general rules of satisfactory arrangement and that
young people should learn them through planned exercises. These assumptions are

not axiomatic and, for my part, | do not believe they are true.

Although you proceed from the simple (or rather simplified) to the complex, the artists
whose work you used as illustrations - Mondrian and Pasmore - had developed in the

opposite direction - from the complex to the simple. This too Is worth thinking about.

You speak of the early exercises (for exercises they are, however coy you are of the
term) as demanding no technical skill. If this is so it is equally true that they debar

technical skill.

You also asserted that if a young child is invited to make a design, it will commonly
begin by cutting off the corners and placing a shape in the middle. My experience
with children does not support this dictum. Children have many ways of organising a
space. Educationalists also agree that they have a natural sense of design that differs
from child to child. Your aim is to replace this with your own interpretation of design,
which, however logical it appears to you, is really questionable dogma. | am aware that
something of this kind had a certain currency among schools of art when there were
raw to the demands of the new Dip. A. D., but this short and desperate fashion has, |
think, largely gone, and your methods may very well be a lot of old hat today, if you will
forgive the expression. Your experience with the Royal College may be pointing that

way.
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At the meeting | expressed misgiving at the strongly formal character of your
exercises. Despite your several references to emotional expression, the approach is
largely intellectual. This may be your way of seeing and working, but it s not, for

instance, mine, nor that of all children, which is what your method implies.

You also seem to assume that pictures are made from rules. | would say rather that art
critics have, in the past, made rules of composition from pictures, but | don't think

anyone does this today.

I acknowledge that you included, besides intellectual work, intuitive operations. This
is running true to form, for the art colleges did this too, and some may still be doing it. |
would just like to point out that formal analysis and intuitive creation are equally non-
committal. The committal side of art includes emotion, vision, conscious content - and
all this is absent from analytical and intuitive work. For this personal side you therefore

provide little or no scope.

Your dogma extends to colour. | may say | found your "discord*® distinctly agreeable,
but even if it jarred, one might have an expressive use for it. | must add that your
colour wheel was in terms of pigment instead of perception and therefore gave wrong
complementaries* and could not be used for any valid colour theory. | do not wish to
stress this, since 1 think the theory of colour perception has very little relevance to

making works of art.

You suggested the alternative to your type of teaching was no teaching. | would say

the true altemative is another way of teaching: one that is liberal instead of dogmatic.

| am aware your total outlook on the teaching of art has a different basis from the one
implied in my questions, and that in building up your system of filmstrips you are
consolidating your basis all the time. You may have plans to publish your filmstrips or

to write a book. | realise it may seem unkind to advise caution, but it is only fair to point
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out that any such publication may provoke the kind of criticism I am offering.

| suggest also that the two [?] children who appreciated formal elements in Picasso's
pictures through having worked through formal exercises with you were responding

merely to form and not to content or expression.

i frankly do not see what is wrong in wanting to paint Uncle Joe.

And when you said that the children in their spare time could do anything in art they
liked, you still left the question open. One still wants to know: what kind of art do they

do at other times? The same as with you? If so, are they expanding, or working within a
comfortable formula? If they work in another way, are they keener on their lessons?

Above all, what is your attitude to this other work? If they feel impelled to do no art in

their spare time, how do you interpret this?

| may say theré is one side of your teaching | most warmly approve of, and that is your
stimulating their visual cufiosity and enjoyment. Whether a child is a visual or non-

visual artist, this can do nothing but good, provided one does not insist on every child

working directly from such visual experience.

| am aware some of 'my questions may be off the mark or may assume a flaw which your
evidence can easily confute. Please believe that this letter has been promoted by

interest in your tatk and in your role as a teacher.

Yours sincerely,
Reto Rossettl,

* Maurice de Sausmarez makes the same mistake in his book Basic Design.
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Appendix 27

Extract from a conversation between the author and

James Bradley(447)

JB: The putting up of pictures...never ever anything that came from outside. | never
ever put up anything that was a reproduction of a Piero della Francesca, or
anything. In the library they were in books, yes, but nothing was put Iii(e that, It
was all 'home grown' if you'd like to use that expression, so that it had the

continuation - had | put up the Piero della Francesca it would have had no

connection to what the kids were doing.

HC: Although you saw the connection?

JB: Of courss, yes, but that'é a different thing.

HC: Don't you think that art education is not just about learning to 'see' and learing to
produce valuable ways of expressing visual phenomena, but also about
understanding what art is in the context of the world and in the context of history,
aswell?

JB: 1 think that's a separate thing, in a way.

HC: And if you do, were you not holding back a vast area of knowledge from them?

JB: No, its like introducing particle physics to someone who's experimenting very
simply with electricity. In other words, it's putting them far along the field which
they might never achieve. That is not to say that they won't be aware of what's
happening in the process of reading a newspaper or looking at a magazine. But
as far as the teaching of visual education was concemed, as | saw it, the time that |
had available would best be spent in cultivating the trial and error experimental
approach. So the time | had at my disposal | considered to be essentially placed in
that category. Not that | belittle the fact, in fact far from it, the connection between
art and social...[aspects]. Ideally this should be taken on by, as indeed we did in

the sixth form, between the historian and the art teacher and so on, and we did
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this in the sixth form general courses. But as to introducing it in the early stages,
as | said, the analogy still rises that you wouldn’t teach anything to do with particle
physics.

HC: But, I put this to you as a possibility. If the children saw the slide of the Somerset
Levels that, it does, it does to me, it makes the penny drop immediately, without
my wanting to imitate it and it makes me understand what they [the pupils] were
doing. Would it not be true to say that artists' work shown to them at the
appropriate moment would have helped them to understand issues of growth or
whatever they were doing?

JB: As | mentioned earlier, had the visual aids technology been as it is today | would
probably have shown a photograph of the Somerset Levels, but certainly not
someone else's painting.

HC: But why not?

JB: Perhaps that's a peccadillo of mine. Because, | think, that it's showing an
interpretation of what's there, so it's second-hand in that sense.

HC: So you had a fear, if that's the right word, that by seeing somebody else's painting
they would not transfer the meaning of it, they would be inclined to make a
pastiche of it?

JB: Yes, only because that's been the general [trend]. It's so ingrained in people that
art teaching is the atelier system, that you copy the artist.

HC: 1 would have thought, personally, that some of the grids that Klee did when you
were on the colour grids, would have been...you could have said that, for
instance, that in some of the colour grids of Kiee where, it is light colour in the
centre or dark colour on the outside, it was very similar to what you did...Using
Klee as a sort of lever to understand it.

JB: Paul Klee had a particular interpretation of his own.

HC: Well, | know, but you didn't need to go into that. It was the visual reference. Just
as the Somerset Levels are in bands, Paul Klee's paintings are in areas of colour,
and some are dark and some are light or some are cool and some are warm

JB: It is better when they see it in the library and they say: 'Oh! yes, you know...!
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HC: Yes, but would they do that?

JB: They did, quite often.

HC: Would they follow it through?

JB: Yet again, Paul Klee had a particular sense of humour in many parts of his work.

HC: Yes, but don't get me wrong, I'm not trying to introduce them to Paul Klee's
motives, intellectual motives. Just on a purely visual level that Paul Klee's
paintings or Mondrian's paintings were divisions of area, and they were doing
divisions of area.

JB:Yes, but then again, they would have thought, and they would think, and this is
eleven-year-olds, that I'm, in fact, prescribing these things as being ultimate, that
I'm putting in front of them 'this is what you have got to achieve'.

HC: But, you could have put alongside some of Klee's grids some of de Stael's grids
which are completely different.

JB: Yes, but once again you are showing how somebody else used the thing before
the children have, in fact,...[done their own work].

HC: Well, it didn't need to come before it could have come after.

JB: Well, it might have done.

HC: Could it be a peccadillo of yours?

JB: It could be, but it's held very sincerely, this. | feel that the time allocated...if I'd got a
lifetime it would be different. And also, it seemed to me better to show examples
from reality (shows a photograph of a natural form suggesting dots, as if someone
had made marks with a felt-tip pen).

HC: People would argue: what's the difference between showing a child this or the
actual thing, which would be better, and a painting by Paul Klee, or somebody
else.

JB: Well, because Paul Klee is an interpretation of the natural phenomena, he's
putting himself into it. Whereas you're trying to introduce children to building up
visual literacy so that they can, in fact, for example, interpret that [points to
photograph] like Klee interpreted it , or anybody. And also be able to put their

own experience into whatever they see of another photograph or what have you.
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HC: Il accept that, but it does presuppose that children should look only at nature as
a starting point for any art activity. Why is it not valid that they can look at other
things, like painters' work?......

JB: Well, they are not in the first instance, they are not looking at anything, they are
just playing around with dots, it's a game. |

HC: Yes, but you could argue that, you say that when you show them this (points to
photograph), at a later stage, that this is where the idea is seen in nature, so that's
the validity of it, what you are doing.

JB: No, the recognition of it, not the validity of it.

HC: Well, the recognition of it. But, there is no validity in using Mondrian's painting, -
although there's a recognition in Mondrian's painting.

JB: Now, this photograph | selected and put a frame round it. In the process of putting
a frame round it I've selected where these dots go. In other words, it's like
Pasmore said, that figurative painting, like landscape painting, is the exploitation
of the accident. I've exploited this accident and put a frame round it, that's mel
But what | would hope would happen was that when the kids, having played
around with dots and appreciated the game of it, that they would see this on the
wall and they would do their own selection.

HC: 1 accept that. All I'm saying is that | can't see the'difference between doing that
and, you see, When Mondrian does a painting (points to photograph), that's your
selection, that's his selection.

JB: Yes, of course, but | wouldn’t show this (points to photograph), not until after the
event.

HC: No, but I'm talking after the event. I'm saying that there is a presupposition that
the only valid terms of reference are, perhaps, natural form phenomena. Now, I'm
saying that there are other stimuli to art and one of them could be paintings by
artists. You know, there's no difference, to me, between showing thenﬁ that
(points to photograph) after the event, which is your selection of a natural
phenomenon and showing them a painting by Mondrian, which is his selection;

from where it comes no one knows, we don't need to know.
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JB: | take the point ...

HC:Could you not conceive pf an art education which was, perhaps... you could arrive
at a similar idea by looking at examples, after the event, of different artists doing
similar things?

qB: Yes, you could, but in the process of locking...yes, you could really, but, | mean,

time's the element.
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sources: (1988a) Tape-recorded letters to the author, op. cit, (1992) Letter to
the author, 2 January; (1993a) Letter to the author, op. cit; (1993b) Letter to the
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author, 9 August.

HUDSON, T. (1993a), op. cit.

HUDSON, T. (1988), op. cit.

See Appendices 1 and 2 for more detailed information on the structure of
t&pical basic courses at the Scarborough Summer Schools.

See Appendices 3 and 4. It is not clear who wrote the original statements
HUDSON, T. (1993a), op. cit.

HUDSON, T. (1988a), op. cit.

DES (1983) Art in Secondary Education 11-16. London, HMSO, p. 64.
BARCLAY RUSSELL, A. (n. d.) Consideration of claims of an approach to art
education which should be through the learning of the grammar of abstract
design as a basic and comprehensive course in education at art schools and in
secondary education. NAEA BH/BR/PL/00905, p. 14.

DE SAUSMAREZ, M. (1992), op. cit.

MORRIS, R. (1987) Towards a shared symbolic order in ABBS, P. (Ed.) Living
Powers: The Arts in Education. London, The Falmer Press, p. 195.

See Appendix 5.

PICKERING, J. (1963) Basic design in a secondary school, Athene, 10 (4), pp.
21-22,

THURSBY, P. (1988) Letter to the author, 10 April.

THURSBY, P. (1968) Art education for a new society, Colour Review: Art
Teachers' Journal, spring term, p. 7.

Ibid., p. 8.

See NAYLOR, G. (1985) The Bauhaus Revisited: Sources and Design Theory.
London, The Herbert Press, p. 7i.

See THURSBY, P. (1968), op. cit., p. 10.

HEATH, L. E. (1968) Art laboratory, Colour Review: Art Teachers' Journal,
spring term, pp. 4-6

Ibid., p. 6.

See Appendix 6 for an example of one of Heath's ‘experiments'.
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SEA conference (1956), op. cit, p. 6.

ROBERTSON, S (1963), op. cit., p. 49.

FORREST, E (1985), op. cit, p. 165.

John Skeaping said that Sidcot was one of the few schools where ari was
taught at a professional level and was thought of as an essential subject. He
continued: 'Many people will not understand this exhibition because it does not
represent what they know or understand to be art, but when they send their
children to school they expect them to be taught the very latest in sciences and
mathematics, and the same thing applies to art.' Weston-super-Mare Mercury,
24 April, 1959,

BRADLEY, J. (1988) Tape-recorded conversation with the author, at
Winscombe, Avon, 15-16 February. Bradley's philosophy and details of his
working methods are taken from this conversation unless otherwise stated.
LYNTON, N. in THISTLEWOOD, D. (Ed.) (1992), op. cit., p. 176.

Ibid.

BRADLEY, J. (1962) Gallery card to an exhibition of pupils' work from Sidcot
School. Arnolfini Gallery, Bristol, 7 July to 8 August.

The art room at Sidcot School was provided with display board from floor to
ceiling. Bradley referred to these display areas as his ‘teaching walls'.
BRADLEY, J. (1965) Notes to the filmstrips Along These Lines. London, Visual
Publications.

Ibid.

This view is at odds with current art education practice and will be discussed
more fully in Chapter 5,

ROWLAND, K. (1968) Learning to See: Teacher's Book. London, Ginn, p. 8.
BRADLEY, J. (1988), op. cit.

See DA VINCI, L. Treatise on Painting (Codex Urbinas Latinus 1270), trans.
McMAHON, A. P. (1956), vol. 1. Princeton, New Jersey, Princeton University
Press, p. 4.

ROWLAND, K. _(1 9868) Learning to See: Teacher's Book 3. London, Ginn, p. 8.
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LANGER, S.K. (1953) Feeling and Form. London, Routledge & Kegan Paul, p.
73.

BRADLEY, J. (1988), op. cit.

Ibid.

Ibid.

Bradley was a practising artist during the 1950s and '60s and for many years

~ exhibited painting and sculpture at various galleries: Royal West of England

Academy, Bristol, Manchester, Bradford, Leeds, Bridgewater, Weston-super-
Mare, Newcastle, Drian, London and The New Vision Centre, London. See also
Appendices 6 and 7. , | |
BATTEN, C. (1991) Tape-recorded conversation with the author, 13 April.
HUDSON, T. (1966) CreatiVity and anti-art, Design Education One, London,
Postgraduate Studies, Hornsey College of Art, p. 21.

Ibid., p. 22.

WEBSB, P. (1991) Tape-recorded conversation with the author, 14 April.

Ibid.

Ibid.

According to Webb, there were few professional disagreements within the
department (none with her) and those that did appear were soon resolved.
During Bradley's career at Sidcot School there were three headteachers : David
Murray-Rust (1946-1957), Richard Brayshaw (1957-1977) and Thomas C.
Leimdorfer (1977-1986). Brayshaw was the most sympathetic to Bradley's work
and coincided with his significant developments.

CROCKER, S. R. (1965) Publication notes to the filmstrips Along These Lines,
London, Visual Publications.

Phillip Willcox still teaches at Somerset College of Art and Technology as a
senior lecturer in textiles.

WILLCOX, P. and BRADLEY, J. (1992) Tape-recorded conversation with the
author, 3 January.

Ibid.
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Ibid.

Jeremy Moore was trained at King's College, Newcastle-upon-Tyne, under
Pasmore and Hamilton.

MOORE, J. (1991) Tape-recorded conversation with the author, 30 October.
Ibid.

COLE, P. (1991) Tape-recorded conversation with the author, 13 April.

Ibid.

Ibid.

Ibid.

See Appendix 9 which illustrates how Cole was prepared to allow Bradley's
principles to infiltrate aspects of the curriculum.

COLE, P. (1991), op. cit.

COX, M., COOK, G., ahd GRIFFIN, D. (1995) Teaching children to draw in the
infants school, Journal of Art and Design Education, 14 (2), pp. 153-163.

See Appendix 10 which illustrates Cole's attempt to involve young children in
decision-making within an art context.

COLE, P. (1991), op. cit.

See Appendix 11.

CLEMENT, R. (1988) Theory into practice, Journal of Art and Design
Education, 7 (3), p. 267.

Ibid.

Bradley, J. (1988), op. cit.

See Appendices 12-23 which consist of a number of Bradley's personal letters
and associated papers illustrating the wide demand for his views on art
education.

According to Peter Loveday, director of Visual Publications, Bradley's filmstrips:
Along These Lines (1965) and Further Along These Lines (1968) were two of
his best sellers and were only taken out of distribution in 1993.

See Chapter 5 for a discussion of the objections to Bradley's course.

Richard Carline was a chief examiner for the Cambridge University Local
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Examinations Syndicate, visited Bradley at Sidcot and included an account of

Bradley's work in his book: Draw They Must (1968), London, Edward Arnold, p.
269.

Ibid. See also Appendix 24.

BRADLEY, J. (1995) Tape-recorded conversation with the author, 26 April.
Bradley continued with the O-level examination until his retirement, after which
GCSE became available in 1988.

See Appendix 25.

BRADLEY, J. (1995), op. cit.

BRADLEY, J. (1988), op. cit.

RICHARDSON, M. (1948) Art and the Child. London, University of London
Press, p. 15.

See Hamilton, R. (1982), op. cit., p. 172.

BRADLEY, J. (1989) Tape-recorded conversation with the author, 30 August.
BRADLEY, J. (1965), op. cit.

Ibid.

Ibid.

ibid.

BRADLEY, J. (1992) Dratft notes io the author concerning the slides Seeing to
Learning: Colour.Seeing to Learningby BRADLEY, J. with CUNLIFFE, H. was
published by Visual Publications, Northleach, in 1994. (Note: the publisher ,
moved office from London in 1985).

Ibid.

Ibid.

Ibid.

Ibid.

Ibid.

ibid.

Ibid.

BRADLEY, J. (1993a) Tape-recorded conversation with the author, 27 June. ’

269



196
197
198
199
200
201
202
203
204
205

206

207
208
209

210

211

212

HARRY CUNLIFFE
James Bradley: Education in Art

BRADLEY, J. (1993b) Hai 1-written notes to the author.

Ibid.

BRADLEY, J. (1993a), op. cit.

Ibid.

BRADLEY, J. (1992), op. cit.,, see n. 151,

BRADLEY, J. (1993) Bradley's slide catalogue.

BRADLEY, J. (1993a), op. cit.

Hamilton, R. (1961), op. cit.

TURNBULL, W. (1992) Conversation with the author, 14 November.

There was a small section devoted to ‘basic design' courses associated with
Tom Hudson, Maurice de Sausmarez and Harry Thubron, along with artefacts
from a workshop held at King's College, Newcastle, run by Victor Pasmore and
Richard Hamilton. None of these examples was typical of the major trends in
school art education at that time.

MORLEY, J. in: PAVEY, D. (Ed.) (1983) The Revolution in Child Art 1930-1960,
handbook to the exhibition at the Festival Hall, London, 24 October - 6
November, and to the Barclay Russell Collection in Wiltshire, pp. 1-2.
RICHARDSON, M. (1948), op. cit., p. 14. '

CLARK, K. (1948) in the Introduction to Art and the Child (n. 207).

For a full account of Marion Richardson's teaching strategies see SWIFT, J.
Marion Richardson's contribution to art teaching, in THISTLEWOOD, D. (Ed.)
(1992), op. cit., pp. 118-130.

See SWIFT, J. The use of art and design education archives in critical studiés. in
THISTLEWOOQD, D. (Ed.)' (1989) Critical Studies in Art and Design Education,
Harlow, Longman, pp. 158-170.

THISTLEWOOD, D. (1983) Imagination need not die: Alexander Barclay
Russell's work on education, Journal of Art and Design Education, 2 (2), pp.
173-176.

BARCLAY RUSSELL, A. (1948) The Significance of children's art for society,
reprinted in:The Child Art Revolution 1930-1960, the catalogue of an
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exhibition at the Festival Hall, London, 24 October - 6 November, 1983.

Ibid., p. 18.

Ibid., p. 16.

READ, H. (1943), op. cit., p. 191.

Ibid., p. 168.

It is apparent that at the onset of adolescence the individual often becomes
hypercritical of his/her own work and is aware of the superior skills evident in
adult art. In many cases this results in despondency and the visual imagination
becomes inhibited or there is recourse to copying in a bid to imitate aduilt
standards.

ZABEL, V. (1942) Teaching Art to Children. NAEA BH/BR/PL/727.

Bradley also used a varied range of traditional materials in his teaching, but
tended to explore 'modern' methods more, such as the use of varnish to
enhance the translucency of tissue paper, emulsion paint to give structural
support and ’depth of colour to constructions and polymer resins and coloured
plastics for three-dimensional work.

ZABEL, V. (1942), op. cit.

Ibid.

BARCLAY RUSSELL, A. (n. d.) A Method of Teaching in the ‘Adolescent'
Period. NAEA BH/BR/PL/129/1. Intuition was not only prized by followers of
The New Art Teaching, it was equally important to Bradley and its presence can
be seen in most aspects of his pupils' work (see, for example, Figures. 210,
212 and 213).

See PAVEY, D., in MORLEY, J. (1986) Every Person an Artist, Appendix |, p.
xiii, NAEA BH/JM/PLA.

PAVEY, D. (1983), op. cit., p. 20 (n. 206).

ZABEL, V. NAEA BH/BR/PL/2115.

PAVEY, D. (1983), op. cit, p. 16.

227 Although Barclay Russell's classification of children's work illustrated by Figures.

190 and 191 is described as intellectual, 'logical reasoning' would appear to be
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at a relatively low level in both examples. On the other hand, Bradley strove to
allow intuition and intellect to have equal status in his course at Sidcct School.
READ, H. (1843), op. cit,, p. 141.

ZABEL, V. NAEA BH/BR/PL/ 2116.

PAVEY, D. (1983), op. cit., pp. 19, 22.

READ, H. (1943), op. cit., p. 141.

PAVEY, D. (1983), op. cit., p. 28.

BARCLAY RUSSELL, A. (1948), op. cit, p. 19.

THISTLEWOOD, D. (1983), op. cit., p. 181.

Ibid.

At the time, William Turnbull, Alan Davie, Richard Hamilton and Eduardo
Paolozzi introduced non-traditional patterns of teaching, including aspects of
abstract form and design, to their classes at the Central School of Arts and
Crafts, London.

ZABEL, V. (1956) SEA conference, op. cit., p. 26.

MACDONALD, S. (1970) The History and Philosophy of Art Education,
London, University of London Press, p. 350.

ZABEL, V. NAEA BH/BR/PL/2116, op. cit.

Ibid.

Ibid.

Ibid.

SEA conference (1956), op.cit, p. 19.

Ibid., pp. 20-23.

Ibid., p. 21.

Ibid., p. 27.

Ibid., p. 3

For a more detailed analysis of this theme see WHITEHEAD, A. N. (1926)
Science and the Modern World. Cambridge, Cambridge University Press;
WHYTE, L. L. (Ed.) (1951) Aspects of Form: A Symposium on Form in Nature
and Art. London, Lund Humphries; THOMPSON, D. W. (1942) On Growth and
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Form (2nd edit.). Cambridge, Cambridge University Press; THISTLEWOOD, D.

(1984) Herbert Read: Formlessness and Form. An Introduction to his

Aesthetics. London, Routledge Kegan Paul (especially pp. 126-138).
PASMORE, V. (1968) catalogue, National Exhibition of Child Art.

BRADLEY, J. (1965) General Introduction, op. cit. (n. p.)

See PASMORE, V. (1968), op. cit.

Ehrenzweig was qualified in law, art and psychology and was a lecturer in art
education at Goldsmith's College, London. THISTLEWOQD, D. (1984) referred
to him as a ‘theoretical psychologist' (see n. 16, p. 197), op. cit.

CROSS, J. (1977) For Art's Sake? London, Allen & Unwin.

EHRENZWEIG, A. (1967) The Hidden Order of Art. London, Weidenfeld and
Nicolson, p. 6.

Ibid., p. 11.

Ibid., Preface.

The word 'play’ is used in the Montessori sense of a gamelike process ordered
towards a considered end.

EHRENZWEIG, A. (1967), op. cit., pp. 21-23.

Ibid.

EHRENZWEIG, A. Conscious planning and unconscious scanning, in KEPES,
G. (Ed.) (1965) Education of Vision. London, Studio Vista, p. 45.

BRADLEY, J. (1965), op. cit., 4. Area Division.

ROWLAND, K. (1976), op. cit., pp. 40-41.

See Chapter 4, EHRENZWEIG, A. (1967), op. cit. pp. 47-63.

LYNTON, N. in: THISTLEWOOD, D. (Ed.) (1992), op. cit., p. 176.
EHRENZWEIG, A. (1967), op. cit., p. 59.

Ibid. p. 58. '

Ibid. p. 56.

Ibid., p. 11.

Ibid.

Ibid., p. 152.
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Ibid., p. 156.

Ibid., see pp. 164-168.

Ibid., see pp. 105, 109.

EHRENZWEIG, A (1967) op. cit. p. 107.

BRADLEY, J. (1968) General Information; notes to the filmstrips Further Along
These Lines. London, Visual Publications.

See n. 248, THOMPSON, D.W. (1942), op. cit.

THISTLEWOOD, D. (1984), op. ct., pp. 127-128.

Ibid., p. 129.

HUDSON, T. (1969) Creative technology, Project Technology Bblletin 8,2 (62),
p. 62.

The Island, Sidcot School magazine, 1968.

HUDSON, T. (1969), op. cit.,, p. 61.

HUDSON, T. (1967) Technology and junk, Learning Design, Welsh Arts
Council, p. 40.

HUDSON, T. (1957), op. cit., p. 29.

Ibid.

See n. 210, SWIFT, J. (1989), op. cit, p. 119.

Ibid., p. 128.

RICHARDSON, M. (1948), op. cit., pp. 28-29.

Ibid., p. 29.

BRADLEY, J. (1965), op. cit.

BILLINGHAM, R. (1984) The recognition of child art in Britain, Journal of Art and
Design Education, 3(1), p. 38.

Ibid., p. 33.

ALLISON, B. Sequential programming in art education: a revaluation of
objectives, in: PIPER, D. W. (Ed.) (1973) Readings in Art Education: Book 1:
After Hornsey. London, Davis-Poynter, pp. 66-67.

ADAMS, E. and WARD, C. (1982) Art and the Built Environment, Harlow,
Longman, p. 153. '
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GOODMAN, E. (1975) Art education. ‘Curriculum justification', in: The Function
of Art Education Today, unpublished paper, Association of Art Advisers, p. 9.
See Appendix 12.

Leslie W. Lawley was a secondary school art teacher who had attended one of
Bradley's courses for teachers.

ROWLAND, K. (1976), op. cit., p. 16.

Rowland included visual and verbal elements as an extension of a visual
education course: Descriptive texts illustrated by pictures, or pictures whose
meaning is enhanced by additional description, are a natural means of
expression, reflecting the dual nature of experience. See Rowland, K. (1968),
op. cit, p. 8.

ROWLAND, K. (1976), op. cit., p. 126.

Ibid., see pp. 77-79.

JOICEY, H. B. (1986) An Eye on the Environment: An Art Education Project.
London, Bell & Hyman, p. 16.

See YEOMANS, R. (1987), op. cit, pp. 189-190.

Rowland's findings would seem to contradict Yeomans' hypothesis: 'It has often

been assumed that children soon tire of abstract, non-representational work

and tend to produce stereotypes. Evidence does not support this view. Where

abstraction is a result of the environment and the individual things which
children know and understand, and where such work is periodically referred
back to reality, children enjoy it. Far from producing stereotyped work they
seem to extend their imaginative powers and produce highly individual
designs.' ROWLAND, K. (1976), op. cit., p. 64.

YEOMANS, R. (1987), op. cit., p. 190.

ROWLAND, K. (1976), op. cit., pp. 77-78.

Ibid., p. 128.

See Chapter 3, p. 78 and Figures 20-23.

308 The following extracts are taken from letters written to the author from ex-

students of Sidcot School. NB. In this thesis all ex-students from Sidcot School
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are referred to by number as some ex-students do not wish their names to be
known. If researchers wish to be put in contact with said ex-students this can be
arranged.

Ex-student 1: female, pupil at Sidcot School 1956-59; actress/theatre
director/voice and speech consultant. Extract from a letter to the author, 28,
March, 1993.

| am neither an artist nor a connoisseur of art, but | think | have some visual
awareness. He [Bradley] did make us look closely at things and I'm still looking.
In later years when | was practising and teaching the art of classical mime we
often used the work of a modemn artist as a source of inspiration. | am sure my
early teaching made it easy for me to relate to this work. We were also very
conscious of the shapes of our bodies in space, the relationship of one form to
another. The energy of movement, symmetry, balance, harmony. it was
important to show disharmony too. | think through early training my visual
awareness had become instinctive, especially on stage...

JB helped me to become aware and to appreciate the visual world around me.
He made us all look. He gave me the confidence to be selective, to feel | could
make choices. | always felt he gave us a lot of freedom in class, perhaps | just
followed happily down the path | was led because it looked so interesting.

| got a great deal from the three years | spent in JB's classes.

Certainly | have ﬁo other recollection of any other art teacher making any
impression on my thinking or on my life at all.

Ex-student 2: female, pupil at Sidcot School 1959-65; Diploma in Art &
Design (Fine Art), Diploma in Education. Extract from a letter to the author, 3
April, 1992,

| used to feel that | leamt more at school than | ever learnt at art school, but of
course art school gave one time to practice that school didn't offer, but nobody
opened the doors quite like JB.

| think his {Bradliey's] teaching was in a different calibre from any of the other

teachers there...fourteen of my class did go on to art school. Many didn't
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continue as a profession - it says something about the other teachers...
Maybe what JB taught has shaped my life more because | found | needed time
to explore for myself and not take on what | hadn't experienced... | always felt at
an advantage to have had time at Sidcot with JB...I've always believed that there
is an artist in everyone. At least everyone should be able to understand art. JB
certainly taught that...| would still implement his approach if given a job to teach
art in a school...[At] my last job application the art master said that he wanted
finished work every six weeks with back up drawings of the finished work to be
produced afterwards to give a gocd display of work. | felt rather sick and
extremely irritated. They wanted everything done by the teacher. Any free rein
might be construed as experimenting which might get out of hand! | was glad
not to get the job.

ADAMS, E. and WARD, C. (1982), op. cit.

CLEMENT, R. (1988), op. cit., p. 269.

ROWLAND, K. (1976), op. cit, p. 17.

FELDMAN, E. B. (1982) Art in the mainstream: a statement of value and
commitment, Art Education, 35 (2), p. 5., quoted in BOUGHTON, D. (1986)
Visual literacy: implications for cultural understanding through art education,
Journal of Art and Design Education, 5 (1/2), p. 127.

BRADLEY, J (1988), op. cit.

BOUGHTON, D. (1986), op. cit.,, pp. 128-141.

ALLEN, D. (1994) Teaching visual literacy - some reflections on the term,
Journal of Art and Design Education, 13 (2), p. 139.

DES (1991) National Curriculum Art Working Group Interim Report, p. 19.

DES (1992) Art in the National Curriculum (England) HMSO, p. 8.

DES (1995) Art in the National Curriculum (England) HMSO, p. 6.

ROWLAND, K. (1976), op. cit,, see pp. 118-122, 141-145.

Ibid., see p. 118.

bid., see p. 120.

Ibid.
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Ibid., see pp. 141-144, n. 2.

ibid., see p. 143, part 5. This section of the test, concerned with compositional
development, is similar in its demands to the collage work devised by Bradley,
where a small fragment of magazine paper would be developed into a full
composition. See Chapter 3, p. Xx.

ibid., see pp. 144-145, n. 23.

HUDSON, T. (1988a), op. cit.

Ibid.

Tom Hudson retired from his position as Dean Emeritus of Emily Carr College of
Art and Design, Vancouver, Canada, and now lives in Bristol, England. In his
recent Foundation Course (also developed as a TV programme) he retained
many of the features of earlier basic course work of the 1950s, but they were
developed to accommodate computer-based imagery and other visual systems
of the latter half of the twentieth century. For a full account of Hudson's work in
this sphere see: HUDSON, T. (1988b) Art and design education: further
initiatives for change, Journal of Art and Design Education, 7 (3), pp. 275 -301.,
and HUDSON, T. (1991) An Introduction to Computer Based Literacy
(unpublished).

HUDSON, T. (1988b), op. cit., p.278.

Ibid.

HUDSON, T. (1991), op. cit., p. 2. .

HUDSON, T. (1987) Current issues in art and design education: art, science
and technology; some initiatives for change, Journal of Art and Design
Education, 6 (3), p. 281.

HUDSON, T. (1988b), op. cit., p. 278.

FORREST, E. (1985), op. cit., p. 166.

HUDSON, T. (1987), op. cit,, p. 277.

See Appendix 26 for a copy of the complete letter.

Bradley's views on his methods of art education in this chapter, unless

otherwise stated, have been taken from BRADLEY, J. (c. 1966) A paper to
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Harold Dennis, editor of Reynard (an occasional booklet about Quaker arts
published in the 1960s by the Society of Friends), to be used for an article
called The Influence of Art on Education, p. 2.

Ibid.

BRADLEY, J. (1965), op. cit,, (n. p.).

In 1965 Bradley's sixth form art group numbered fifteen (Lower and Upper
sixth) out of a school sixth form of between twenty and twenty-five.

Rod Taylor's work for the Critical Studies in Art Education Project (CSAE),
1981-84 which has become generally known as Critical Studies came about too
close to Bradley's retirement to affect his ideas, but, nevertheless, with one
exception (Bradley's pupils were very much aware of their peer's work), it
illustrates the growing gap between theory and practice in Bradley's teaching.
The Project argued and demonstrated that both primary and secondary pupils
could appreciate and enjoy a variety of art and craft objects in their own right,
and understand them in context, when the educational approaches were
appropriate. It also illustrated how pupils of all ages could make beneficial links
between their own practical needs and their growing awareness of the works of
others, whether by their own peers or by mature artists.

See TAYLOR, R. Critical studies in art and design education: passing fashion or
the missing element, in: THISTLEWOOD, D. (1989) (Ed.) Critical Studies in Art
and Design Education, London, Longman, p. 27, Refer also to TAYLOR, R.
(1986) Educating for Art, London, Longman, for a full account of Critical
Studies work with children.

See Appendix 27, an extract from BRADLEY, J. (1995), op. cit.

BRADLEY, J. (1965), op. cit.

BRADLEY, J. (1995), op. cit. The General Studies course at Sidcot School for
all sixth formers included a more theoretical approach to the study of art.
Various aspects of history were explored with contributions from a range of
specialist members of staff. In these circumstances artists' works, methods,

context and philosophy were often discussed.
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SIMPSON, A. (1987) What is art education doing?, Journal of Art and Design
Education, 6 (3), p. 257.

Ibid., see REDFERN, H. B. (1986) Questions in Aesthetic Education, London,
Allen & Unwin, p. 94,

Ex-student 3: male, pupil at Sidcot School 1952-59; B.A. (Fine Ant), King's
College, Newcastle-upon Tyne. Senior Lecturer in Art and Design at a college
of art. The ex-student's opinions are taken from a letter to the author, 16,
November, 1991,

Ex-student 3recalled:

| was painting up the coombe and Jim [Bradley] came up behind me just as | had
finished the first basic washes and said: 'Stop! That's finished!' Looking back |
think he was right (I stopped), but at the time | felt that this was an affront.

Letter to the author, 16 November, 1991.

Significantly, a critique of the same ex-student's work taken from a copy of an
insert by a staff reporter for a local radio news programme called Round-Up
(submitted to Bradley for approval), although confirming Bradley's intentions,
was less than encouraging to the ex-student who, at the time, wished to
succeed as a representational painter. Bradley, it seems, saw no reason to
amend the critique and soften the blow, and it suggests that he could be
biased towards his own hard-held beliefs in relation to other forms of
expression.

| found young Mr. ------- a bit of a problem. He is a prolific exhibitor - 13 paintings,
2 lino prints and a sculpture - and 1 think it is this prolixity that threatens to undo
him. The wax crayon abstract I've just mentioned is very good - but his River

Bridge, stuffily and crudely academic, is very bad indeed and Mr, ~------ should

* blush for allowing it to go up, even though much his other work shows a great

potential talent, provided keeps away from the frustrated academicism that

appears t struggle inside him.

Insert for Round-Up - Sidcot School Art Exhibition, at the Amolfini Gallery,
Bristol, 7 July - 8 August, 1962.
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Letter to the author (n. 341), op. cit.

In one particular instance, a sixth form student wanted to produce a silk-like
finish on the surface of a three-dimensional construction (Fig. 167) and Bradley
was happy to show her how this could be achieved (BRADLEY, J. (1995), op.
cit). See also Figs. 157, 158 and 183 which show evidence of taught skills.
Letter to the author (n. 341), op. cit.

BRADLEY, J. (1988), op. cit.

It should be stated that this applied mainly to the lower school pupils. Sixth
formers, in particular, were encouraged to develop their own ideas as adequate
conclusions to their previous study.

BRADLEY, J. (1995), op. cit.

Ibid.

A card from the Arnolfini Gallery (1962), op. cit., states: 'The selection of work
was made by the Arnolfini Gallery, and each work was considered as a piece of
painting in its own right, and not primarily as the work of a school child.’

Michael Gough (educated at Reading University) first came into contact with
Bradley's theories when he attended a workshop for art teachers (run by
Bradley) at his own school (Blue School, Wells, Somerset) c. the late 1950s. His
wife taught at Sidcot School and this enabled him to be in close contact with
Bradley's course for a number of years. He has taught in an art college since
1968 and subsequently became Head of the Foundation Course at
Bournemouth and Poole College of Art and Design. He is currently Vice-
Principal of that college. His views are taken from an interview by the author, 29
October, 1991.

GOUGH, M. (1991), op. cit.

Most training courses for specialist art teachers followed a similar pattern at the

time. My own experience of the Art Teachers' Diploma Course at King's

College, Newcastle (1961-62), coming from an NDD course in Manchester,
indicates that, surprisingly, it had few direct links with the philosophy of the

basic course taught by Pasmore and Hamilton. The theoretical aspects of the
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~Richardson, and the psychological aspects of Lowenfeld's work. Herbert

Read's book Education Through Artwas a set text, but little detailed study was
demanded of his writing.

FORREST, E. (1985), op. cit., pp. 155-156.

In 1974 Michael Gough was orcaniser of the National Society for Foundation
Courses and came to know fnost of them.

GOUGH, M. (1991), op. cit.

Ibid.

BAYNES, K. (1984) Design education in Britain, Journal of Art and Design
Education, 3 (1), p. 18.

GOUGH, M. (1991), op. cit.

ALLISON. B. (1973), op. cit., p. 65.

Ibid., _

GOUGH, M. (1991), op. cit.

SUDJIC, D. (1995) Who says we don't like modern lumhu}e?. Guardian
Weekénd, 9 September, pp. 34-35. Deyan Sudijic is the design correspondent
for the Guardiannewspaper.

TURNBULL, W. (1992), op. cit.

See the article 'Vision obscured', The Designer, No. 161, July 1966, pp. 4-6.
Ibid., pp. 7-8.

In Sight, a series of six filmstrips published by Visual Publications, London, was
available in pairs and was primarily intended for the first three years of the
secondary school as follows: Shape and Organisation (first year), Focus and
Distortion (second year) and Movement and Structure (third year). The stimulus
of the filmstrips was entirely visual: photographs of natural forms, people,
landscape, manufactured objects, architecture and occasional works of art. The
filmstrips were accompanied by notes suggesting ways in which they could be
looked at under the headings of art, English/drama, biology and mathematics.
In Sight (1973) Filmstrip notes from the booklet on Shape and Organisation,
London, Visual Publications, p. 1.
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London, Visual Publications, p. 1.

The Designer (1966), op. cit., p. 5.

Ex-student 4:male, pupil at Sidcot School 1960-67; A-levels: history,
geography, art; B.A. (Hons) Industrial Economics, M.A. Marketing. Present
position: Director of The Added Value Company, Hampton Wick, Surrey.
Responsible for: strategic business consulting for client companies, e.g. RHM
Foods, Safeway, Reed, Britannia Airines, Driving Standards Agency. Extracts
are taken from a letter to the author, 5 July, 1992,

| think | always agreed with JB's course. It began to become clearer where we
were going after a while, and it became more fascinating to see where the
course would go next...

The course enabled us to become far more proficient at representational work if
we so chose to, although it is certainly true in the early years that little time was
spent on representational work apart from still life. We did realise that we were
learning the techniques to be able to become more proficient at any kind of art,
however...

... but | know | was fascinated in JB'S methodology which | much later - at
University, | guess - saw was really that of an enabler (like a University tutor),
rather than a teacher. The course often appeared much less structured than |
think it actually was - the framework certainly existed...

| think the course helped to develop my ability to think more laterally about many
things: to never accept things at face value...One of the most important things
JB taught was the necessity to really look at things; at their reality, not our
preconceived notions of what they were...

‘Abstract' wasn't a word ;hat we used at all - probably partly because JB didn't
like it - but also because | think we came to see it as an irrelevant distinction
between different types of art form...

I'm quite sure that the more talented pupils were never held back by his

teaching and | think it very unlikely that pupils were turned off by his course who

would otherwise have stayed interested...
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How visually aware | am | don't know. | do know that | am much more visually
aware than | would otherwise have been as a result of his teaching...
Undoubtedly [influenced], although it would be impossible to isolate all the
influences.

THISTLEWOOQOD, D. (1983), op. cit, p. 171.

Ibid., see pp. 172-173.

BARCLAY RUSSELL, A. (1948), op. cit, p. 19.

MORLEY, J. Alexander Barclay Russell: idealist campaigner for creative
educational research, in: THISTLEWOOD, D. (Ed.) (1987) The Bramley
Occasional PapersVol. 1, Pontefract, Lofthouse Publications, p. 11.

Although Barclay Russell's paper was addressed to Pasmore as leader of the
‘basic design' movement, it was, in fact, a response to all that had been said by
de Sausmarez and Thubron at the SEA conference (1956).

See Barclay Russell, A. (n. 107), op. cit.

Ibid., p. 2.

Ibid., pp. 3-4.

THISTLEWOOD, D. (1983), op. cit., p. 178, has referred to the term 'advient' to
mean 'expectancy of promise and fulfilment',

BARCLAY RUSSELL, A. (n. 107), op. cit., pp. 8-10.

Ibid., pp. 13-15.

See TAYLOR, B. (1987) Art history in the classroom: a plea for realism, Journal
of Art and Design Education, 6 (2),

Ibid., p. 193.

See TURNER, P. (1983) Children's responses to art: interpretation and
criticism, Journal of Art and Design Education, 2 (2), pp. 185-186. In this article,
groups of fourteen-year-olds gave their opinions about Derain's painting The
Pool of London (1906) seen in the Tate Gallery. Uniformly, the children did not
like the painting and described it as 00 childish' and ‘amateur’

TAYLOR, B. (1987), op. cit., p. 194.

TURNER, P. (1983), op. cit.,, p. 190.
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See HUGHES, P. (1989) Visual education and art education, Journal of Art and
Design Education. 8 (1). p. 37.

PERRY, L. (1995) Thoughts about the teaching of aesthetics, Journal of Art
and Design Education, 14 (1), p. 94.

Ibid.

EISNER, E. W. (1972) Educating Artistic Vision. New York, Macmillan, p. 218.
Ibid.

Ibid., p. 220.

TORRANCE, E.P. (1965) Rewarding Creative Behaviour. New Jersey,
Prentice-Hall, p. 316.

The Designer(1966), op. cit.

See Learning to See (1-5), op. cit.

MORRIS, R. (1987), op. cit., p. 199.

Ibid.

EISNER, E. W. (1972), op. cit.,, p. 219.

An analysis of Bradley's slide collection of pupils' work revealed that the number
of drawings with non-figurative characteristics is small while those with

representational characteristics is large. In relation to paintings, the opposite is

" true.

406
407

408
409
410

411
412
413

BRADLEY, J. (1995), op. cit.

HUGHES, A. The copy, the parody and the pastiche: observations on practical
approaches to critical studies, in: THISTLEWOOD, D. (Ed.), (1987) op. cit.,
p.73.

Ibid., p. 76. See also pp. 76-79.

READ, H. (1943), op. cit., p. 8.

TAYLOR, R. and TAYLOR, D. (1990) Approaching Art and Design. A Guide for
Students. Harlow, Longman.

READ, H. (1943), op. cit, p. 11.

See BELL, C. (1961) Art. London, Arrow, especially Chapter 1, p. 19 et seq.
Ibid.,p. 37.
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See BARRETT, M. (1979, Art Education: A Strategy for Course Design.
London, Heineniann,

For example, see The Northern Examination and Assessment Board's GCSE
Syllabuses A-F for Art and Design, 1996 and 1997, p. 1:

Syllabus A Art and Design (Unendorsed)

Syllabus B Art and Design (Drawing and Painting)

Syllabus C Art and Design (Graphics)

Syllabus D Art and Design (Textiles)

Syllabus E Art and Design (Three-Dimensional Studies)

Syllabus F Art and Design (Photography)

In each case the emphasis is on the candidate performing as a professional
artist or designer, culminating in a final exhibition.

BINCH, N. (1994) The implications of the National Curriculum Orders for art for
GCSE and beyond, Journal of Art and Design Education, 13 (2), p. 118.
Ibid., pp. 124-125.

Ibid., pp. 127-129.

See n. 360.

PERRY, L. (1995), op. cit.

HUDSON, T (1993a), op. cit.

HUDSON, T (1993b), op. cit.

NAEA BH/RH/PL/00007

NAEA BH/RH/PL/00008

NAEA BH/RH/PL/00006

HEATH, L. E. (1968), op. cit, p. 6.

FITZMAURICE MILLS, J (1965) The Irish Times. Friday 22 October.

Art News and Review (1958) 10(4), Saturday 15 February, p. 3.

COLE, P. (1991) op. cit.

Ibid.

James Bradley's personal letters and papers.

Ibid.
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Ibid.
Ibid.
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Ibid.
Ibid,
Ibid.
BRADLEY, J. (1995), op. cit.
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