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Abstract 

The thesis examines the impact of education reform on the Wolverhampton School of Art. 

Investigations cover the school from the early 1850's to the mid 1950's in four stages of its 

development: the Government School of Practical Art for Wolverhampton and South 

Staffordshire, the Municipal School of Art, the Municipal School of Art and Crafts and the early 

years of the Wolverhampton College of Art. Initial focus is on the School and its relationship 

with the Science and Art Department. Further issues regarding the purpose and scope of art 

education are then discussed to locate the School within wider frameworks. An examination of 

the Technical Instruction Acts and the role of Technical Instruction Committees, offer an insight 

into how educational mechanisms operated at local level. The creation of a municipal identity 

galvanised via architectural expression in local buildings reveals efforts to aid art education. The 

thesis further examines events leading up to the amalgamation of the Science and Art Department 

into the Board of Education in 1899, and the introduction of the 1902 Education Act. Changes in 

art and design education are followed through the first two decades of the 20° century, including 

an assimilation of Arts and Crafts practices into the art school curriculum. An additional focus is 

placed on the National Competition and the overhaul of the art education examination system in 

1913. Finally, changes in art examinations and assessment procedures during the 1940's and 

1950's are evaluated alongside other themes that effected art education in Wolverhampton. 
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Chapter 1: Introduction and Conteituaiisation within the Field of Art and 

Design Education History 

Established writings on the history of education such as, Bishop, (1971), Eaglesham, (1956), 

and Gosden, (1966) provide a contextual framework by which to assess main themes and 

phenomena in the history of state-funded education; particularly events and actions that led to 

education reform in 1902. These textual frameworks are used in this study to provide an 

understanding of meeting points between general education and art education; using the 

Wolverhampton School of Art as a locus by which to evaluate the impact of changes. This study 

is underpinned by primary sources that are used to determine working conditions at the 

Wolverhampton School of Art from its inception around the middle of the nineteenth century and 

the first half of the twentieth century. Meanwhile secondary sources are used to evaluate and 

assess the outcomes and consequences of changes in educational control and administration. One 

of the key difficulties in evaluating historical accounts of the Art School in Wolverhampton is 

that primary evidence related to historical information on the institution is either incomplete, or 

lost. The discarding of old documentation is most likely to have occurred when the School was 

twice re-located into purpose-built buildings in the 1880's and again at the end of the 1960's. The 

outcome of undiscovered documents engenders an element of obscurity that has at times, effected 

propositions of fact or incidence; however, these have been forwarded tentatively as pointers for 

future research, not as irrefutable statements. This approach towards adaptation is recognised as a 

general predicament in historical research: 

Tangible survivals provide a vivid intimacy that helps to assure us there really was a past. 
Physical remains have their limitations as informants, to be sure, they are themselves mute, 
requiring interpretation; their continual but different erosion and demolition skews the 
record; and their substantial survival conjures up a past more static than could have been the 
case. But however depleted by time and use, relics remain essential bridges between then 
and now. ' 

' LOWENTI tAL. D. (1995) The Past is a Foreign Country. Cambridge University Press. p. 13 



Judgements drawn from the examination of archive data relating to lived experiences and 

events, are invariably linked to qualitative methodology. A qualitative paradigm is applied to this 

study as the interpretation of information is conducted from a subjective viewpoint. Bell, J. 

(1993) succinctly acknowledges this fact in her statement, 'All documents provide unwitting 

evidence, it is the task of the researcher to assess its precise significance'. 2 Therefore, attempts 

have been made to avoid assumptions by cross-referencing information where possible and by 

questioning key primary sources such as, Jones', Historical Sketch of the Art and Literary 

Institutions of Wolverhampton for the Years 1794-1897. ' This book which, has been used by 

previous authors who have dealt with the history of art education in Wolverhampton is a detailed 

contemporary source of information, but, in cross- referencing Jones' accounts on events, dates, 

etc., the book has been found on occasion to be inaccurate in fact. Therefore, an attempt has been 

made to build on Jones' compelling social document, and it has proved to be invaluable by giving 

some direction during the trawl through endless reels of microfilm of tattered nineteenth century 

newspaper reports -a task I enjoyed immensely. 

In order to establish a frame of reference by which to interpret primary and secondary 

sources, the decision was taken to focus the study on examples where policy had a clear affect on 

various perspectives of the School of Art's provision. Hence, this study was guided by much of 

the primary information that could be located within the limitations set by external parameters. 

Secondary material, particularly by authors who had begun to write some of the background 

history of art education in Wolverhampton, has thus been appropriated to embed primary 

research within the wider filed of art education history and as a guide for gathering information 

and for establishing validity of findings. 

Authors of books that delineate the origins of the British education system, often centre 

on the building grants allocated to the National Society and the British and Foreign Schools 

Society in 1833, as the first major impulse of state education. In this genre of history writing, 

there has been a tendency to omit a mention of the £ 1.500 allocated to fund the first School of 

' BELL, J. (1993) Doing Yrnv Research project. 2nd ed Open University Press. p. 69 
Alderman JONES J, (1897) Historical Sketch of the Art and Literary Institutions of 

Wolverhampton from the Year 1794 to /897. London: Alexander and Shepheard. 

2 



Design in London on I June 1837 
.4 

This omission is often embodied by the adaptation of a 

standardised model of educational historiography whereby art and design, or technical education, 

is discussed as a disparate type of provision to general state funded education. Hence this model 

of writing echoes, and further establishes, the polarity that occurred between two main overseers 

of education from the mid-nineteenth century; the Science and Art Department at South 

Kensington and the Education Department at Whitehall in London. ' 

Although the 1833 building grants were the fast government funds made available for 

the benefit of public education, they were given solely for the construction of school buildings, 

rather than to promote what was taught inside them. Advancements for a scheme of subject- 

funded state education were made in 1837 by the initiation of a public system of design 

education, when a Normal School of Design was established in Somerset House London; the 

system being further extended a few years later by the establishment of provincial Branch 

Schools. ' 

This system of design education was created in direct response to the findings of a 

Select Committee appointed in 1835. ' The Select Committee on Arts and Afanufactures 

investigated ways to implement design education targeted towards the ability to draw and relate 

designs to manufactures, and therefore was an enquiry that concentrated on the work and working 

processes undertaken by the industrial classes. By enabling artisans to become proficient in the 

For example, MUSGRAVE, P. W. (1968) Society and Education in England since 1800. 
Methuen and Co. Ltd. makes no mention of the Schools of Design founded in 1836. Also, 
Fenwick, K. and McBride P. (1981) The Government of Education. Oxford: Martin Robertson. In 
their first chapter 'A Historical Introduction', the authors omit any reference to the Schools of 
Design. 

Fora more in-depth examination of the two departments see IUTTERWORT11,11. (1971) 
'South Kensington & Whitehall: A Conflict of Educational purpose'. Journal of Educational 
Administration and History. Vol. 7, pp. 9-19 
' Prior to the funding of the Schools of Design, '... the only government funds allocated to art 
education went to the Royal Military Academy at Woolwich and the Royal Military College at 
Sandhurst... ' for further details see ASH WIN, C. (Ed) (1975) Art Education Documents and 
Policies 1768-1975. Society for Research into Higher Education. p. 10 
' See, SPARKES, J. (1884) International Health Exhibition. Schools of Art:: Their Origin. 
History. fiärk and Influence. London William Clowes and Sons, Limited. Pp. 30-36. For a 
detailed account regarding the opening of the Normal School of Design. 



skills of ornamental design it was intended that British 'fancy manufactures' would rival the high 

quality manufactures of continental rivals. ' 

The early history of state-funded art and design education has been recounted in several 

significant texts that highlight both triumphs and turbulent times following the introduction of 

design education in the first half of the nineteenth century. ' Seminal publications on the Schools 

of Design have mainly concentrated on the national framework of provision, but in the last thirty 

years of the twentieth century, more studies have been conducted on the history of specific 

schools of art and design. 1° Past approaches to an and design history were recently examined in a 

doctoral thesis completed in 1999 by Mervyn Romans who expanded on his theory that five key 

texts on the history of art and design education had'... created a 'dominant' history'. In his PhD, 

Romans went on to critique these texts by using what he termed a 'revisionist' approach to 

evaluate an established historiographical narrative ". 

The five authors and titles evaluated by Romans in his thesis, are listed in chronological 

publication dates and are repeated here mainly to aid reader comprehension: Quentin Bell, The 

Schools of Design (1963); Gordon Sutton, Artisan or Artist? (1967); Richard Canine, Draw they 

Must (1968); Stuart Macdonald, The History and Philosophy of Art Education (1970) and Clive 

Ashwin, Art Education documents and policies 1768-1975 (1975). 

' 1836 Select Committee of the House of Commons to enquire into the best means of providing a 
knowledge of the Arts and the Principles of Design among the people (especially the 
manufacturing population) of the country. Chaired by Thomas Milner-Gibson. Irish University 
Press. 

Seminal studies on the evolution of art and design education include, BELL. Q. (1962) The 
Schools of Design Routledge and Keegan Paul, and MACDONALD, S. ((1970) The history and 
Philosophy of Art and Design Education. University of London Press. Authors who write on the 
history and philosophy of art and design education frequently quote these texts. 
'o Studies such as, SWIFT, J. Birmingham and its Art School: Changing Views 1800 - 1921. 
Journal ofArr and Design Education Vol. 7 No. 1, p. 14. and ALLTIIORPE-GUYTON, M. 
(1982) A Happy Eye: A School of Art in Norwich 1845 -1982. Jarrold & Sons Ltd., help to 
integrate regional experiences into national developments concerning art education. 
.. '... the accounts of the history of art and design education given by the five writers who might 
collectively be termed the 'first generation' of historians of art and design education in Britain are 
so closely correlated in important respects that they have created a 'dominant' history... '. Ibid. 

. 
pp. 7-8 ROMANS, M. (1999) Social, Political, Economic and Cultural Determinants in the 
History of Nineteenth Century Art and Design Education in Britain. PhD Thesis Birmingham 
Institute of All and Design; University of Central England. 



This study does not imitate the meta-narrative analysis that Romans undertakes in his 

thesis, neither does it attempt to emulate the 'revisionist' approach taken by this author, however 

it recognises the logic of Romans' methodology and questioning of previously established 

histories on art and design education. Existing investigations that have centred on the ethos and 

provision of regional art schools have revealed characters, styles and wider influences that 

impacted on elements of art and design education. Inevitably, each institution has a history of 

similar experiences borne out of the controlling nature of legislation, inspection and examination 

procedures, that all served (and serve) to standardise the teaching of art and design. However, the 

examination of particular art schools consequently reveal idiosyncrasies that help to distinguish 

regional efforts, individual characters, and innovative practice. Thus enabling the institutional 

history of provincial schools to be positioned adjacent to existing written accounts of national 

developments in art and design education, which inevitably aid the type of 'revisionist' 

perspective of Romans' methodology. 12 

12 Ibid. p. 13. Romans cites a key research source that embodies the revisionist approach outlined 
in his thesis,? cter Cunningham's PhD thesis The Formation of the Schools of Design, 1830- 
1850, with special reference to Manchester, Birmingham and Leeds', claiming it "... set a standard 
for revisionist work in the history of art and design education in Britain that few have followed. 
Despite its being overlooked by historians of art and design education, the approach and the 
outcomes in Cunningham's thesis are so radically different from that of Bell, Sutton, Canine, 
Macdonald and Ashwin that its completion must be viewed as a point marking an important 
change in the climate of research into the history of art and design education in Britain". 



Chapter 2: Art and Design Education in Wolverhampton 

2.1: Central influences on Local Education 

Further advancements for a national system of art education in England occurred in the 

early 1840's, when provincial Schools of Design were opened as Branch Schools of the Normal 

School of Design based at Somerset House in London. Some of these regional institutions were 

established in areas of high industry such as, Manchester (officially opened in 1842) and 

Birmingham (officially recognised in 1843) with the intention of extending knowledge of design 

principles that could be transposed to 'fancy wares' produced by artisans working in local 

industries. " Wolverhampton, along with several other Black Country industrial towns, was 

comparatively slow to embrace the concepts that motivated a national system of art education 

from the early 1840's, as moves to provide drawing classes for Wolverhampton artisans were not 

implemented until the early 1850's. Almost a decade after Birmingham had opened a School of 

Design. " The wait to establish industrial training for Wolverhampton artisans is perplexing, as 

instruction in drawing could be regarded as a necessity for several of the Town's main industries. 

In particular, one of Wolverhampton's growing industries during the eighteenth and nineteenth 

centuries was japanning'": a process that required both design ability and artisanal skills in the 

application of designs to manufactures. 16 

" See MACDONALD (1970) Op cit., pp. 84-85 for details on the official recognition of the first 
1rovincial Schools of Design. 
' Although Birmingham had a Government School of Design in 1843, many other industrial 

towns in the Black Country did not implement this form of education until almost a decade later. 
For example: Stourbridge on established a school of design in 1852, along with Worcester, 
which was also opened in 1852 and Dudley where a school opened in 1853. See, SPARKES, J. 
C. L. Op. cit., Appendix C, p. 136, which gives a table of dates regarding the establishment of 
schools of art in Britain. 
"'By the middle of the eighteenth century... smiths were applying to metal the technique of 
japanning hitherto used on wood in imitation of Eastern goods... The 'Japan' itself was a mixture 
of turpentine, balsam, various oils, pitch, resin and wax. Black 'japan' was produced by the 
admixture of lamp black, but various dyes and gums were also used to produce red, yellow and 
gold. After four or five coats of this varnish had been brushed on to the article it was heated for 
twenty-four hours and then polished by hand with rushes or other soft polishers to produce a 
smooth and shining finish. ROWLANDS, M. B. (1975) Masters and Alen in the West Alidland 
Aletalware Trades Before the Industrial Revolution. Manchester University Press. pp. 135-136 
16 Alderman JONES, W. H. (1900) Story of the Japan Tin -Plate Working and Iron Braziers 
Trades. Bicycle and Galvanising Trades, and Enamel Ware Manufacture in Wolverhampton and 
District. London: Alexander and Shepheard Ltd. "in the year 1834 there were fourteen japan and 
tin factories in Wolverhampton. " p. 14. 

6 



This specific industry was a primary factor in the industrial growth of the town for as 

early as 1770, japanned articles had been made in a sixteenth century building known as 'The Old 

Flail' by a company called Taylor & Jones, (See Figure /). h' Hence it is clear that 

Wolverhampton industrialists had good reason to establish classes to teach design skills that 

could be applied to manufactured objects, (See Figures 2& 3). A statement by Andy Green, an 

author writing on the evolution of European education systems, highlights another reason for the 

apparent reluctance to introduce local educational schemes for the benefit of industrial practices: 

... there was an inherent limitation in the laissez-faire approach to training which lay in 
the very nature of the market itself. Capitalist enterprise was, by definition, competitive 
and individualistic and recourse to any collective strategies to improve technical skills, 
for instance setting up technical schools, went against the grain of entrepreneurial 
values. ' 

Throughout the eighteenth and first half of the nineteenth centuries various ideologies 

relating to entrepreneurship and self-help, affected national politics, popular thought and 

generated strong opinions on government intervention in private enterprise. The growth in 

Liberal politics - particularly during the middle of the nineteenth century, meant that educational 

schemes were sometimes viewed with a measure of ambivalence and mistrust by specific 

political factions and, in general, by popularist views and beliefs. And, more importantly in this 

case, by politically motivated industrialists, whose principles often emanated from a strong 

Liberalist stance. This political viewpoint advocated that public education contested the ethos of 

commercial entrepreneurism. 19 In addition to this, attempts to introduce education and training 

on a mass scale in England could be considered as unnecessary disruptions for a country that in 

the middle of the nineteenth century was fairly economically healthy and a major force in world 

export and trade. 20 

" ROWLANDS (1975) Op cit., p. 136 
'$ GREEN (1990) Education and State Formation the Rise of Education Systems in EnglantJ 
France and the (L A. Macmillan, p. 294. 
"'See FEN WICK, and McBride (1981) Op cit., "In addition, government interference, it was 
thought, might sap voluntary initiative; self-help and private enterprise... " P. 9. 
10 See GREEN (1990) Op cit., '... a nation... which by 1860, at the high point of Victorian 
capitalism, enjoyed yet unchallenged economic supremacy... ' p. 209. The rest of Chapter 
6, 'English Education and the Liberal State', gives a comprehensive account of how political 
ideologies impacted on the development of public education in England in the 19* century. 
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Another logical reason for Wolverhampton's inability to secure an early 'School of 

Design' relates to the status of the locality at that time. Although the industrial landscape was 

well established in the region by the first half of the nineteenth century, Wolverhampton was still 

in embryonic development with regards to its position within the national civic infrastructure. 

When the town was incorporated as a borough in 1848, this significant change was closely 

followed by renewed impetus to establish local education schemes in addition to other local 

21 service initiatives, such as sewerage systems and public lighting. 

Local action to organise design education, can also be located within the wider 

frameworks of national schemes that brought art and manufacturing design into the public 

domain. A number of national societies, developed from the mid-eighteenth century onwards, 

cumulatively served to raise the profile of art, design, and invention, and their important place in 

British society. One of these being the Royal Academy of Arts in London, conferred by Royal 

Charter in 1768.22 In some cases, seminal cultural transitions, including exhibitions in art and 

design, were viewed as'refining' social mechanisms, which led to widespread opinion that art 

could operate as a civilising force, once it was imbued within the nation's psyche. One of the 

early agencies that elevated society's awareness of the cohesive nature of art and economy 

included the Royal Society for the Encouragement of Arts, Manufactures and Commerce, a 

society established in London in 1754 by William Shipley. The society offered medals and 

prizes for a wide range of activities including commercial and agricultural inventions and 

discoveries, as well as giving awards for paintings and drawings; the Society also encouraged 

work connected to industrial manufacture. i' Shipley's Society also implemented another major 

form of public art and design appreciation through a series of public exhibitions - the earliest 

records of the Society refer to an exhibition held at the Society's House in London in 1761. Of 

considerable importance were the Society's early forays into arts and manufactures exhibitions, 

which provided the impetus for larger and much more influential national exhibitions, such as the 

Great Exhibition of 183 1. 

Z' Wolverhampton Centre of Progress: Ofwial Handbook. County Borough of Wolverhampton. 
Ed. J. Burow & Co. Ltd. p. 39 (No date given) 
22 COPPLESTONE, T. & MYE: RS, B. (Eds. ) (1792) Art Treasures in the British Isles. Book Club 
Associates. P. 105. 
21 MILNE. J. A. (1934) The Story of the Royal Society of Arts. London: John Murray 

9 



Public interest in an exhibitions and the emotive issue of providing some form of 

practical education for the industrial classy was fervently massaged by the spectacular event 

known as the 'Great Exhibition' that took place in I lyde Park in London in 1851. Purbrick 

describes how, "the Great Exhibition as experiment increased knowledge about manufactures, 

about the differences between them and their places of production. 

The design and scale of the Crystal Palace and the breadth of displays within it attracted national 

(and world) interest in this event. 2' 

From a national perspective, the organisation that underpinned the Great Exhibition, 

from the implementation of national transport systems to the numbers of currant buns sold, 

embodied a nation that was in control of its economic and cultural future. Also, significant 

societal links to the exhibition such as. royalty, economy and empiricism, helped to indoctrinate 

the British public to ideals related to aesthetic judgement and to the importance of expressing this 

idiom through the production, purchasing. ownership and display of consumablcs. 2' Regional 

exhibitions such as those held in Manchester (January 1846) and Birmingham (September 1 849) 

also gave these thriving industrial regions a foretaste of the power of exhibitions to promote the 

products of their industries. " 

One of the main organisers of the 1851 exposition was I Icnry Cole, a civil servant who 

has been described as a '... paradigm of the Victorian Bureaucrat. 28 Cole not only applied his 

formidable administrative skills to the organisation of the Great Exhibition. but also viewed the 

event as the ideal opporAnity to educate the British populace in the principles of good taste. 

24 PURBRICK, L. (1994) The South Kensington Museum: The Building of the /louse of Henry 
Cole. In, POINTON, M. (ed. ) An Apart- An Institutions and Ideology Across England and North 
America. Manchester University Press. 
2` The innovative Crystal Palace was designed by Joseph Paxton. The glass and steel girder 
building erected in I Iyde Park. London was vast; it covered over 900,000 square feet in area and 
rose to a height of 108 feet. DE. MARE:, E. (1972) London 1831: The Year of the Great 
Exhibition. p. 105 
1` "A great people invited all civilised nations to a festival, to bring into comparison the works of 
human skill. .. A Prince of pre-eminent wisdom, of philosophical mind, sagacity... placed himself 

at the head of the enterprise, and led it to triumphant express. ' I lenry Cole, quoted in : BRIGGS, 
A. (1965) Victorian People A Reassessment of Persons and Themes 1851-67. Penguin Books. 
P. 24 

SPARLING, T. A. (1982) The Great Exhibition- A Question of Taste. Yale Centre for British 
Art. pp. 6-7 
'' ASIIWIN, Op. Cit., P. 27 

I0 



Thus encouraging an educated, consumerist public who would be able to distinguish 'good 

design' from 'bad design' - an ideological stance that was embedded within a wider remit to 

overhaul the existing Schools of Design. 2' Prior to the Great Exhibition, Cole had used a 

number of mechanisms to establish himself as an authority on the subject of state-led art 

education; one of these was a commercial enterprise that he established in 1847, called 

Summerly's Art Manufactures. This was a scheme through which Cole attempted to forge a 

coherent relationship between fine art and manufacture: 

Cole hoped to persuade a group of manufacturers whom he met in London, Stoke-on- 
Trent, Sheffield and elsewhere to put into production a range of ccramic. jlass and metal 
objects that had been designed for the purpose by painters and sculptors. 

The use of professional artists was not a new approach for industry, as is shown in the case of 

Wolverhampton's japanning industries, where this type of collaboration was prompted by public 

taste and a growing demand for ornamentation: 

Changes occurred in the fashion; best paper tea trays were demanded of more expensive 
and elaborate designs. The public appeared quite prepared to pay good prices for first- 
class artistic work. This urged the employers, and their work-men. to make greater 
exertions to meet the demand... Not satisfied with native talent, the masters sent to 
Germany, and brought over an artist of great merit, named Voss, from Düsseldorf. 

However, the stance taken at Wolverhampton japanning firms was largely concerned 

with the embellishment of ornamental wares rather than the design of them. Thus, while local 

industries concentrated on meeting demands for their immediate markets, wider theoretical 

debates on design for manufactures compounded the delivery and purpose of the Government 

Schools of Design. I lenry Cole deliberated on these issues, and gave his opinions on the reforms 

needed for the existing art education system in a periodical entitled the Journal of Design and 

blanuffcture. first published in 1847. 

r See Henry Cole's 'Suggestions for the Management of the School of Design - prepared by Sir 
I lenry Cole, and placed by him before the Select Committee on the School of Design. May 1849', 
in SPARKI: S (1884) Op cit. Appendix B. p. 133-135 
10 IRWIN, D. (1991) An Versus Design: The Debate 1760-1860. Journal of Design History Vol. 
4 No. 4, The Design Ilistory Society. p. 228 
" Alderman JONES, W. 11. Op cit.. p. 40. 



Various forms of lobbying by Cole led to him being summoned to testify to a Select 

Committee established to inquire into the Government School of Design, which reported in 

1849. " The Select Committee, after examining the existing organisation of the schools of 

design. expressed concerns over standards of teaching and criticised the lack of organisation in 

the schools. Their subsequent report provided the catalyst for an overhaul of the old system of 

design education that culminated in the formation of the pragmatically named Department of 

Practical Art and the implementation of distinct changes in central funding regulations. Sparkcs 

gives an account of the role that Cole took in the 1849 proceedings and of the way he presented 

facts and figures in order to show that the first experiment in art education had not fulfilled its 

objectives: 

... there was a good deal of testimony to show that the schools had had less direct 
influence than had been anticipated, for Mr. Cole admitted that of 56,000 designs 
registered since 1839, probably not more than 100 could be selected as manifesting 
improvement of an original character. " 

Henry Cole's philosophies on art and design principles were later disseminated at a more 

practical level when he attained the post of General Superintendent of the newly titled School, of 

Practical Art in I852. " At the same time Richard Redgrave was given the position of Art 

Superintendent. " In his new role as General Superintendent of the Department of Practical Art, 

Cole, rather deftly, steered art education away from the fine art versus design for industry 

argument that undermined the earlier management of the schools of design. 

12 The Report of the 1849 Select Committee highlighted the problems with the original Schools 
of Design but changes to the system took another three years to implement. The old system was 
re-organised in February 1852, when the Board of Trade appointed Henry Cole to the post of 
General Superintendent to oversee the running of the new system entitled the Department of 
Practical Art. See ASIIWIN (1975) Op. Cit., p. 26. 'Report of the Select Committee on the 
Government School of Design', for more details on the Committee's findings and 
recommendations. 
" SPARKE? S (1884) Op cit., p. 50 
" For details of Henry Cole's work as a civil servant and his role in art education, see, COLE. Sir 
Henry (1884) Fifty Yews of Public Work. London: Bell. 
" Redgrave's productivity as a painter decreased in the last decades of his life as he assumed the 
new and influential roles of arts administrator and author. Along with I henry Cole, Redgrave 
became the dnving force behind the reform of art education in Great Britain. Ile held several 
positions in the Government School of Design (later the Royal College of Art): botanical teacher 
(184% headmaster (1848). art superintendent (1852), and in 1857 he became inspector-general 
for an, in wtuch capacity he developed a national curriculum for art instruction. ', MOORE- 
I IELE: NIAK. K. 'Rcdgravc, Richard (1804-1888)', Oxford Dictionary of National Biography, 
Oxford University Press, 2004 <httpJ/www. oxforddnb. com/vtcw/article/23254> 
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Consequently, a formulaic system was achieved through the introduction of a uniform 

curriculum. supported by annually published rules and regulations that rationalised the delivery 

and purpose of state-funded an education 

The subtle shift from design education to art education was achieved when the new 

standardised system re-instated branch schools as elementary drawing schools that were required 

to teach a percentage of parochial school children rudimentary drawing skillsx Masters and 

pupil-teachers from parochial schools could also attend schools of art for half fees in order to 

gain a certificate to teach elementary drawing. I icnce, in taking this approach, the Department's 

strategy was to prepare prospective students who wished to study art after completing their 

elementary education -a key factor that had hindered the first experiment in the schools of 

design. In addition to providing elementary drawing for local children, the regional art schools 

also supplied the central school in London with students who were then able to train as future Art 

Masters for local schools of art. The outcome of this plan was that the system quickly became 

self-propelling but at the same time, overtly bureaucratic. 

Paradoxically, the implementation of this system undermined the emphasis on local 

schools as champions of training for industry - for this marriage was soon eroded by Cole's 

regimented and inflexible curriculum, called the National Course ojbutruction. Although design 

- including historical design - was embedded within the schematics of Cole's plan. For an 

additional clement that underpinned Cole's vision of extending principles of 'taste', was the 

creation of a Aluseum of Mlanujactures which by the year 1857, was sited in Marlborough f louse 

in London; an old palace of the royal family. The Museum consisted of displays of objects that 

had been purchased from surplus funds acquired from the Great Exhibition, in addition to objects 

such as casts, previously used as teaching resources in the original schools of design. " By 

allowing public access to the museum it was intended to attract various factions of interested 

people, who could then acquire an education in 'taste'. Cole would further extend this idea to local 

" MACDONALD, (1970) Op cit., p. 155 
" This collection %%w the precept to the later establishment of the Victoria and Albert Museum in 
Exhibition Road, London. 
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schools of art by alloying objects to be circulated around the various schools as teaching aids, in 

order to make the Museum '.. as useful as possible to the Schools of Art throughout the country'. " 

One significant change that was introduced at an early stage of the Department's 

existence, related to the funding of local branch schools to the Central School of Art: 

The towns were expected to find a lot of the money themselves, but the Department of 
Practical Art would encourage and assist them by guaranteeing the salary of a teacher, 
providing books and materials... The government would not direct, and the initiative had 
to come from the towns... " 

These were the terms that were devised following the revision of the former schools of design, 

and this was the locus that led to the idea of incorporating a drawing school for artisans in 

Wolverhampton, by appointing a Mechanics' Institute Committee to draw up a plan. But while a 

permanent school of art was being established in the town. the national system of art education 

was overhauled again; hence by 1854, Henry Cole was heading national provision for an and 

design education under the new ly titled Science and Art Department. 40 

'r Circular No 261 - rirculotion of Objects of Art, Books, Etc., to Local Schools'. Committee of 
Council on Education. Art Division, South Kensington. May 1857. 
" FRAYLING, (1987) Op cit.. p. 40 
40 The Science and Art Department was established in March 1853 under the jurisdiction of the 
Board of Trade. See BUTT1: RWORTI I. 11. (1970) Op cit.. for an overview of the role of the 
Science and Art Department within the British state education system. 
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2.2: First Steps - Origins of Art Education In Wolverhampton 

In 1897 a Wolverhampton industrialist and local councillor Alderman John Jones, 

emphatically stated that the initial idea to found a School of Design in Wolverhampton was 

largely prompted by the 1851 Great Exhibition of the Works of Industry of all Nations. 4 It is 

certainly true that the locality were well aware of proceedings at this event. as daily reports in the 

Wolverhampton Chronicle during the year 1851 offered extensive coverage, giving detailed 

accounts of everyday occurrences at the Great Exhibition. u Undoubtedly, these reports would 

have engendered local interest in the concept of provincial art education, and would have served 

to emphasise substantial benefits for industry through the establishment of drawing classes for 

local artisans. In addition to this, there were several local firms who exhibited their products at 

the Crystal Palace in 1851 43 

Early moves towards providing education for the workmen of Wolverhampton had 

previously been undertaken in the form of institutions such as, The Wolverhampton Tradesmen's 

and Afechanic's Library (circa 1827) which was revitalised as, The Wolverhampton Athenaeum 

and Mechanic's Library, in 1847. " The Library offered classes and lectures in a range of 

subjects but in reflection to the growing interest in science and discovery throughout the 

Victorian era, lectures that focused on scientific principles became very popular. " 

'JONES (1897) Op cit.. proclaims, The works displayed at the Crystal Palace came as a 
revelation, and produced a profound sensation in Wolverhampton. ' p. 146. 
'' Reports that chart day-to-day occurrences at the Great Exhibition appear in the Wolverhampton 
Chronicle from the beginning of May 1851, giving detailed accounts of exhibits, visitor numbers, 
etc 
" Several japanning firms from Wolverhampton presented exhibits at this event. 'Both 
Shoolbread & Loveridgc, and I tcnry Fcamcombe, sent specimens of their manufacture to the 
Great Exhibition... ' W. 1 I. JONES. Op Cit. p. 57. 
" ROWLEY, J and ROWLEY, J, (1975) The Promotion of Adult Education in Wolverhampton 
1827-1869. Journal of West Midland, Studies. Vol. 8 winter, p. 1. gives a detailed account of the 
Mechanic's Institute movement in Wolverhampton. 
" Ibid. p. 3. "ßy January 1848 five classes were in operation and a class for mutual improvement 

was proposed. This was to be open to members who read a paper or generally promoted 
discussion on literary or scientific principles. " 
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Figure 4: The Mechanics' Institute sited on Queen Street, Wolverhampton. This building 

was erected in 1836 and housed a library, lecture room, and reading room. The Mechanics' 
Institute was revitalised as a Free Library in 1869. The blue plaque on the building 

announces that George Wallis lectured there in 1838. Image copyright of 
http: //www. localhistory. scit. wlv. ac. uk/listed/queenst43a. htm 
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As the number of attendees grew, so did the variety of classes on offer, and it was during this 

expansion of educational provision that the idea to establish a school of design in 

Wolverhampton was first considered: 

At the Annual General Meeting, 1849, the Committee considered that 
the formation of a class for the study of drawing, painting and modelling would not only 
be practically useful, as a number of japanners' assistants were members, but would 
perhaps lead to the formation of a school of Design in connection with the Athenaeum 46 

Despite the practical demand for these classes, an independent committee to oversee the venture 

was not established until 1851, when seven people were appointed to investigate the possibilities 

of forming a school of design in Wolverhampton. 47 There were probably two main reasons for 

the initial delay. Firstly, donations and subscriptions had to meet the required outlay to initiate 

drawing classes such as, hiring rooms and purchasing equipment, and it would have taken some 

time to collect enough funds to meet these basic costs. Secondly, following the report by the 

1849 Select Committee, the national system of design education was in a state of flux, as the 

Committee's Report highlighted several problem areas that needed re-organisation. 48 In all 

likelihood, this could have delayed information from the central authorities, concerning the 

government's policy on founding provincial schools for art education. 49 

Following the appointment of the Mechanics' Institute Committee, a report in the local 

evening paper on 7th October, 1851, described a meeting held at the Town Hall `for the purpose 

of considering the advantages arising from a Government School of Design and the necessity 

46 Ibid. p. 4. This initiative was not unusual, see SPARKES, (1884) Op cit., "... the Mechanics' 
Institutions, which had sprung up since 1823, had in some cases devoted a portion of their funds 
to the formation of evening classes for teaching and drawing... " p. 33. Furthermore, interest in 
this scheme might have been set in motion by the appointment of a Select Committee in this year 
to `inquire into the Constitution and Management of the Government School of Design' chaired 
by Thomas Milner Gibson. 
4 ROWLEY, J and ROWLEY, J. Op. Cit., "Two years later, a committee of seven was 
appointed.. . to make enquiries respecting the establishment of such a school". P. 4. 
° ASHWIN, C. (1975) Op. cit., p. 26. `Report of the Select Committee on the Government School 
o(Design '. 
4 1849 Report from the Select Committee on the School of Design; together with the 
proceedings of the committee, Minutes of Evidence, Appendix, and Index. 27 July, 1849. 
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which exists in this town for an institution of the kind' 50 It is clear from this report that the plan 

to implement some form of art education in the area had begun to gather momentum, as it 

outlined the intention to prepare an organised petition which was to be circulated amongst the 

leading industrialists of the town: 

That a requisition be prepared and signed by the leading merchants 
and manufacturers, &c. of this town and neighbourhood, requesting 
the Mayor to convene a public meeting, that the attention of the town 
may be called to the importance of the object in view .... 

51 

A few weeks later, a document was prepared by Charles B. Mander who addressed the 

letter in his official capacity as Honorary Secretary of the Committee (See Figure 5). This was an 

open letter, simply addressed to an anonymous `Sir' and dated November 25, describing 

`the objects and advantages of a Government School of Design' while further explaining that, 

`... the primary object with the government in the establishment of these schools, is to furnish the 

means whereby our artisans can acquire, at a small individual expense, a knowledge of 

ornamental art. '52 The formal nature of the letter reveals that it was most likely distributed to 

selected members of the public in an attempt to encourage fiscal support for the project. The 

document also points out the `... advantages which will accrue to the working classes... ' and 

further states that a school of design will offer value to `... the manufacturer, the merchant, and the 

ironmaster. '51 Other social benefits such as the moral improvement of the working classes of the 

district are also outlined in this letter which, preceded a County Meeting where this proposal was 

to be discussed. 

so Wolverhampton Chronicle, 15 October 1851. p. 1. Although a definitive list of the seven 
committee members appointed by the Athenaeum's Committee is unavailable, the newspaper 
report describes the representatives of the initiative as, Mr EB Dimmock (Chairman), Mr. 
Edward Perry, Mr Samuel Mander, Mr Edward Banks, Mr William Shoolbred, Mr Frederick 
Walton and Mr George Skey (the majority of this group were local industrialists). 
51 Ibid. 
52 Letter/Circular signed by Charles B Mander, Hon. Secretary, entitled `Government School of 
Design' November 25 1851. CMB/WOIJED/1/6, Wolverhampton County Archive Research 
Network (Hereafter referred to as CARN). Charles Mander was also a major advocate of the 
Wolverhampton Temperance Movement so his stance on the moralising influence of education is 

not surprising. 
53 Ibid. 
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Figure 5: Charles Benjamin 
Mander, first Honorary Secretary 
of the Wolverhampton School of 
Practical Art. Image from 
MANDER (2004) p. 116 
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Details of the proposed School of Design were more publicly announced in the 

Wolverhampton Chronicle that reiterated some of the practical information contained in 

Mander's circular. Further describing the Committee's intentions to offer `... the advantage of a 

complete and systematic Course of Education... ' (See Appendix 1)54 The report also contained 

comprehensive details of how the venture would be funded by subscriptions, donations and class 

fees. A system noted by Macdonald, as one that followed the funding schemes devised for 

financing elementary education and Mechanics' Institutes. ss Taking Macdonald's point into 

account, it is clear that earlier education schemes in Wolverhampton such as the Wolverhampton 

Tradesmen's and Mechanics Library, and later the Mechanics' Institute, gave precedents for the 

establishment of a school of design, especially with connection to raising local subscriptions and 

donations. 56 

This interest in established drawing classes at the Mechanics' Institute could be firmly 

aligned to the involvement of George Wallis in the activities of the institution. In 1838, Wallis 

had organised an Exhibition of Arts and Manufactures at the Mechanics' Institute and had given 

lectures in relation to this exhibition. This shows that some years prior to establishing some form 

of art education in Wolverhampton, local and cultural interest in art and design had been 

imparted at a time when the first School of Design was being established in London. 57 Hence, 

this was an early example of connecting both art and manufacture in an exhibition that pre-dated 

national attempts to rationalise design education with wider economic needs. The connection 

between drawing classes and local manufactures was cemented by the members of the Committee 

elected by the Mechanics' Institute to oversee this venture. The seven Committee members were 

largely local industrialists who were probably appointed by the governing body of the Queen 

Street institution rather than by a public democratic process. However, as the principal rationale 

for the formation of a drawing school was seemingly beneficial to district manufacturers, the 

industrialists in charge of the venture could not fail to have recognised the possibility of 

benefiting from their charitable efforts. 

54 Report titled `Government School of Design'. Wolverhampton Chronicle, 26 November 1851. 
1 

5 MACDONALD (1970) Op. cit., pp. 120-121 
56 ROWLEY, J& ROWLEY, J. (1975) Op cit., p. 1 
57 Alderman JONES J, (1897) Op, cit., p. 153-155 
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Whether or not the initial enthusiasm to organise a formal scheme of art education in the 

region was prompted by the Great Exhibition, there are two significant points relating to the 

overseeing of classes that were intended to extend the education on offer at the Mechanics' 

Institute. Firstly, not only were these new classes being implemented to benefit local employers 

and employees, but the Wolverhampton Chronicle listed comprehensive details of the `Branches 

of Instruction' to be taught. This was therefore, a move to offer a pre-planned system of 

education that emulated a standardised syllabus taught at the Central and existing Branch Schools 

under the terms of the central authority in London. This pre-determined syllabus differed from 

the existing education on offer at the Mechanics' Institute which was ostensibly, led by high 

attendance figures at lectures on popular subjects. 

Secondly, this was the beginning of new alliances between local effort and centralised 

government departments, which effected new levels of local managerial and administrative 

expertise. By attempting to implement and oversee educational policies originally conceived by 

central government, local philanthropists were in a position to reinforce their high profile in the 

local community and further champion themselves as responsible civic leaders who were capable 

of liasing with government officialsS8. Thus, the administrative skills developed through the 

management of these early institutionalised schemes aided the evolution of `civic' authority and 

autonomy as prominent individuals embraced public roles. Particularly throughout the second 

half of the nineteenth century, when large scale projects such as public health, town planning and 

transport further honed the skills of civic leaders. Hence, incrementally, it was the initial 

participation of wealthy industrialists that helped to establish the foundations for a local political 

framework, leading to significant changes in 1888, when Wolverhampton became one of the 

regions to be constituted as a County Borough Council. 59 

58 The Municipal Corporations Act of 1835, brought in a new democratic system where 
ratepayers voted by secret ballot to elect local councillors. The high profile Mander and his 
associates gained through undertaking public schemes would denote them as likely candidates for 
Town Councillors. See RAO, N. (1994) The Making and Unmaking of Local Set f- Government. 
Dartmouth Publishing. 
s9 The County Borough of Wolverhampton: official handbook. Op cit., p. 20. 
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A distinct example of local administration is encapsulated in the formal proceedings to 

establish a school of design in Wolverhampton. In December 1851, a report appeared on the 

cover page of the Wolverhampton Chronicle, headed by an ornate coat of arms and bearing the 

officially worded title Government School of Design for Wolverhampton and South Staffordshire. 

This report gave details of the outcome of a public meeting, chaired by John Barker, the High 

Sheriff of the County of Stafford, to discuss the establishment of a school of design: 

That this meeting cordially approves of the efforts to establish a Government School of 
Design in this town; and being convinced that serious evils have resulted to our 
Manufacturers and Artisans from the deficiency of knowledge and skill... concurs in the 
Memorial presented to the Board of Trade, and determines that a School of Design shall 
be and is hereby established, to be called `The Wolverhampton and South Staffordshire 
Government School of Design'. 60 

Further details are given on a newly elected committee which has risen to a much higher figure of 

forty-six members, which included the original seven committee members and also several titled 

dignitaries. The involvement of the latter members at this early stage was possibly calculated to 

bring more credence to the project. Early problems that had inhibited the progress of this venture 

and official policies related to funding regional design schools were finally recognised at this 

meeting. One pressing problem was that there was no suitable building in Wolverhampton 

`... adapted to the purpose of a School of Design... ' and also that `... the Government Grant is 

made conditional that a suitable one is provided.... ' To meet these necessary requirements it was 

agreed that the committee would be authorised to arrange the building of a new school and that 

the Treasurer (John Barker) and the Honorary Secretary (Charles B. Mander) would oversee the 

collection of voluntary donations to fund the scheme. The report also gave its thanks to a Mr. 

George Wallis'... for the valuable advice he has given to this Meeting and ... to the Preliminary 

Committee'. 61 

At that time Wallis (who was born in Wolverhampton) had not only just finished serving 

as a Deputy Commissioner at the Great Exhibition but had also been asked to take up the post as 

Headmaster for the Birmingham School of Design. In Wallis, (See Figure 8), the Committee had 

60 County Meeting. Wolverhampton Chronicle, 17 December 1851. p. 1 
61 Ibid. 
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found an invaluable advisor whose long-term involvement and experience in the art education 

system made him a powerful ally. 62 And, although John Jones states that the first School was 

established late in 1851, in fact, primary sources reveal that it was 1853 before any formal art 

teaching was undertaken in the town. 63 This fact is evidenced by a report in the Wolverhampton 

Chronicle, which, took a great interest in the first official classes that commenced in May 1853. 

The report informed its readers that the school was to begin `... immediately by forming 

Elementary Classes... ' which were to be sited in rooms at the back of the Orphan Asylum on 

Queen Street 64 At this point in time, it had taken approximately two years for the project to 

begin to fulfil its practical objectives and yet there were departmental regulations to be met 

before any form of state - funded art education could be disseminated. 

On 1 August 1854, the Government School of Practical Art for Wolverhampton and 

South Staffordshire, designed by local architect Edward Banks, was officially opened with typical 

Victorian pomp and ceremony, (See Figure 6). The explanation for such a grand display can be 

gleaned from the decoratively illustrated statement that records this event, as it also documents 

that the school was the very first purpose-built school of art under the jurisdiction of a central 

funding body. 65 Stuart Macdonald also gives information on the first art schools erected in the 

1850's, placing the Wolverhampton School first in his list. 66 The fact that the opening of the 

Wolverhampton School of Practical Art was described in an article in the London Illustrated 

News, could also reflect that this was a seminal moment for art and design education history, (See 

67 Figures 6 &7). In its article, the London Illustrated News gave a comprehensive description of 

62 Wallis' career began when '... he won one of the six exhibitions offered by the government in 
1841 and joined the school of design at Somerset House, London'. Dictionary of National 
Biography. (1906) Vol. XX, Oxford University Press. P. 598. 
63 'The works displayed at the Crystal Palace came as a revelation, and produced a profound 
sensation in Wolverhampton... This led to the starting of a small school of art in Castle Street. Mr 
Chittenden was appointed art master at the end of the year 1851... ' JONES, Op Cit., pp. 146-147 
64 School of Art. Wolverhampton Chronicle, 4 May, 1853., p. 1 
65 1854 Circular: Government School for Practical Art for Wolverhampton and South 
Staffordshire. (CARN) CMB/WOL/ED/1/25 
66 'In the eighteen-fifties and sixties most of the Schools of Art rented rooms, and if a school was 
built, it was due to voluntary local efforts. Paradoxically it was not in the largest industrial cities 
that they were erected, but in the country towns and in old cities - for example, Wolverhampton 
(1854); Norwich (1857); Bristol (1858); Lambeth, Coventry and Nottingham (1863); Lincoln and 
Exeter (1865). MACDONALD, Op. Cit., P. 182 
67 The School of Practical Art for Wolverhampton and South Staffordshire. London Illustrated 
News, June 25 1853 p. 515 
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Figure 6: A representation of the new Art School in Wolverhampton as it 
appeared in the London Illustrated News in August 1854. 

Figure 7: The actual building in Darlington Street taken at a later point in 
its history when it was occupied by the Young Mens' Christian Association 
(YMCA). Image from ROPER (1974) 
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the School of Practical Art for Wolverhampton and South Staffordshire; the newspaper also 

commented on the unfinished facade of the building: 

If sufficient funds can be raised, it is intended to erect the building with white bricks and 
stone dressings: but, if not, cement is to be used. It is hoped, however, that a building 
specially devoted to the arts of design will not be allowed to set so bad an example in 
taste and construction as that of using cement instead of stone - the imitation instead of 
the reality. 68 

As, the latter report does not explicitly mention the fact that this was an important 

historical landmark and with no substantive evidence to corroborate this statement, it can only be 

surmised at this time that the Wolverhampton Art School was one of the earliest to be purpose 

built in 1854. Indeed, the local importance attached to the opening of a new school, whose 

directive was to provide industrial training, was made explicit in some of the inauguration 

speeches (of which there were many). Even though the word `design' had disappeared from the 

title of the new school to be replaced by the more pragmatic Practical Art', local opinion still 

largely centred on the economic benefits that design education would bring to industrial 

Wolverhampton. Although these benefits were firmly alluded to in an address by a local 

clergyman - the characteristic Rev. J. B. Owen - the civilising influence that art education would 

bring to the town was also implied: 

The Wolverhampton artisan ... 
had natural ability to accomplish great things if he had the 

chance... Would it be no deliverance to get rid of that everlasting blue-bottled willow 
pattern from our crockery, with a dejected Chinaman [sic] sitting on that isolated bridge, 
that equally puzzled us to conceive how he got on it or how he could get off. There 
were many violations of the rule of art and common sense, which schools of art were 
calculated to rectify, and Wolverhampton needed improvement more than any town. 69 

The emphasis on `common sense' and enigmatic statement that Wolverhampton was in desperate 

need of'improvement' reflects, to some degree, Charles Mander's conviction that design 

education would also have a refining or civilising effect on the lower classes who took part in it. 

68 Ibid, p. 515 
69 Alderman JONES, J. Op. Cit., pp. 150-151 
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For in his earlier circular of 1851, Mander had promulgated the view that: 

... a School of Design will be particularly valuable to the manufacturer... and beneficial 
to the interests of all; and even were its benefits confined to the operative, it would 
clearly be the duty of everyone to assist in the establishment and support of our artisans, 
who have now to struggle on with little encouragement against numerous difficulties, 
and surrounded by many incentives to intemperance and crime. 70 

Ostensibly, the Great Exhibition of the Works ofAll Nations had helped to promote the 

cultural perception of prompting good 'taste' within the wider population. This notion was also 

implicit in conclusions drawn by earlier Select Committees which stressed the need to elevate the 

taste of the working classes; a maxim that was widely adopted and amalgamated within the more 

overt objectives of art education: 

One of the most insistent concerns expressed in the 1835/36 Select Committee on Arts 
and Manufactures, but one that continued to be fully debated in many arenas, even into 
the third quarter of the nineteenth century, is that of'raising the public taste'. This was a 
multi-faceted phrase, and one that was endlessly problematic... Most often it related to 
the purchase of artefacts by the public. But even here there were misconceptions, and 
examples of curiously muddled thinking. " 

An analysis of the latter statement from a retrospective perception of the nineteenth century, 

newly established faction of wealthy middle-class, reveals that through these types of early 

schemes, local industrialists were able to show themselves capable of managing positions of 

institutional authority. But implicit within these public roles were actions that allied ideological 

hegemony and values to education: actions that in many instances mirrored the `civilising' and 

`genteel' connotations attached to modes of learning by the aristocratic, ruling classes of the 

country. 72 Thus, through a series of cumulative national policies that affected everyday life in 

many British regions, many 'self-made' men were able to establish themselves not only as 

overseers of civic institutions and local policy, but also as cultural role models for local society. 

A situation that offered regional industrialists and other individuals who carried rank and prestige 

in the local community, to parody the type of ruling power traditionally held by royalty and 

landed gentry. 

'° Circular: Government School of Design (1851) CMB/WOL/ED/I /6, Op Cit. 
71 ROMANS, M. (1998) Politics, Economics and Art Education: Problematising a Nineteenth 
Century Panacea. Root and Stem. Volume 1. ARTicle Press. p. 109 
72 ̀Education works primarily through ideas and therefore corresponds most closely to that aspect 
of state formation which concerns ideology'. GREEN, Op. Cit., pp. 108-109 
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In summary, the first School of Art in Wolverhampton established a precedent for the 

locality -a new collaboration between the central authority and local management, to conduct a 

standardised education system. A development which can be viewed partly as a response to the 

climate of political change following the impact of the 1832 Reform Act. This Act enfranchised 

industrial centres in Britain, as it enabled landowners, industrialists, businessmen etc., to vote or 

stand for election and therefore, further enabled the contribution of individuals to both national 

and local policy. Moreover, social antecedents such as the repeal of the Corn Laws helped to 

effect a cumulative sense of social power - certainly of political power. Additionally, these 

changes also need to be viewed in the wake of several Select Committees whose focus on issues 

concerning British manufacturing and the issue of competition from foreign trade, highlighted the 

subject of training for industry (in addition to the refining force of art training). 73 The rationale 

of the Wolverhampton Art Committee was to organise design education in the locality - 

particularly to upgrade the drawing skills of artisans working in local industries. In addition to 

this, the Art School overseers idealised implicit benefits to local workmen whom (it was hoped) 

would become more civilised through the experience of formal education. By expecting 

externalised and internalised outcomes from art and design education, the Wolverhampton Art 

Committee was establishing an almost irrational target for an institution that was technically an 

elementary drawing school. 

Another significant factor that almost immediately affected the provision of art and 

design education in Wolverhampton, were the changes in central administration that occurred 

from 1852. This included the removal of building grants for new schools of art; a decision that 

had serious implications for the Wolverhampton institution which, was already under 

construction by that time. Consequently, the new school was being initiated by a group of local 

industrialists who had no prior experience of managing a centrally devised system of art and 

design education, at a time when the overseeing body was in a state of flux. Clearly, these were 

not the most promising circumstances to undertake such a venture. 

" Select Committees that centred on aspects of art and design education produced Reports in 
1836,1849 and 1864. See ASHWIN, Op cit., for further details on these Select Committees. 
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2.3: Policy and Tensions: Principles of Art Education versus Training for Industry 

Early records show that the Art Committee of the Wolverhampton School of Practical 

Art initially embraced their role, for the enthusiasm and commitment to the venture is clearly 

evident in the existing AGM records of the institution and local newspaper reports. Primary 

sources also reveal that the onus in regard of support for the institution was firmly placed on the 

wealthier inhabitants of the district. At the laying of the foundation stone of the new art school 

building in June 1853, the Reverend W. Dalton gave a lengthy sermon commenting on the 

responsibilities of local industrialists in relation to the educational needs of their workmen: 

I need not say how much it will rest with the great commercial houses of this town and 
district, whether or not the institution we inaugurate this day will succeed. The 
labouring population have a right to expect that those who employ them shall from their 
own resources, provide such a modicum of assistance as will enable them to take 
advantage of the benefits now being extended to every large town in the Kingdom. 74 

The issue of 'responsibility for art education was as much based in central education policy as it 

was in local morality, for this principle was made explicit by the central overseers of the 

Department who were based at Marlborough House in London. Indeed, self supporting 

principles were frequently advocated by Henry Cole, who is often referred to as a utilitarian, as 

well as being "... a life-long disciple of Samuel Smiles... " (the popular nineteenth century'guru' 

of self -help philosophy whose basic tenets were popular within middle and working class 

societies). 75 Indeed, one main criticism of the earlier system of art education had centred on the 

cost of provision to the state. Hence it was Cole's fervent ambition that all local schools would 

eventually become self-supporting institutions: rather than remain dependent on state funding. 76 

74 The School of Practical Art for Wolverhampton and South Staffordshire: Laying of the 
Foundation Stone. The Wolverhampton Chronicle, Wednesday 22 June 1853 
75 Although Smiles' very famous publication'Self Help was not published until 1859, there were 
other popular and affordable forms of literature that promulgated the importance of self- 
improvement. These have been described as, "A long stream of 'instructive' and 'improving' 
literature, much of it in the form of magazines such as the Penny Magazine, the Family 
Economist and the Family Friend [which] promoted the idea not only among lower middle-class 
people but among working men also". MAY, T. (1995) An Economic and Social History of 
Britain: 1760-1990(2" Edition). Longman. 
76 BUTTERWORTH, H. (1970) The Department of Science and Art (1853-1900 and the 
Development of Secondary Education. History of Education Society Bulletin. No. 6 Autumn 
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In the case of local institutions such as Wolverhampton that were established on the cusp 

of Departmental changes, it must have been fairly difficult for managers of regional art schools to 

clearly rationalise their objectives with those of the central department. Indeed, the Reverend 

Dalton's previously mentioned statement denotes that the town's Art School was primarily 

established as an aid to local industry and commerce. Earlier questions concerning the purpose 

of art school education had been largely unresolved when the original rationale of the Schools' of 

Design had attracted considerable public criticism from many quarters. Particularly concerning 

the failure of the schools to improve skills amongst the industrial working classes. This was 

another criticism that Cole clearly wanted to avoid when he obtained responsibility for the art 

school system. So, he implemented a graded system of instruction that focused on the individual 

acquisition of drawing skills, while also incorporating elementary drawing classes for children 

attending Schools of the Poor - thus taking the emphasis away from training artisans for industry. 

Hence, the art education syllabus became increasingly important in the national system 

as the attainment of artistic skill was presented as the principal goal, rather than pragmatic 

outcomes for British trade and industry. Additionally, by implementing competition between 

schools in the form of annual exhibitions, the onus was shifted from skills for industry to rewards 

for individuals and the schools they trained in. This shift in rationale also enabled Cole to 

implement his funding policy of'payments on results'. From the early days of his management of 

the Department of Practical Art, Cole had begun to espouse his firm beliefs on the method and 

purpose of art training. One prime example of this was given in a report he produced in 1852, 

titled, Reports on the Works sent from the Various Schools ofArt, which, proposed: 

... 
If the manufacturer is to be benefited by the instruction given in schools of 

ornamental art, novelty, as an end, must not be aimed at, but must be the result of sound 
principles, careful1 considered in relation to the fabric or material for which the 
designer labours... 7 

77 Department of Practical Art. (1852) Reports on the Works Sent from the Various Schools of 
Ornamental Art. London: George E. Eyre and William Spottiswoode. 
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Implicit in these recommendations is the attempt of the Department of Practical Art to 

dissuade manufacturers (and in this particular case, manufacturers who were members of local art 

school committees) from using the schools to develop design skills that could be utilised to 

pander to current fashion. Yet, to a large extent, it is clear that local industrialists comprehended 

the value of this venture into adult education in commercial terms - particularly as so much 

emphasis had been placed on the economic benefits of the original Schools of Design. 

Furthermore, the success of the Japanning and Tin-Plate works in Wolverhampton, which had 

been built on the basis of providing 'new design' and novelty products, was inherently dependent 

upon the vagaries of novelty and fashionable taste. Th Feasibly, the Department's enthusiasm to 

dictate teaching policies, which, rejected the type of design that favoured popular (sometimes 

considered vulgar) taste in ornamental manufactures, could have been an additional factor for the 

subsequent demise in support for art education in Wolverhampton. 

Changes in the overseeing role of the newly-instituted administration had been evident 

in the First Report of the Department of Practical Art, published in 1853, when the regulations 

for establishing local schools of art were clearly outlined under the heading 'Objectives of the 

Department'. 79 This report clarified the requirements of local management and public support, 

explaining the role of the Department as '... merely assisting in the initiative... '. 80 The latter 

statement clearly evidences a laissez-faire approach, where the slightly enigmatic phrasing used 

to outline the role of the Department, implies that the position of the central body to the local 

schools was more or less as a recumbent partner. Thus, the evolving relationship between central 

and local provision, from 1853 onwards, meant that the Science and Art Department offered 

pecuniary assistance to schools within a framework of teaching and curriculum outcomes, while 

abnegating all management decisions to local committees - even if they were bad ones. 81 

7g http: //www. localhistory. scit. wlv. ac. uk/Museum/metalware/loveridge/loveridge02. htm 
79 First Report of the Department of Practical Art (1853) detailed in ASWIN, Op cit., pp. 36-38. 
g° Ibid.; p. 38 
81 SPARKES, OP cit., By a minute of the 23rd March, 1853, the Board of Trade, with the 
concurrence of the Treasury, left the whole general management, and the control of its cost, in the 
hands of the local committees. ' P. 71 
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However, this pragmatic approach was only one aspect of Cole's acuity in relation to the 

organisational management of the Department. For his administrative policies were underpinned 

by a culmination of contemporary ideology and popular philosophies, theoretically aligned to the 

management of state structures and educational systems. One aspect of Cole's ideological beliefs 

conjoined to bureaucracy, was evidenced in a published address delivered on 16 November 1857, 

where Cole utilised an extensive quote by the Scottish economist and philosopher Adam Smith. 92 

It is clear that some of Smith's ideas on education were fully embraced by Cole and incorporated 

into the art education system. 83 A prime example of this came in the form of awarding prizes for 

pupils' works entered in the National Competition which gave medals and prizes for selected 

works of outstanding quality. TM Thus, in the early years of the Department, its formal relationship 

with local schools of art was not only complicated by swift changes in administrative and formal 

procedures. For its operation held a further degree of complexity through underlying principles 

formulated from an assortment of ideologies and economic theories that became embodied into 

the belief systems underpinning national art education. 

In March 1853, the Department of Practical Art was integrated into a larger educational 

department that incorporated both science and art, or as Cole described it'... a consolidation of 

institutions, most of which have long been established... '85 Cole retained his authority over the 

Art division while the Science division was placed under the leadership of Dr. Lyon Playfair, a 

Scottish scientist. Playfair -a member of the Executive Committee of the Great Exhibition - held 

` Adam Smith: 'Scottish economist and philosopher. He is regarded by many as the founder of 
modem economics and his work marks a significant turning point in the breakdown of 
mercantilism and the spread of laissez-faire ideas'. Pearsall, J. and Trumble, B. (Eds. ) (1996) The 
Oxford English Reference Dictionary. (2"d Ed. ) Oxford University Press. 
83 The public can encourage the acquisition of those most essential parts of education by giving 
small premiums and little badges of distinction to the children of the common people who excel 
in them'. Adam Smith quoted by Cole. H. (1857) IntroductoryAddress No. 1; The Functions of 
the Science and Art Department. London: Chapman and Hall. (No reference given for Smith's 
words) 
84 This system of awarding medals was introduced in 1857 and was a way for Art School 
Inspectors to reward good results in regional art schools and as such was part of Cole's payments 
on results philosophy. For further information on the National Competition, see MACDONALD, 
S. Op cit., and pp. 192-198. 
85 COLE, (1857) The Functions of the Science and Art Department. Op cit., in this publication 
Cole lists all of the institutions that amalgamated to form the Department of Science and Art. 
pp3-4 
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a fervent hope of Britain adopting the type of technical education disseminated in European 

education systems. 
86 

Many English observers, including those appointed to Royal Commissions, found much 
to applaud in the educational provision of numerous continental states.. . Lyon Playfair, 
the scientist and tireless advocate of technical education, praised Prussia, Switzerland 
and France for the excellence of their higher technical schools. " 

The amalgamation of science and art at this point in time, is likely to have been an expedient 

move to quell both criticism and concern that Britain was tagging behind continental rivals - 

particularly in educating its workforce. And, although the new department was instituted to 

provide a more complete system of public education, the traditional apprenticeship system 

prevailed for some years under the overarching ideology of Laissez Faire. 

During 1857, the official working arrangements between central and local overseers of 

art education were made explicitly clear by the central body. In an introductory address of the 

Functions of the Science and Art Department, Henry Cole outlined the terms that local 

committees were required to adhere to, if they were to sustain government funding for local art 

schools: 

In the relations with local committees provision is made to ensure clear responsibilities 
and adequate publicity in the proceedings... whilst the Department merely recognises 
results about which there can be no dispute, and rewards them. 88 

Hence, it is clear that by this point in time, the Science and Art Department was attempting to 

implement a nation-wide system of art training whilst attempting to maintain an equilibrium of 

cost in order to avert criticism of public money supporting private enterprise. 

86 ""An important organizer of the exhibits was Dr Lyon Playfair, for he prepared the 
classifications ... [and] ... also superintended the awards of the international juries... "DE MARE, 
E. (1972) Op cit., p. 60 
87 GREEN, (1990) Op cit., p. 10 
88 COLE, (1857) Op cit, p. 30 
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2.4: Instability and Insolvency: The First Decade of the Wolverhampton School of Practical 
Art 

Even though the School of Practical Art for Wolverhampton and South Staffordshire had 

an illustrious beginning, the institution went on to lead a precarious existence. Particularly 

throughout its first two decades after the Art Committee borrowed an additional sixteen hundred 

pounds in 1855 for the completion of the original building. 89 Why this additional sum of money 

was borrowed is not patently clear, as the original document evidencing the decision to borrow 

more money against the mortgage, merely states the intention of the committee to carry out this 

action. 90 Feasibly, this additional sum was most likely borrowed to meet outstanding mortgage 

repayments on the School; even though the institution had been founded on the premise of 

securing adequate financial support in the form of donations, subscriptions and student fees. 

Historically, the School of Practical Art for Wolverhampton and South Staffordshire was built at 

a point in time when most other providers of art education disseminated classes from rooms in 

Mechanics' Institutes, other communal buildings, or rented rooms. It is also possible that the first 

School of Art in Wolverhampton was unique in presenting the official title of the Department of 

Practical Art emblazoned in large stone letters across its impressive frontage. The venture was a 

colossal undertaking for Wolverhampton, which at that time was effectively on the cusp of 

further industrial expansion and growth. 91 

One further mitigating factor that could have had an impact on financial support for the 

School of Art was that during the middle of the 1850's, Wolverhampton experienced a downturn 

in local trade. W. H. Jones writing on the history and development of local trades in 

89 If the Wolverhampton Art Committee had waited for another two years to build a new local 
school, they could have applied for a building grant from the government. Building grants were 
available to help in the construction of art schools from 1856... such grants were paid ... up to a 
maximum of £500 for any one school' GOSDEN, P. HJ. H. (1966) The Development of 
Educational Administration in England and Wales. Basil Blackwell & Mott, Ltd., p. 47 
90 Document detailing the intention of the Art Committee to borrow an additional £1,600 `... upon 
mortgage of the School property... ' Art Committee Correspondence. May 24 1855. (CARN) 
CMB/WOL/ED/1/63 
91 Although the region had a healthy number of japan and tin factories, these were largely small 
concerns. Towards the end of the 1850's some of these firms were amalgamated and expanded to 
form larger companies. For example, in 1848 Mr William Shoolbread brought Charles Mander's 
Japanning firm and built new larger premises on Merridale Street, entering into a partnership with 
Mr Henry Loveridge. JONES, (1900) Op cit., p. 84-85 
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Wolverhampton, attributed this slump partly to the after-effects of the Crimean War `As a 

consequence business was completely paralysed; not only the japanning and tin trade but all 

trades suffered alike'. 92 

Whether or not this downturn affected the amount of support given to the Art School, it 

is clear that within its first few years of existence, the institution had begun to experience some 

degree of financial instability. Although this is not patently evident in an Annual Circular 

distributed in 1856, which announced the Second Annual Meeting of the Government School of 

Practical Art. For this document lists a reasonable number of charitable benefactors. These 

appear as seventy-six 'Life Governors by virtue of donations of £10 and upwards... ' and eighty- 

six Annual Subscribers who were entitled to vote in the election of the council. 93 This shows that 

there was a fair degree of local support for the institution although circumstantially, this may not 

have been enough to cover the mortgage on the property. And, in terms of support from fee- 

paying students, even though the school offered local workmen the opportunity to partake in 

`practical art' classes, the Art School was still facing competition from the local Mechanics' 

Institute, which remained popular up until 185794 In addition to this, other educational providers 

had also begun to spring up in Wolverhampton at a time when technical education was becoming 

the mid-nineteenth century buzzword for industry. 95 

One other key factor was that artisan classes at the School were scheduled during 

evening sessions and this was impractical for manual workers who had physically demanding 

jobs and long working hours. An original document provides evidence that local students did not 

92 JONES, (1900). Op cit. p. 97 
93 Annual Circular: Government School of Practical Art, Wolverhampton. July 17 1856; 
(CARN) CMB/WOL/ED/1/14 
94 HENDERSON, W. O. (1948) The Origins of Technical Education in Wolverhampton'. College 
Studies in Local History. No. 1, April. 
95 'The Working Men's College.. 

. 
had been established in 1857 to supplement the work of the 

Athenaeum but, at the same time, proved to be a rival institute'. Quote from FOGARTY, M. 
(1979) An Analysis of the Reasons behind the Decline and Ultimate Collapse of the 
Wolverhampton Athenaeum and Mechanics' Library (1847-1869) West Midland Studies. Vol. 12, 
p. 33 
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continue with their studies for any significant length of time - certainly not enough time to 

develop their drawing skills to any great extent % 

The previously mentioned document is a statement detailing annual attendance figures at 

the Darlington Street institution. Interestingly, it shows student numbers from 1853, when one 

hundred and twenty nine new students enrolled for the new term, up to 1855, when only fifty- 

seven new students entered the School -a significant drop over a short period of time. 97 The 

statement also shows that during each school term, student numbers fell dramatically throughout 

the first three months of attendance, over three consecutive years. For example in 1854, sixty- 

nine students enrolled at the School of Art, after three months only eighteen remained, and after 

six months only seven students were attending. 98 Conclusions can be drawn from this, as it is 

clear that initial enrolment figures were healthy, but it also clarifies that local students were not 

able to attend lessons for long periods of time; reinforcing the assumption that local artisans 

would not have the time, energy or money to significantly partake in this form of adult education. 

Of some initial consequence to the Wolverhampton Art School's rapid financial 

instability, was the performance of its first Art Master, Thomas Chittenden. His appointment 

was first announced in an article in the Wolverhampton Chronicle dated 4 May 1853, that 

described the opening of a'temporary school on Castle Street' and further stated that, `... the 

Government Authorities at the head of the Department of Practical Art, have appointed Mr 

Thomas Chittenden, to the Head Mastership of this school... '99 In all likelihood, Chittenden was 

probably recommended to the Wolverhampton Art Committee by the central department, rather 

than appointed by them. For in March of that same year, the Board of Trade had issued a minute 

96 'A Statement showing the number of the students who have entered at the School of Art, from 
its commencement in 1853, with the periods of their attendance. (no date given) 
CMB/WOL/ED/1/13 (CARN) 
97 Ibid. 
98 Ibid. 
99 Government School of Practical Art for Wolverhampton and South Staffordshire, Temporary 
School, Castle Street'. Wolverhampton Chronicle 3 August 1853. In reality, the temporary school 
was opened in rooms at the back of an Orphanage on Queen Street Wolverhampton to serve as an 
interim facility while the new School of Art was being built in Darlington Street. 
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that enabled localities to have complete autonomy relating to the establishment and management 

of local schools of art - which included the employment of an Art Master. 100 

Prior to this change in responsibility, the Board of Trade had overseen the task of 

appointing Masters for provincial schools who were employed at an initial annual stipend of £70 

-a much smaller sum than was extended to the new Art Master at Wolverhampton. 101 

Chittenden's salary was £200 per annum, noted by Quirke (1985) as an extremely high figure for 

a Master to earn at that time. 102 Although Chittenden held a Certificate in Drawing from the 

Department (awarded by Richard Redgrave who held the title of Art Superintendent), the only 

reason why his wages may have been so high is that he purported to be an ex-student of the Royal 

Academy in London. 103 In this case, Chittenden's generous salary seems to have given him no 

incentive to continue his training with the Science and Art Department. This became a 

significant issue just one year after Chittenden began teaching at Wolverhampton, when the 

central department established a new course of examination for Art Masters. 

Within the first few years of the Department's existence, henry Cole and Richard 

Redgrave devised stringent conditions that needed to be met, if local schools were to obtain and 

retain government assistance. These conditions also ensured that state expenditure on what was 

effectively secondary education, could be curtailed using the 'payment on results' strategy, 

particularly as assessment guidelines could be easily shifted to lessen costs. A similar system 

was also implemented by the Committee of Council for Education in state-funded elementary 

education. This approach meant that Cole's Department kept firm control of disparate aspects of 

art education, using a variety of mechanisms including; the National Course of Instruction, 

'°° Indeed, in 1857, Cole posited "The establishment of a Local [Art] School 
... originates entirely 

with the locality that wants it, and before the Department acts, certain things must be done, 
suitable premises must be found, and a certain constituency registered as being willing to be 
taught for a given time. The Department then grants partial aid in furnishing the necessary 
examples, recommends a master, who is appointed by the local committee if approved, and 
awards prizes". COLE, (1857) Op cit. p. 16 
101 SPARKES, Op cit., See pp. 66 - 67 for further information on changes relating to the 
responsibilities of local art school managers. 
102 QUIRKE, P. A. (1985) The Wolverhampton Free Library and its Adult Evening Classes 1873- 
1902. M. Ed., University of Birmingham; noted that 'The Free Librarian was only earning f 180 
er annum some half a century later'. P. 27 
03 Letter sent by Thomas Chittenden to the Council of the School of Practical Art, 12 May 1858. 

CMB/WOL/ED/1/1 (CARN) 
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Certification of Art Masters, and regularly published, government circulars which stipulated 

certain "conditions that had to be met". One example of this is found in Circular No. 136, which 

was distributed by the Department in June 1854, to all government-funded Schools of Art. 

This Circular detailed the course of examinations that Art Masters could complete in 

order to qualify for certificates relating to different stages of the National Course of 

Instruction! " The document also outlined a system for'... aiding the Master's Income by 

payments graduated according to Certificates of Competency obtained by them... '105 Cole and 

Redgrave, introduced the graded system of payments for Art Masters which awarded £ 10 for 

each Certificate of Competency they attained. The certificates were related to the National 

Course of Instruction which, in this case, was divided into six progressive stages that enabled Art 

Masters to obtain an annual payment for each successive stage they completed, although the 

maximum amount that could be earned by Art Masters was £50.106 

The subject of Art Teacher training was a factor that Cole had set out to resolve in his 

new role as main overseer of the Department of Science and Art, by implementing Art Master 

training at the Central School in Marlborough House, London - by this time suitably titled the 

National Art Training School. Cole knew from earlier failures in the Schools of Design and from 

witness testimonials at the Select Committees of 1835 and 1849, that the major issue that would 

impact upon a national system of Art Education, was a comprehensive lack of knowledge of 

elementary drawing amongst the populace. Therefore, he set out to rectify this situation by 

implementing policies that would encourage elementary drawing in public schools that were 

funded by the State and overseen by the Committee of Council on Education. In the early days of 

the Department of Practical Art, Henry Cole and Richard Redgrave (Art Superintendent) had 

104 Developed by Richard Redgrave and Richard Burchett, the National Course of Instruction is 
described in this document as being '.. Twenty-Four Stages of Art Instruction... ' however, later 

on the course is universally described as consisting of 23 stages of instruction. Redgrave, R. 
(June 1854) Circular No. 136 'Masterships in Schools of Art'. Department of Science and Art: 
Board of Trade. 
105 Ibid. 
106 The National Course of Instruction is described as'... twenty- three stages ... 

beginning with 
drawing, and followed by painting, modelling and design, built on a theory of accumulative 
simple to complex learning tasks'. SWIFT, J. (1996) Changing Fortunes: the Birmingham School 
of Art Building 1880-1995. The ARTicle Press. University of Central England in Birmingham. P. 
7 
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delivered addresses on the importance of establishing drawing classes in elementary education to 

underpin adult education in the national art schools. Macdonald used contemporary quotes from 

art school committees to reveal the negative reaction to this policy by local providers of art 

education. Resistance was futile, as later on, (following the introduction of payment related 

policies for encouraging elementary education), the same objectors had to shift their focus from 

industrial training for artisans, to elementary drawing for children attending Schools for the 

Poor. 107 

During August 1857, the Science and Art Department issued a new Circular (No. 284) to 

regional art schools which outlined the 'Conditions Which Must be Followed in Order to Obtain 

the Services of an Art-Certificated Master. This was anew policy implemented by the Science 

and Art Department to extend its operation'... especially in populous localities which have not 

yet established any Schools of Art. i108 The document set out new departmental rules and 

changed the existing policy on the provision of elementary drawing in parochial schools, thus 

further establishing the payments-on-results system by requiring local art schools to teach a set 

number of local schoolchildren. 

Of additional importance is the Department's decision to appoint local examiners who 

would visit the provincial schools and award prizes in connection with the National Competition 

(prior to this, medals had only been awarded by Department Examiners for selected works by 

students). 109 This move effectively tightened the central department's control over regional art 

education while also further enabling a cost-effective method of funding provincial schools by 

ensuring that schools operated strictly within Science and Art Department guidelines. The 1857 

regulations stipulated that at least 500 children or 1% of the local population from Schools for the 

Poor, were to be given instruction in elementary drawing and further directed that classes for 

107 MACDONALD, (1970) Op cit., During 1852 and 1853 Cole and Redgrave gave a series of 
lectures in Schools of Art on the importance of Elementary Drawing, and on 28 February 1853 
they were up at Manchester lecturing 'on elementary instruction in Art'. The Committee of the 
Manchester School seemed very aware of Cole's intentions and its members protested... ' p. 155 
108 Science and Art Department, South Kensington: Circular No. 284,13 August 1857. 
'Conditions Which Must Be Followed in Order to Obtain the Services of an Art Certificated 
Master'. 
1 09 As shown in 'Reports on the Works Sent from the Various Schools of Ornamental Art and 
Exhibited at Marlborough House in May 1852'. Department of Practical Art, London: Eyre and 
Spottiswoode. 
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Schoolmasters and Pupil-Teachers of public schools must also be established. In addition to this, 

Circular 284 announced that after August 1858, allowances for certificates, or any other funding 

for Masters, could not be guaranteed by the Science and Art Department, if the quotas detailed in 

this document were not met. 

Within a short time, it became clear to the Department that Thomas Chittenden was 

failing to meet the requirements of this stipulation. Even though two Pupil-Teachers were aiding 

the Art Master by giving instruction to children attending parochial schools, the School of Art 

was not achieving the set target of teaching elementary drawing to 500 children. One of the most 

plausible reasons for Chittenden's unsatisfactory performance lies in the fact that he was paid an 

annual stipend rather than have to rely on payments earned from the number of attending 

students. ' 10 A letter sent from the Science and Art Department in May 1858 reveals the 

Department's response to the Art School's failure to meet these quotas: 

It appears by the last Returns furnished by your School of Art that the number of 
Children of Poor Schools who received instruction either directly from the Art-Teacher, 
or under his superintendence, fell short of the number required to be taught; and I have 
to request that the accompanying form may be properly filled up and returned to me... in 

order that the progress made by each School since the regulations were established 
towards the attainment of a proper number of Pupils may be ascertained and recorded. "' 

The extension of elementary teaching was not the only aspect of art teaching that revealed 

Chittenden's poor performance as can clearly be seen from the first publication of the Report of 

the Examiners of Works following on from the introduction of the National Competition in 1857. 

The National Competition served as a public barometer of success or failure for its results were 

published annually in the Department's Directories, which were used as a mechanism to ascertain 

the quality of teaching in the Department's art schools. The School of Art in Wolverhampton not 

only had to shoulder an enormous debt from the mortgage on the school, but during the second 

half of the 1850's it was openly competing with other successful local schools. Including, 

1"It was the custom of most of the provincial Schools of Art to pay half of the pupils' fees to the 
masters, and occasionally the whole of them, but there were some exceptions where they received 
a fixed salary and no fees. The latter would have no obligation to increase their classes and 
spread the teaching of drawing... ' MACDONALD (1970) Op cit., p. 209 

Letter titled 'Circular relating to the Scheme for Pupil-Teacherships'. Sent to the Art 
Committee of the Wolverhampton School of Art on 6 May 1858. (CARN) CMB/WOUED/1/37 
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Birmingham, Stourbridge, Worcester and Burslum, which were all achieving better results in the 

local competitions. 

A Report on the newly-instituted National Competition in 1857 reveals that the 

Wolverhampton School of Practical Art took seven local medals overall; a poor result in 

comparison to the Burslem School of Art which took considerably more - thirteen overall. "2 

Yet, despite its apparent success in the number of medals awarded to its students, the Burslem 

School Committee took the decision to close the school during the following year. A situation 

which, underpins the premise where the output of high standards in students' work did not 

necessarily impact on the longevity of a regional art school. ' 13 That said, the payment-on-results 

policy became firmly ingrained into the system of state-funded art education, as it was not 

abolished until 1915. 

In September 1857, just one month after the new regulations had been disseminated, the 

Wolverhampton Art Committee received a letter from the Science and Art Department criticising 

Chittenden's performance and establishing what form of action would be taken to ensure that new 

regulations were complied with: 

I am directed to say that an Inspector shall be instructed to see the Committee and report 
why Mr Chittenden is unable himself to instruct or to cause to be instructed the children 
of the poor in Wolverhampton to the same extent that other masters are doing in other 
localities... if Wolverhampton desires to preserve the connection of its Schools of Art 
with the Department it will be indisputable that the teaching of drawing in the public 
schools should be given to the extent indicated by the circular. 114 

The authoritarian tone of this correspondence reveals that if local schools of art in the 1850's 

were in any doubt about the professional relationship between themselves and the central 

12 Report of the Examiners of Works sent from the Various Schools ofArt in Competition for 
National Medals. (1857) Department of Science and Art. 
113 SPARKES, Op cit., documents the inception date of the Burslem School of Art as 1869. 
However, primary evidence shows that there was an earlier school at Burslem, which closed 
down in 1858. 'You are doubtless aware, that the Committee of the Burslem School have decided 
upon closing it... ' letter to Henry Cole from Charles Mander discussing the appointment of 
William Jabez Muckley as the new Art Master for the School of Art in Wolverhampton, June 23 
1858. CMB/WOL/BD/1/71 (GARN) 
114 Letter to the Art Committee of the Wolverhampton School of Art from the Department of 
Science and Art, 17 September 1857. CMB/WOLJED/1/17 (CARN) 
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department, or if they decided to ignore or veer away from departmental regulations, they would 

swiftly be reminded of the regulatory framework. And, of the consequences if they failed to 

comply. 

Three months later, Charles Mander made a public announcement that 'Arrangements 

have been made with the Government Department of Science and Art, by which a Class will be 

formed for the Masters and Pupil-Teachers of Parochial and other schools in this town. " 15 But, 

by May 1858, further correspondence from the central authorities to the Committee reveals that 

the Art School was failing to teach the stipulated percentage of children from poor schools. 116 

Mander wrote to Thomas Chittenden in April of the same year concerning the'... unsatisfying 

state of [the] school... ' 

Chittenden's response gives a telling insight into the early problems experienced at the 

Wolverhampton institution: 

At that time the School of Art was altogether a new thing in the town and the artisans, 
clerks, etc. rushed to it as if they only had to enter the school and become in a short time 
first rate draughtsmen: as many as 115 entered the V Yr. of these 31 found in 3 months 
that it was not to their taste; 14 new pupils entered the 2°d Yr. of whom 4 dropped off the 
next three months, and 31 more of the original attendants did the same. ' 17 

It is clear from this contemporary account that the current attendance problems would 

invariably impact upon its financial stability. Additionally, the School was placed in further 

jeopardy by the failure of Chittenden to meet department quotas, as the Science and Art 

Department had made it clear that if their conditions were not met by August 1859, then the 

Master's Certificates and other allowances would be withheld. 118 In its already weak position, the 

School would have certainly closed without continued support from Government funding. 

Almost immediately the Art Committee wrote to Chittenden informing him of an official 

115 School of Practical Art, Wolverhampton, Wolverhampton Chronicle 23 December 1857 
116 Letter from the Science and Art Department to Charles Mander, 6 May 1858. 
CMB/WOL/ED/1/39 (CARN) 
117 Reply of Mr Chittenden to Secretary's letter, 1 May 1858' CMB/WOL/ED/1/1 (CARN) 
118 'Circular relating to the First Scheme for Pupil Teacherships. Science and Art Department 6 
May 1858. CMB/WOL/ED/1/37 (CARN) 
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requirement to take another Certificate for the'2°d group'. 119 To which he later described'... a 

resolution ... which is a want of confidence in my ability... i120 Consequently, Chittenden took the 

decision to resign his post and subsequently made a public announcement in the local newspaper 

of the proceedings that had led to his 'retirement'. 

With the Wolverhampton Art School already experiencing financial difficulties, the 

acrimonious departure of its first Head Master further undermined the credibility of the 

institution. Nonetheless because Chittenden was a popular teacher at Wolverhampton (possibly 

because of his connections to the Royal Academy) as evidenced by his retirement ceremony 

which was full of glowing testimonials from bis ex-students. 121. Hence, the loss of a popular 

Master put the School in a position where a replacement for Chittenden's vacancy was of vital 

importance. With this in mind, Charles Mander wrote to Henry Cole, asking if the Department 

could nominate another Art Master for Wolverhampton. This request was acknowledged by a 

department secretary in a letter dated 17 May 1858, which stated that'-due inquiries shall be 

made in the Training Class for a Master suited to the requirements of your school'. 122 However, 

Mander was incensed by the Department's suggestion that the post could be filled by a Master 'in 

training', and he belligerently explained the Committee's views on the situation, in a letter to 

Henry Cole: 

Towns like Shrewsbury and Wolverhampton require different men; one from a Training 
Class will do for the former but not for the latter, we require a man who can bring his 
theoretical knowledge to bear upon the various made requirements of this commercial 
town ... 

it is because Mr Chittenden could not do this that the results of his efforts have 
been unsatisfactory and we dare not run the risk of failing with a second master. 123 

119 The second Group was titled Painting Group with examination in Styles of Art'. See 
MACDONALD, Op cit., pp. 159-164 for further information relating to Art Certificated Masters. 
120 Letter from Thomas Chittenden to Art School Committee, 12 May 1858, CMB/WOLJED/1/12 
(CARN) 
121 '... at the close of the School for the mid-summer vacation the students presented Mr 
Chittenden (the retiring Master) with an address expressive of their deep-felt regret at his leaving 
them, and their great respect for the zeal, kindness, and ability he had always shown in fulfilling 
the duties of his office... ' Wolverhampton School of Practical Art. Wolverhampton Chronicle 23 
June 1858 
122 Letter to Charles Mander from The Science and Art Department, 17 May 1858, 
CMB/WOL/ED/72 (CARN) 
123 Letter to Henry Cole from Charles Mander, 18 May 1858, CMB/WOL/ED/1/77 (CARN) 
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The latter correspondence between Mander and the Science and Art Department reveals 

some tension regarding the relationship between the central department and local management of 

the Wolverhampton Art School. Although, Mander's trepidation concerning recommendations 

for a newly-trained Art Master is understandable, given the failings of Chittenden to meet the 

central department's stipulated objectives. 

Fortunately, salvation for the Wolverhampton School of Practical Art came one week 

later when a letter was sent to the Art Committee enquiring about the vacancy for the Art 

Master's post, from William Jabez Muckley, the existing Master of the Burslem School of Art. 

Mander reacted quickly by writing to the Science and Art Department asking for their general 

opinion on this appointment. Even though the Burslem School was on the verge of closure, 

Muckley's efforts and achievements in the Staffordshire Potteries were enthusiastically 

recognised by the central authority who described him as'... a very successful teacher at 

Burslem. i124 What is not clear is whether Muckley left the Burslem School of Art because it was 

failing, or if the School failed because of Muckley's departure? Interestingly, Sparkes in his 1884 

account of the Schools of Art dates the opening of the Burslem School of Art as 1869 but primary 

evidence from these accounts shows that there was indeed an earlier institution in Burslem. 125 

Mander clearly set out the rationale of the Wolverhampton School of Practical Art in a 

response to Muckley's interest in the Master's vacancy, and it is this letter that reveals a stark 

disparity between local purpose and centrally directed outcomes for art education: 

The School of Art was established here, not so much to provide a drawing school, as, 
after the students had attained a requisite amount of proficiency in drawing to make 
them to apply it directly to the advantage of the various manufactures of this town and 
neighbourhood - if a School of Art cannot accomplish this it is practically useless... '26 

124 Letter to Charles Mander from the Science and Art Department 2 June 1858, 
CMB/WOL/ED/1/78 (CARN) 
125 SPARKES, Op cit., Appendix C. List of Schools National and Provincial with Date of 
Establishment. 
126 Letter to Mr WJ Muckley from Charles Mander, Honourable Secretary, 24 May 1858. 
CMB/WOL/ED/1120 (CARN) 
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Whereas Mander made it clear that he viewed the role of the school as an adjunct to 

local manufactures, the Science and Art Department held less directed expectations of local art 

schools. Primarily, provincial schools were regarded as elementary drawing schools that would 

also provide talented students for the National Art Training School in London. At the same time, 

local schools were expected to disseminate principles of good taste to fee-paying students many 

of whom by this point in time undertook classes as a leisure pursuit. 127 

Importantly, it should also be recognised that Cole's shift in emphasis for public art 

education during the 1850's was underpinned by other factors affecting the organisational 

structure of the Science and Art Department. One of which occurred when the Science and Art 

Department was moved from Marlborough House to temporary accommodation in an 180' 

century building called Brompton Park House. During this relocation the department was 

removed from the jurisdiction of the Board of Trade and placed under the Privy Council 

Committee on Education. Fraying, notes that this change in overseer had a dramatic impact on 

the central school (a situation that would inevitably, also impact on the overall system of art 

education) stating that, '... its original aims would have been better served if the Board of Trade 

'Zg had remained its sponsoring government department'. 

It was in this political educational climate that on the 1 September 1858, William Jabez 

Muckley became the new Art Master at Wolverhampton. Muckley it is suggested began his early 

working life as a gifted artisan working in the Black Country glassworks trade in Wordsley, near 

Stourbridge. 129 Research has further revealed an early record of a W. J. Muckley in connection 

with art education in a report on the Annual General Meeting of the Birmingham Society of Arts 

127 "With the expansion of its interests in elementary art education the Department tended to lose 

sight of its original raison d' titre, the training of designers of manufactured goods". ASHWIN 
(1975) Op cit., p. 40 
1211 FRAYLING, (1987) The Royal College of Art: One Hundred and Fifty Years ofArt and 
Design. London: Barrie & Jenkins., p. 46 
129 HADJAMACH, C. (1991) British Glass 1800-1914. Antique Collector's Club. P. 111 
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and Schools of Design in 1852, for among the prize-winners for that year he is listed in two 

subjects: 1 0 

DESIGN - For the best Original Design, being a Design for the Frieze of a Cornice - W. 
J. Muckley 

PAINTING CLASS - For the best Oil Painting from Nature, and General Work, 
including a Grisaille in Tempura, and other Studies - W. J. Muckley: a Silver Medal 

The appointment of Muckley as the new Art Master in 1858, brought new hope to the Art 

Committee at Wolverhampton especially as this optimism was further reinforced by positive 

comments made by the central department on the new Master's ability to fulfil his obligations: 

Mr Muckley has taken 4 certificates, and he has been a very successful teacher at 
Burslem. He can be recommended by this Department... with energy and industry there 
can be little if any risk of Mr Muckley losing the certificate allowance on account of 
elementary teaching not being sufficiently extended. 131 

Although, within a short time after taking up his new post, Muckley voiced concerns 

that he might lose his certificate allowance if he failed to reach the departments requisite quotas 

for teaching elementary drawing in parochial schools. However, his worries were diffused when 

Charles Mander wrote to the new Art Master in June, 1858 advising him that his certificate 

allowance would not be placed in jeopardy, for the central authority had agreed to appoint two 

Pupil-Teachers to cover the needs of parochial schools. In the meantime, Muckley agreed to 

waiver the payment normally made to Art Masters for this task. Hence, it was agreed that he 

would not teach in these branch institutions; concentrating instead on directing classes in the 

School of Art where his position would be reinforced by the appointment of a second master 

(Edward Taylor). 

One additional outcome of Muckley's appointment was a request to the Department to 

establish Edward Taylor (a clerk who had attended the Burslem School) as a Second Master at 

Wolverhampton. Taylor had won a national medal during his time at Burslem and the Committee 

130 Report on the Annual General Meeting of the Birmingham Society of Arts and School of 
Design. 1852. P. 2 
131 Letter to C. B. Mander, Honourable Secretary of the Wolverhampton Art Committee, (2 June 
1858) CMB/WOL/ED/1/78 (CARN) 
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of the Wolverhampton Art School agreed that if Taylor studied for an Art Master's Certificate at 

the Central training School in London, then they would employ him as a Second Master to 

Muckley. Although Taylor obtained a teaching certificate in Mechanical drawing while studying 

there in 1858-1859, he did not take up the post as Second Master at Wolverhampton as he was 

offered a Head Master's position at Lincoln, he subsequently took on the post of Headmaster at 

the Birmingham School of Art in 1877.132 

Although the Wolverhampton Art Committee attempted to maintain some of its original 

focus on the importance of design training for industry, it is clear that some of the South 

Kensington Department's policies had begun to filter into the local consciousness. In particular, 

the notion of using art school education to produce a refined, consumerist public is inherent 

within primary documentation. This approach is ratified in a report published on the cusp of 

Muckley assuming his new position with the School, when he was given a glowing review in the 

Wolverhampton Chronicle. The report concerned three of Muckley's ornamental designs that had 

appeared in a recent periodical called The Art Journal: 

It is of so much importance to have in this locality an artist competent to the task of 
directing taste, and promoting the judicious education of students,... these designs speak 
for themselves, they are suggestions for many purposes, and may be made available by 

many classes of manufacturers ... 
Mr Muckley's designs may be referred to as fiving new 

ideas to old and established forms. We have no doubt of their being adopted. ' 3 

In this instance, it is interesting how Muckley's designs are described in terms of 

'suggestions' and 'new ideas' and also that the new Art Master is referred to as an'artist' rather 

than a teacher or a designer. The comment can also be evaluated as placing more emphasis on the 

education of the individual rather than the outcomes for manufacture -a distinct feature of Cole's 

system - particularly as this report fails to name any type of manufacture that would benefit from 

art training. By introducing a uniform system of art training, the Science and Art Department 

directed its system towards a more general education, thus the focus on providing a curriculum 

132 SWIFT, J. Birmingham and its Art School: Changing Views 1800-1921'. Journal ofArt & 
Design Education. Vol. 7, No 1,1988 pp. 14-20, gives details on Taylor's educational influence 

on art education at Birmingham School of Art. 
133 'Original Designs as Successions to Manufactures'. Wolverhampton Chronicle, August 1858 
(complete date illegible). 
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for artisans was diffused and instead, art education became applicable to any person interested in 

undertaking it. One of the most beneficial aspects of this policy was that women were able to 

undertake art training both in day and evening classes, a situation that enabled some measure of 

independence and autonomy. 

These opinions can also be viewed in connection with those of George Wallis (See 

Figure 8) who in his long career, achieved a considerable role in British art education, 

undertaking a variety of important positions while also speaking and writing on art and design 

education. His views would have not only have been compatible with those of the 

Wolverhampton School of Art Committee, but were highly likely to have influenced the donors 

and subscribers of the School. Particularly as Wallis' long and flowery speeches in connection to 

art education were publicised in various forms, including local newspapers. 

However, in a wider context, Wallis' relationship with the Science and Art Department 

was somewhat contradictory, for although he was to become a major force in the South 

Kensington circle, this did not prevent him from criticising the system. 134 In a public address in 

1857, Wallis had aired his opinions on the failings of the central system to meet some of the more 

commercial aims of schools of art that were sited in industrial areas: 

[They] 
... allow the mere dilettantism of abstract art to direct the study pursued therein to 

no distinctly understood or useful end, and they (the Art Schools) will continue to be 
what many of them have been for years past, a source of trouble to their promoters -a 
burden on the State; at once a puzzle to the artist, and the laughing stock of the 
manufacturer. 135 

By the late 1850's it is highly likely that many local industrialists may have agreed with 

the criticisms made by Wallis, as financial support for the Wolverhampton School of Art was 

languishing. Additionally, local competition in the form of growing provision of secondary 

education meant that intending 'self-improvers' now had more of a choice as to the type of study 

134 Wallis was appointed Keeper of the Treasures of the National Art Museum in South 
Kensington in 1858. 
135 WALLIS, G. (1857) Schools ofArt: Their Constitution and Management. A Paper read 
October 15 1857, before the Education Section of the National Association for the Promotion of 
Social Science. London: Simpkin, Marshall & Co. 
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they undertook. The Working Men's College instituted in 1857 took the decision to pander to the 

educational aspirations and interests of students. Thus, in order to supply popular subjects, 

prospective candidates were invited to inform managers of the College of favoured areas of 

study, '... a prospectus was then issued describing the range of subjects offered: Mathematics, 

Latin, Bible studies, French, English Grammar and Book-keeping'. 136 

136 ROWLEY & ROWLEY (1975) Op cit., p. 4 
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Figure 8: George Wallis. Image taken from Jones. J (1897) p. 153 
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Although the Wolverhampton School of Practical Art had managed to retain its position 

as one of the main educational institutions in the town - despite increased competition - the Art 

Committee were still experiencing significant funding problems. In particular, the institution's 

financial stability was threatened by the outstanding mortgage, that just before Muckley took up 

his position in September 1858, stood at £500; for which, four members of the Art Committee 

were beholden to the Wolverhampton and Staffordshire Banking Company. In the 1858 Annual 

Report on the School, which detailed the previously mentioned shortfall, the Art Committee 

resolved to extend the number of evening classes for artisans by a further two evenings each 

week. While also raising fees for the day classes (which were constituted largely for sons and 

daughters of the middle-classes). 137 The Honourable Secretary noted that the latter fees were 

'... the lowest charged at any other School of Art... ' which, when coupled with the high wages 

paid for their past Art Master and the high cost of building the institution, explains why the 

school suffered such extreme financial difficulties. 139 

The struggle to fund the Wolverhampton Art School can be contrasted with provision at 

the flourishing School of Art in Birmingham which did not have the burden of rent or mortgage 

on their building. A separate report in the previously mentioned edition of the Wolverhampton 

Chronicle reveals the disparity between the funding situation of the two schools: 

A Special meeting of the Subscribers to the Society of Arts and the School of Art was 
held at the Institution, New Street.. 

. to consider the desirability of incorporating the 
Society under the Joint-Stock Companies Limited Liability Act and also to sanction the 
Society entering agreements for tenancy with the Midland Institution provides that the 
body is to find accommodation for the School of Art free of rent... 139 

Thus, although the national system for art education had proved to be more sustainable than the 

initial regime, and the successive system of state-aided art education offered a regulatory 

framework for schools of art to operate within, to some extent the geographical location, or other 

circumstantial factors, could determine the success or failure of these establishments. 

137 "Middle-class parents.. . saw Art as a "useful accomplishment" for their daughters, and thus 
paid fees which bulked large in the support of the Schools of Art... " BUTTERWORTI 1, (1970) 
Of cit., P. 35 
13 Annual Report on the Wolverhampton School of Practical Art. (July 1858) Wolverhampton 
Chronicle. (date and page number obscured due to age of newspaper). 
139 Ibid. 
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2.5: The Proposed Closure of the School of Practical Art 

In April 1860, a public meeting was held to ascertain the financial position of the 

Wolverhampton Art School. i140 George Wallis once again lent his support by giving a public 

address which was followed by a resolution to establish a new Committee whose purpose was 

'... to canvass the Town for additional subscribers... ' 141 But this attempt to raise additional funds 

was less than successful. By July 1860, Mander took the decision to write to Henry Cole, 

suggesting that the Committee would, '... continue to carry on the art school provided £100 a year 

in addition to the present aids, could be allotted by the Department towards its support. 142 Cole's 

reply'expressed regret' that the School should fail due to lack of funds but adamantly refused to 

deviate from the funding guidelines of the Science and Art Department. '43 Paradoxically, Cole's 

refusal actively encouraged efforts towards implementing his Department's principles, as renewed 

attempts were made to engender more public support for the ailing institution. 144 

One month later an appeal was published in the local newspaper by students attending 

the Wolverhampton School of Art, pleading for support from inhabitants of the town. Though as 

contemporary documents reveal little change to the School's dire situation, this plea appears to 

have been somewhat unsuccessful. 145 Finally, in what could be described as an act of 

desperation, Mander turned to one last hope of securing other types of funds for the ailing 

institution - local taxation. Jones described the attempt made by Mander to bring the School 

under the conditions of the Free Library Act 1855 as: 

... not of a character at all calculated to be favourably accepted by the general public, 
seeing that the main object aimed at was to rescue, if possible, the School of Art in 
Darlington Street from the chronic condition of debt into which it had fallen by throwing 
its future maintenance upon the rates. 146 

140 School ofArt Public Meeting, April 13 1860. CMB/WOUED/1/44 (WCARN) 
141 Ibid. 

142 Mander's words paraphrased in a letter sent to the Wolverhampton Art School Committee 
from the Science and Art Department. July 41860. CMB/WOL/ED/l/22 (WCARN) 
143 Ibid. 
144 '... even as the activities of the Department grew in importance 

... 
it continued to stress on local 

participation in its work and on individual self-reliance'. GOSDEN, Op cit., P. 52 
as Appeal for more funds from The Students of the Wolverhampton School of Art'. 

Wolverhampton Chronicle 8 August 1860. 
146 JONES, J (1897) Op cit. pp. 77-78 

52 



Mander based this proposal on the fact that copies of deeds and patents relating to 

Wolverhampton Borough were stored in a small room at the art school. 147 At a subsequent 

meeting of the Town Council in 1860, a resolution was proposed to adopt the Free Libraries Act 

for the locality, thereby deriving money from the penny rate to support and maintain the School 

of Art. At this meeting a vote in favour of this action was carried by a majority, but following 

many ensuing debates in the local press, a further meeting, held to decide on the outcomes of this 

proposal, brought intense local opposition. Despite the fact that the Art School Committee had 

suggested that the Town Council could purchase the school building for the price of the debt 

upon it. However, this ploy to engender support, held little sway over the majority of ratepayers 

and Mander's political adversaries, who strenuously refused to support the School through local 

taxation. 143 

Historically, this seems to have been more of a political confrontation than a steadfast 

rejection to support this form of local education. Furthermore, although the local rate had risen in 

the borough as a consequence of improved health and other initiatives such as, street lighting, 

Wolverhampton's rates are reported to have been 'small' in comparison to other towns of similar 

size. 149 However, economic concerns were also influencing local perceptions of the purpose and 

scope of art education at that time. 

These issues were addressed in a paper written by George Wallis a few years earlier 

when he contested that if art education could not be specifically directed towards the 

requirements of the locality, then 'general' art education offered limited prospects for artisans and 

their employers. '50 

147 Ibid., p. 76 
149 Ibid., p. 79 
149'Local Taxation in Wolverhampton'. Wolverhampton Chronicle, 8 August 1860 
150 As was the case with the 'incubators' of many Art Schools, the Mechanics' Institutes, 'after 
1850, many institutes were forced to close down and several of those that survived led a hand-to- 
mouth existence. The most successful were those that stuck to a closely defined role... for those 
who desired it or could profit by if. RODERICK, G. & STEPHENS, M. (1978) Education and 
Industry in the Nineteenth Century. London: Longman Group Ltd. P. 58 
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The consequence of this disparity would, Wallis believed, continue to breed disinterest from local 

industrialists: 

Bring the artistic element, then, into trade; not by meddling with trade, but by 
intelligently adapting art to its special requirements. If this is done in Schools of Art, in 
our manufacturing towns at least, [it] will become both popular and useful, and as public 
appreciation of their value advances, they may become eventually self-supporting. S1 

In practice, Wallis' policy to provide relevant training for industry had proved to be highly 

successful during his art education career. Following a request from the overseers at the South 

Kensington Department, Wallis had been asked to take over the ailing School of Art in 

Birmingham in 1851 with the direction to 'reorganise[ing] the whole scheme of the school, and to 

restore public confidence in its management! 'SZ. Within four years, student fees for the School of 

Art in Birmingham had trebled, showing that Wallis had indeed achieved the task in hand. 153 

Generally, in the case of schools established in industrial localities, the most obvious 

form of patronage would come from the factory owners and new middle-class professionals and 

to support an institution of this kind, benefactors would almost certainly need to see clear 

evidence of practical outcomes from it. As was shown earlier, Cole's emphasis on general 

education instigated a rise in the number of middle-class students, who paid higher fees to attend 

the daytime art classes. This seems to have been a trend that was repeated at Wolverhampton, as 

is noted in the yearly report of the Art School in November 1860: 

A cursory examination of the works exhibited will suffice to prove that the progress 
made by the students has been most satisfactory ... the Ladies who have attended the 
School have been very successful in carrying off prizes, this may lead to the impression 
in some minds, that the character of the School is changed, but such is not the case. The 
primary object in its establishment was undoubtedly a commercial one, and the 
advancement of the Artisan class is still kept steadily in view: 154 

Although it was more difficult to prove the impact of art education as regards artisan's 

skills benefiting local industry, the published results of the annual competition could very clearly 

151 WALLIS, G. (1857) Op cit., p. 16 
152 Ibid., p. 7 
153 Ibid., p. 8 
154 School ofArt Report for Session 1859-1860. November 1860. CMB/WOLIED/1/49 
(WCARN) 
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show the achievements of students studying at local Art Schools. Thus, as art classes became 

more popular amongst the middle classes, it is credible that local ratepayers might not be as 

prepared to subsidise any form of education of the more financially secure classes of the district 

At the Sixth Annual Meeting of the Wolverhampton School of Art in 1860, the School 

management initially took the decision to close the establishment, but agreed to attempt to keep it 

open after students made renewed calls for more local support and by rationalising overall 

expenditure. '" Despite this renewed effort to maintain the Art School, one year later at the 

Annual Meeting, the Art Committee gave a grave account of the institution's financial situation; 

while simultaneously trying to regain some credibility in announcing that students had taken nine 

Local Medals for drawings. 156 Paradoxically, almost as the death knell was sounding for the 

institution, it was also announced that for the first time in the school's history a National Medal 

had also been obtained. 

The daily, weekly and yearly accounts of the Wolverhampton institution serve to 

highlight the extreme problems encountered at that time. Even though other forms of educational 

enterprise in the town had experienced extreme fluctuations in both attendance and financial 

support, most of the issues that affected the viability of the art school emanated from the policy- 

based regime of central administration. Especially as these policies often conflicted with the 

desire of the Art Committee and other local parties who took the view that art education should 

underpin and bolster local industry. In reality, the institution's inability to prosper was to a large 

extent affected by the Wolverhampton Art Committee's initial decision to erect a substantial and 

extravagant building in which to house the new School. If more cost-efficient means for 

establishing the original drawing classes had been selected, then it is probable that the institution 

would not have fallen into such pernicious debt. 

The retirement of Charles Mander from his position of Honourable Secretary in August 

1861 saw another fiscal lifeline removed from the School; particularly as the Honourable 

155 'Wolverhampton School of Art'. Wolverhampton Chronicle, 15 August 1860. 
'56 Seventh Annual Meeting of the Wolverhampton School of Practical Art. September 1961. 
(CARN) CMB/WOL/ED/1/47 
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Secretary had covered progressive deficits in yearly accounts, in order for the Art School to 

remain as a viable concern. 157 The final blow came when William Jabez Muckley tendered his 

resignation, having obtained the Head Mastership at Manchester and the Committee having no 

other option at that time, took the decision to close the School of Art. 158 

If Cole's system had been conclusively based on Laissez Faire principles, then the 

Wolverhampton School of Art would have, in all likelihood, closed in the summer of 1862. The 

dubious position of the institution is shown in a report that documents a meeting held to discuss 

the dissolution of the Society, when Charles Mander recounted some of the major problems that 

had led to the demise of the institution. 

In this extremely detailed report, Mander recounted that in establishing a school such as 

this in the locality, the Committee had expected'... a Government grant of an amount equal to 

their annual subscriptions'. However he added that during the building of the Darlington Street 

School, the law of the Science and Art Department was altered... and, as a consequence, the 

income of the Wolverhampton School was reduced at least £100 a year. 159 Mander further 

criticised central policy by forwarding the view that the Science and Art Department had 

implemented a 'short sighted policy' in that they gave comparable funds to already established 

schools (even schools in areas where there was no industrial manufacture). Meanwhile new 

schools that had to develop experience and reputation, had to rely substantially on local effort and 

enterprise. 160 At the same meeting, Henry Loveridge, the owner of a highly successful 

Japanning Factory in Wolverhampton and a long-term member of the Art Committee, made the 

suggestion that the Art School'... was a special case and he suggested whether it would not be 

advisable to memorialise the Department upon it. i161 

137 Resignation letter fom Charles Mander, Honourable Secretary. August 31,1861. 
CMB/WOLJED/1/46 (CARN) Mander agreed to give his support to the School for at least 
another year or until a replacement for his role as Honourable Secretary was found. 
158 Muckley's talent for flower painting would have transferred very well to the calico printing 
trades, which were the mainstay of Manchester's textile industry. 
159 'Wolverhampton School of Practical Art: Dissolution of the Society'. Wolverhampton 
Chronicle, June 11 1862. 
160 Ibid. 
161 Ibid. 
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Figure 9: Photograph of Henry Loveridge. Taken from JONES (1900) p. 89 
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At a second meeting the Society was dissolved and the School was closed. 162 However, 

one month later in August 1862, a culmination of 58 art students published a memorial in the 

local newspaper'... for a continuance of the support ... given to the School of Are. 163 The art 

students (twenty-two of which were described as lady students) had taken steps to rejuvenate two 

classes at double fees; paying £30 to rent a room in the School and enlisting the services of a Mr 

Sturvetant, who was the Art Master from the nearby town of Dudley. 164 This rallying action had 

positive outcomes for it raised renewed interest in the plight of the art students. Consequently, 

enough money was initially raised to rent rooms for art classes from the trustees of the building 

(as the School of Art had been passed into their hands due to the conditions of the original 

mortgage agreement) thus ensuring fiscal stability for one year. Hence the Wolverhampton 

School of Art was resurrected on the cusp of its last curtain call and classes re-opened for the 

Winter Quarter, two months later. 165 

The fluctuations of the art school heightened further concerns regarding the long-term 

future of the institution and therefore, it is unsurprising that further criticism was made at the next 

Annual Meeting of the funding system of the Science and Art Department. Particularly as the 

incident of Henry Cole's firm rejection to further aid the Wolverhampton School of Art, even 

when it was on the brink of closure, drew accusations of the mismanagement of government 

funding. The Committee also made the point that if Cole's principle of self-supporting 

institutions was a rational one, then long-established art schools should be showing signs of fiscal 

independence (particularly in areas that had high levels of industrial manufacture). Yet other 

schools, such as, Manchester and Birmingham were still being aided by the Department; in 

addition to seeking aid through local subscriptions and fees. `66 

'62 'Winding up of the Wolverhampton School of Practical Art. ' Wolverhampton Chronicle, July 
16 1862. 
163 Proposed Re-establishment of the Wolverhampton School of Art. ' Wolverhampton Chronicle, 
August 27 1862. 
164 It was also reported that local supporters of the School of Art were against the idea of 
becoming too dependent on the Dudley School of Art - so in this instance it appears that borough 

pride also played some part in renewed support for the Wolverhampton institution. Ibid. 
65 'Proposed Re-establishment of the Wolverhampton School of Art'. Wolverhampton Chronicle, 

August 27 1862. 
'66 Ibid. 
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Even Cole would have seen the logic of this statement. But from a pragmatic standpoint 

the expenditure on state education was undertaken within an embryonic state apparatus; where 

the individual was largely viewed as being responsible for themselves. Or as Roderick and 

Stevens describe it, "The belief in individualism and the dislike of state interference and of 

centralised administration were widespread. There was fear, too, that state support would 

inevitably lead to state control. " 167 

To a certain extent the original founders of the Wolverhampton School of Practical Art 

accepted that they had made bad judgements too. At the 1864 Annual Meeting, the Art 

Committee discussed at some length the legacy of opting to construct a purpose-built School for 

the town: 

... the committee proposed to ask for donations to erect the building and they continued 
their efforts until the object was completed. He (Mr Kettle) took an active part in the 
matter, and looking now at all the circumstances, he might say that perhaps the 
committee exceeded the bounds of prudence in making the building so good as it was. 
He must do the architect (Mr Banks) the justice of saying that he tried to press upon 
them not to have such expensive work in some parts of the building 

... and Mr Walton 
and himself must divide the blame of having stone instead of plaster in front of the 
building. 169 

In hindsight the original Committee acknowledged that mistakes had been made, but they had 

expected to receive a grant from the central department that matched the amount of money 

collected through local subscription and it was this policy that had dictated the original costs 

allowed for the building. Indeed, some measure of trepidation must have gone through the 

founding committee when the funding rules of the central department changed in conjunction 

with the opening of the Wolverhampton School of Practical Art. In fact, Lord Granville (who had 

originally appointed Henry Cole as Head of the Department of Practical Art) presented a speech 

at the opening of the institution in 1854, where he publicly announced that the central authorities 

had revised terms for funding. 

167 RODERICK & STEVENS (1978) Op cit., p. 6 
169 'Wolverhampton School of Art: The Annual Meeting. Wolverhampton Chronicle, Wednesday 
January 20 1864 pp. 6-7 
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This early change in funding terms for state-funded art education effected a new policy 

where the schools were only subsidised for the teaching that occurred in their buildings. This 

swift change of policy also posits the question whether the original construction of the overtly 

grand, School of Practical Art in Wolverhampton, was an instigator for Cole to actually change 

department policy for the funding of new buildings? After all, the Wolverhampton Art School 

building was firmly aligned to state subsides, for it contained the word'Government' in its title. 

This overt sign could have been contentious, as excessive spending on public education at an 

early stage of the Department's existence could have generated widespread criticism of Cole's 

administration. Particularly in the case of the new School in Wolverhampton which had been so 

graphically reported in the London Illustrated News in June 1853. 

The rule for aiding the erection of new schools of art had been altered in 1857, when 

new funding arrangements for building grants were implemented that provided funds for the 

erection of local art school buildings. This policy thus ensured that the initial cost was alleviated 

to some extent by government subsidies which, must have been a bitter pill for the 

Wolverhampton School of Art Committee. 169 From its instigation in the early 1850's Cole's 

system of art education evolved into a complex, almost comprehensively rigid, administration 

that implemented rules and regulations to ensure that art and science schools and classes were 

firmly girded by the rigour of its framework. From an administrative point of view, the system 

was presented as a practical, uniform, cost-effective method for encouraging art education (albeit 

of a limited, elementary nature). However the controlling mechanisms of the Science and Art 

Department system were not able to dictate all of the outcomes of provision, as to some extent, 

art education was affected by market forces in regional areas. 

169 The introduction of building grants, encouraged new schools of art to be built, including the 
Norwich School of Art which was built in 1857; Bristol in 1858 and three new schools at 
Lambeth, Coventry and Nottingham were erected in 1863. See MACDONALD, Op cit. pp. 182- 
185. 
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2.6: Towards an Uncertain Future 

From a position as an early 'flagship' of the Department of Practical Art, the 

Wolverhampton School of Practical Art headed into a downward spiral of debt, political 

antagonism and public disinterest. This outcome was somewhat predictable, as the School was 

operating in a town where institutional failure had already become the norm for educational 

providers - as evidenced in the closure of the Athenaeum and the Working Men's College. 170 

Educational precedents in the borough, experienced initial success, followed by gradual failure, 

where a decline in attendance led to attempts to reanimate failing institutions under new names. 

Although, the town was not unique in experiencing severe fluctuations in the establishment of 

educational ventures, as is also witnessed in Birmingham's first attempts to provide popular 

education, where a number of institutions ended in failure. '7' These early examples of regional 

enterprise in popular education do not simply reveal the ineptitude of governing committees or 

the disinterest of the local population for self-development; on the contrary, they were early 

forays which helped to initiate public opinion and national debate on the purpose of education. 

However, it would be another two decades before government committees began to express clear 

ideas regarding the growing need for a national education system that could be directed as a 

socio-economic tool for 172 

It was in this competitive climate that the newly elected Committee for the School of Art 

- now headed by Henry Loveridge - once again made efforts to re-secure art education for 

Wolverhampton. In 1862, in his role as Chairman, Loveridge publicly announced, "that unless the 

170 The Wolverhampton Athenaeum and Mechanics' Library closed in 1869 and The Working 
Men's College closed in 1864. See FOGARTY (1979) Op cit. p. 32 and IIENDERSON (1948) op. 
Cit., p. 3. 
"' With regard to Birmingham it is stated that The Mechanics' Institution, the Philosophical 
Institution, the Athenaeum, the Polytechnic, the People's hail and even the illustrious Lunar 
Society had all perished by mid-century... ' IIEWARD, C. (1982) Education, Examinations and 
the Artisans: The Department of Science and Art in Birmingham, 1853-1902. in MACLEOD, R. 
(Ed. ) (1982) Days of Judgement: Science, Examinations and the Organisation of Knowledge in 
Late Victorian England. Studies in Education Ltd. p. 47 
172 'The growing feeling that the educational system was not meeting the needs of the economy 
was expressed in a series of reports... Samuelson 1867-8, Devonshire and Samuelson 1870-5 and 
1881-4'. MUSGRAVE, P. (1968)Op cit. p. 59 
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income of the school could be increased, [it]... could not be carried on in that building". '73 In the 

National Archives at London, there exists a folder of documents on the School that includes a 

letter from Loveridge to the Science and Art Department, explaining the turbulent history of the 

institution and asking for assistance in this matter from the central authority: 

As the Council of the School are now "simply tenets at will" and have no concern in any 
liabilities connected with the building, it would appear that the building has been further 

mortgaged, or disposed of to meet liabilities incurred... previous to 1862 when it closed 
for want of local support. 174 

This document has been annotated by various administrators at the Science and Art Department 

including Henry Cole, who wrote the response: 

Mr Bowler is to visit Wolverhampton + (sic) report what is the debt of the school, what 
the building would fetch if sold and if there be any likelihood that a new committee 
would subscribe to buy if the Department aided according to rule - or would the present 
holders sell the building to a new committee for the Department grant only and subject 
to the usual Trust Deed - perhaps it might be bought by the Corporation or some other 
body? 175 

This shows clearly that the central governing body for art education who had earlier 

espoused self-supporting principles from a dogmatic standpoint was prepared to take some action 

to support a failing school under its jurisdiction. A Science and Art Minute Paper issued in 

November 1865 shows that the Department finally agreed to give a retrospective building grant 

in order to reprieve the school. The central authorities also insisted that the conditions laid out in 

its regulations were complied with and that the building plans must be sent in to the 

Department. 176 

A further Minute Paper issued in 1869, contains the evidence that the Science and Art 

Department could, and did, apply some reactionary measures to aid local providers of art 

13 Proposed Re-establishment of the Wolverhampton School of Art'. Wolverhampton Chronicle, 
August 27 1862. 
174 Wolverhampton School of Art, 1865-1885: ED 29/143. Subsidiary within ED 29 Education 
Department: Science and Art Department: Building Grants, Files). The National Archives, 
London. 
175 Annotated note written by Henry Cole. Wolverhampton School of Art, 1865-1885: ED 29/143 
O cit. 
17F Minute Paper No. 381, November 1865. Science and ArtDepartment, in Wolverhampton 
School of Art, 1865-1885: ED 29/143, Op. cit. 
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education, as it lists the following steps that were taken to provide 'retrospective' funding for the 

Wolverhampton School of Art: "' 

1. Application for a building grant in aid of the purchase, or release from debt, of a 

building already erected. 

2. To be a'School of Design' 'covenanted' to be carried on under special rules. 

3. Mortgaged for £1,600 (? 1,000) 

4. The rules give a power of borrowing which must be rescinded 

What is not clear is how the School of Art managed to survive from 1865 to the early 

part of 1869 without additional help from the central department, as there is no evidence of the 

venture having closed. Or why it took such a long time to grant the necessary funds to re-acquire 

the building for art education? However, the School continued to provide art education in 

Wolverhampton while still experiencing a lack of local benevolence. As was shown at the annual 

prize-giving meeting for 1865, where Henry Loveridge lamented at the lack of support from local 

subscribers. Taking the examples of the Birmingham Art School, and to a lesser degree, the one 

in Manchester, Loveridge forwarded his aspirations for the future success of the Wolverhampton 

institution: 

How was it that a School of Art, established on a larger scale in the neighbouring town 
of Birmingham, had succeeded to such a degree that the number of applicants for 
admission as members exceeded the accommodation which the School afforded? lie 
believed that it arose from the fact that a greater amount of interest was taken in subjects 
of an intellectual character, such as were taught at that institution.. 

.. when he looked at 
this fact and remembered that Birmingham was only distant from them fourteen miles, 
he could not but think that as Wolverhampton increased in population and intelligence 
increasing interest would be taken in their School of Art, and that it would ultimately 
assume a position equal to that now taken by the School in Birmingham, which was only 
rivalled by the one in Manchester presided over by their late Master, Mr Muckley. '7 

177 Minute Paper March 3 1869 in Wolverhampton School of Art, 1865-1885: ED 29/143, op. cit. 
178 Wolverhampton School of Art: Distribution of Prizes. Wolverhampton Chronicle, March 29, 
1865, 
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Chapter 3: The Impact of Post-1850 Reform in Art Education 

3.1: Developments in National Art Education: New Roles for Local Education 
Committees 

Throughout the second half of the nineteenth century, the Science and Art Department 

gained momentum in the field of adult, or what is often termed as, secondary education. 

Legislative changes that were implemented within the first two decades by the central 

administration at South Kensington had, as discussed in the latter chapter, significant 

repercussions relating to the stability and survival of regional art education. ' 79 The Payment on 

results system implemented in the late 1850's by Henry Cole's department, engendered 

widespread discontentment and public criticism when the decision was taken to further expand it 

in 1863. The outcome of this was that the Committee of Council on Education consequently 

annulled previous payments made to Art Masters for each certificate of competency they took. In 

fact, by applying this measure, the central authorities not only effected a limitation on state 

expenditure for art education but also ensured that this type of education was wholly funded 

through the Department's assessment of pupils' work from each school. 180 The move to this 

method of reimbursement quickly incurred extreme agitation from Art School Masters who 

publicly opposed the implementation of this new rule by the South Kensington authorities. 

Ashwin, concludes that the decision to change the funding policy for Art Masters created enough 

dissension and outrage to prompt the Select Committee on the Schools ofArt which published its 

Report in 1864.181 

179 'In 1856, the Department, united, in theory, with the primary Education Department, under the 
Lord President of the Council, became responsible for'secondary' (industrial) education, while its 

partner continued to control the administration of grants made to promote elementary education'. 
BUTTERWORTH, H. (1982) The Science and Art Department Examinations: Origins and 
Achievements. In MACLOED, R. (Ed. ) (1982) Days ofJudgement: Science Examinations and the 
Organization of Knowledge in Late Victorian England. Studies in Education Ltd. P. 29 
180 Cole's earlier policy of Payment on Results was emulated in some respects in elementary 
education in 1862 following recommendations of the Newcastle Commission on Popular 
Education in 1861, which advocated a reduction in the expenditure on state-education. 
181 ASHWIN (1975) Op cit., p. 51. Also, 'In 1864 a Select Committee chaired by Stafford 
Northcote reported on the South Kensington Museum when '... the Department's entire art 
education programme came under scrutiny... Partly prompted by the dissatisfaction which branch 

art school masters expressed towards the new system of payments on results... [and] ... seriously 
questioned ... the expediency of payment on results as a system of financing art education'. 
MINIHAN, J. (1978) The Nationalisation of Culture: the Development of State Subsidies to the 
Arts in Great Britain. New York University Press. p. 131 
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As this new policy was implemented during the period of extreme instability 

experienced by the School in Wolverhampton, the Art Masters' dissension does not figure as a 

pressing factor in the turbulent history of the institution. 182 On the contrary, the move towards a 

fully implemented system of payments on results connected to the standard and output of pupils' 

artwork, seems to have provided the impetus for the Dudley Master, Mr Sturvetant, to undertake 

additional teaching duties in Wolverhampton. Hence, this was a fortunate outcome that enabled 

the School to retain its position as a government institution. Even though the extension of 

payment-on-results was regarded largely as a punitive approach taken by the South Kensington 

Department towards Art Teachers, it provided the Dudley Art Master with the opportunity to earn 

more money. Of course extra payment would have been wholly reliant on the results of students' 

productions and fortunately, in this case, contemporary records show that this Art Master did 

achieve some measure of success in the results of the 1864 National Competition. 183 

However, a more substantial future for the institution came in 1865, when a permanent 

Head Master, Mr Archibald Gunn, was appointed to oversee the School of Art. This proved to 

be one of the turning points in the history of the institution as the new Head Master's term of 

office was to last for twenty four years; thus providing one element of stability that the school 

had lacked since its inception.! " Gunn, it seems, quickly made his mark, as by 1870, the 

establishment was being written about in much more optimistic tones: 

We are pleased to notice that a brighter future seems dawning upon their efforts, judging 
from the increase of students in the various classes, which are, perhaps, more numerous 
at the present time than they have ever been before, and from the large number of 
certificates of merit and prizes awarded yearly by the Department of Science and Art, 
London. 185 

182 BUTTERWORTH, H. (1970) Op cit., P. 36 
183 The Art Committee stated'... they were fortunate enough to procure the services of Mr 
Sturvetant, the Head Master of the Dudley School of Art, who presented such a number of first- 

class certificates as to enable him to secure an assistant master to attend the school when he was 
personally absent'. Wolverhampton School of Art, AGM, Wolverhampton Chronicle, January 20 
1864. P. 6 
1" Gunn is stated to have trained at the Central School in the years 1855-1859 and prior to his 
appointment at Wolverhampton, he had taught at Burnley and Taunton, SPARKES, op. cit 
pi 142 

$ Steen and Blacket's Wolverhampton Guide 1871, Steen and Blacket, Wolverhampton. p. 69 
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Concurrently, around the late 1860s a series of disparate events collectively served as 

key manifestations within the cultural development of Wolverhampton. These events went some 

way to further establish public perception of nationality while at the same time, they offered a 

stronger sense of ameliorated urbanisation through civic pomp and ceremony. The first of these 

events, (which undoubtedly helped re-focus public attention on the benefits of sustaining the 

marriage between art education and manufacturing), was 'London's second International 

Exhibition held in 1862. In bis analysis of the previous debacle in 1851, Eric de Mar6 described 

this exposition as a poor runner-up to the Great Exhibition '... though it was even larger than the 

Exhibition of 1851 it was less successful; indeed it is hardly remembered today. 196 Nevertheless, 

the grand scale of the second international exhibition would certainly have given prominence to 

the issues that were inherent in its predecessor. The fact that it was less popular than the first 

event most probably arose from the sudden death of the Prince Consort in 1861, who prior to his 

demise had taken a central role in the planning of the second international event 187 

A second important social juncture for the locality came in the form of a visit by Queen 

Victoria who made the important journey to Wolverhampton to unveil a statue of her late 

husband Prince Albert in Queen Square on 30 November 1866. This was a significant event on a 

national scale as this was the first official duty the widowed Queen undertook, following several 

years of intense private mourning). '"' The fact that Queen Victoria chose the town of 

Wolverhampton in which to carry out her first public duty as a widow brought an element of 

kudos and civic pride to the town. 

The third event brought further public recognition for art and culture in Wolverhampton, 

as it came in the form of an Art and Industrial Exhibition held in the town in 1869; evidencing 

that the connecting themes of art and industry were being re-established as important 

considerations for the area. 189 The catalogue for this exhibition also contained a'Special Report', 

186 DE MARE, (1972) Op cit. p. 35 
'87 PALMER, A. & PALMER, V. (1996) The Pimlico Chronology of British History: From 
250,000 BC to the Present Day. Pimlico. P. 282 
188 Chronology of Events in Wolverhampton. Wolverhampton History and Heritage Society. 
http: //www. localhistory. scit. wlv. ac. uk/history/chronology/Chronology. htm 
189 Official Catalogue: South Staffordshire Industrial and Fine Arts Exhibition: Molineux House 
Wolverhampton 1869 (2°d Edition) Steen and Blacket, Wolverhampton. 
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'prepared by order of the Committee of Council on Education, Science and Art Department, 

London', which was written by George Wallis, who at that time was employed as the Keeper of 

the Art Collections at the South Kensington Museum. "90 The catalogue must have been popular 

as it went into a second edition and in total, ten thousand copies were printed. On the first page 

of his report located in the opening pages of the catalogue, Wallis spoke of the relationship 

between the exhibition and local education: 

... the present Exhibition was thought desirable as a means of assisting the 
Wolverhampton School of Art, and the South Staffordshire Education Society, and at the 
same time elevating the general taste of the working classes of the district. 191 

The last proviso in Wallis' latter statement implies how the spectacle would benefit the working 

classes of the district through improved taste. A comment included no doubt, to ensure wider 

support for the Exhibition and to possibly countermand public criticism stemming from the use of 

profits to benefit art education. Particularly as earlier attempts to use public money through the 

Libraries Act had exacerbated such public animosity towards the Art School and its management 

committee. 

To some extent the focus was dissipated from the chronic finances of the School of Art 

by the involvement of another educational organisation in the 1869 Exhibition. For the idea to 

stage this event is stated to have been the brainchild of the South Staffordshire and East 

Worcestershire Educational Society, -a point that Wallis emphasised in his report for the 

catalogue. But, an early decision was taken to direct any potential surplus from the exhibition to 

both the latter society and to the Art School. 192 The inclusion of several members of the Art 

Committee in the General Committee for the exhibition, and the appointment of Mr Gunn as Fine 

Arts Commissioner, possibly reveals a pre-meditated decision to use some of the exhibition 

proceeds in this way. 

190 Ibid., p. 1-23 
191 Ibid., p.! 
192 South Staffordshire Industrial & Fine Art Exhibition. Wolverhampton Chronicle. Wednesday 
January 27 1869, p. 6 
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A further examination of primary material evidenced that this exhibition was not an 

isolated initiative to help underpin the financial requisites of local art education in 

Wolverhampton. For in 1865, a similar event had been held in Wakefield as details of this 

exhibition were outlined by Henry Cole, in his testimony to the Samuelson Committee on 

Scientific Instruction in 1868. The 'Wakefield Industrial Exhibition' was modelled on the same 

principles as the event that followed a few years later in Wolverhampton, where exhibits were 

loaned from the South Kensington Museum, and public support given for the event in the form of 

voluntary contributions. The main differences between the two exhibitions was that in 

Wakefield, the spectacle provided a profit of three thousand pounds which, was used to establish 

a School of Science and Art and a Museum of Science and Art. Whereas the proceeds from the 

Wolverhampton spectacle were used to financially underpin existing educational bodies. 193 

From the available evidence it appears that the South Kensington circle were finding 

additional ways to encourage local effort in order to promulgate Cole's underlying philosophy to 

create self-supporting art institutions in towns and cities. But the central body was implementing 

these initiatives in such a way as to reinforce the position of art schools within wider cultural 

spheres . 
Moreover, these were not the only instances of exhibitions being used to fund buildings 

for educational and cultural purposes. For when Manchester held an exhibition in 1887 to 

celebrate Queen Victoria's Jubilee Year, ten thousand pounds was appropriated from the profits 

of the exhibition to enable an extension for an art gallery to be built adjacent to the existing 

school of art. 194 The growth of local exhibitions and the possibility of pivotal relationships in 

terms of funding support for local schools of art (particularly in the two previous cases outlined 

above), is an area that deserves further research. 

193 Samuelson Commission on Scientific Instruction. Reports from Committees: 1867-68, Tenth 
Volume; Evidence of Mr Henry Cole to the Samuelson Committee on Thursday April 30 1868 in 
Minute No. 432. Report from the Select Committee on Scientific Instruction; with the 
proceedings of the Committee, Minutes of Evidence and Appendix. Minute 829, p. 45 
94 JEREMIAH, D. (1984)'Lessons from Objects': a museum of Art and Design. Journal ofArt & 

Design Education Vol. 3 No 2, pp. 215-231 
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Figures 10 &II: Interior views from 

the South Staffordshire Industrial & 
Fine Arts [xhihition held in the 
grounds of'Molineux Hanse in I861). 
The catalogue which ran to a second 
edition selling 111,110(1 copies. lists the 
products on display from local 
industries including: Manutäctured 
Iron, Wrought Iron (fates. Lucks, 
Latches: Steel Ions, Ornamental Steel 
Work: Fire Grates, Fenders and Fire 
Irons: Wrought and cast-iron IIollow 
Ware: Ornamental Iron Castings, 
Papier Mache Japanned Tin and Tin 
Ware: Art Metal work and Jewellery. 
The displays represented a number of 
regional industries including 
Birmingham and ('oventn 

nanu lid ures. 

Photographs taken from ROPER 
(1974) 
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By 1871, the Wolverhampton Art School had outlasted several other local education 

providers and its position had begun to stabilise. This situation, it was stated was due to: 

... the liberal support of its present Chairman, Major Loveridge and its Hon. Sec, Vincent 
Jackson, Esq., ... a brighter future seems dawning upon their efforts, judging from the 
increase of students in the various classes, which are, perhaps, more numerous at the 
present time than they have ever been before, and from the large number of certificates 
of merits and prizes awarded yearly by the Department of Science and Art in London. '95 

At this time there were no significant reforms in central policy that would have provided 

the optimism for'this brighter future', therefore it must be assumed that the extra funds from the 

1869 Exhibition had helped to ease some of the School's fmancial burdens. John Jones 

documents an upsurge in student numbers in 1873, as detailed in the report of the Annual 

Meeting of that year, where it states that... 173 students were receiving instruction in art and 

science; seven of these gained Queen's prizes, eleven gained second class and a large number 

gained certificates of merit. 196 

The underlying reason for improved attendance at the institution during this time, 

somewhat contradicts local developments in education. Particularly as increased competition for 

the Art School came four years after the adoption of the Free Libraries Act in Wolverhampton. 

This occurred on February 8 1869, when evening classes in a variety of subjects were opened, 

'-for persons of both sexes above fourteen years of age, and no fewer than 348 persons enrolled 

themselves as members of the classes'. 197 Further provision was established when the Town 

Council's Free Library was opened in Queen Square in 1870. Shortly after the opening of this 

facility, the town librarian, John Elliott, initiated evening classes offering a range of topics 

covering technical, scientific, commercial and general education. 19" This expansion of adult 

education occurred at a significant point in time when changes in industry and commerce led to 

new forms of employment that necessitated the expansion of a literate workforce who could 

respond to new demands caused by changes in industrial processes. 

195 The Government School of Practical Art. Steen and Blacket's Guide 1871. Steen and Blacket, 
Wolverhampton. 
'96 Alderman JONES, J. (1987) Op cit. p. 158 
197 Wolverhampton Free Library Reports 1869-88. Free Library Committee chaired by 
WALKER, J. (November 1873). (CARN) 
198 HENDERSON, W. O. (1948) Op cit., p. 4 

70 



As a distinct group, the working classes were generally underrepresented in the growth 

of public education and thus did not effect any particular agendas relating to the type of provision 

on offer. Mostly because taught subjects were implemented as a response to ideological tenets 

that were applied to meet specific and purposeful educational outcomes (although these measures 

were not solely exacerbated by industrial and economic motives). Essentially, it was the 

expansion of political franchise during the nineteenth century that engendered newly gained 

political power for a wider portion of the nation. At the same time, the higher classes within 

British society quickly realised that an extended franchise would need to be underpinned by a 

modicum, or basic standards of literacy amongst the general population. 199 

From a national perspective, a turning point for British education had come in 1870 with 

the introduction of W. E. Forster's Education Act. The Act was a move towards a more cohesive 

system of elementary education; partly initiated by the 1867 Reform Act and the need to establish 

educational systems for'newly enfranchised working men in the townsi200 This seminal piece of 

legislation engendered a situation where free or compulsory education for all, became a distinct 

possibility (in theory) and, 'It brought the state into action in education as never before 
... creat 

[ing] the School Boards, the most democratic organs of local administration of the century'. 201 

School boards further underpinned local action as they were to be elected by ratepayers in 

districts that did not have enough schooling for their children. Another significant development 

of this reform was that women could become members of school board committees. 202 Forster's 

Act of 1870 enabled the school boards to revitalise the relationship between elementary education 

and secondary provision, by aligning its teaching activities with the funding system of the 

Science and Art Department. In reality, the 1870 Act attempted to meet a growing demand for 

elementary education but unexpectedly initiated a concomitant partnership between school 

199 See MUSGROVE, Op. cit pp. 27-33 for further details relating to nineteenth century 
approaches to education and industry. 
200 The Reform Act.. 

. meant that, for the first time since the Commonwealth, the balance of 
political power tilted in favour of nonconformity. As a result, not only did 'the masses' begin to 
lose their dislike of state action as a form of upper class paternalism, but the Dissenters no longer 
needed to regard state education as being predominantly Anglican'. BISHOP, A. S. (1971) The 
Rise of a Central Authorityfor English Education. London: Cambridge at the University Press. 
pp. 88-89 

LAWSON, J. & SILVER, 11 (1973) A Social History of Education in England. Methuen. 
314 P623 
2 1870 Education Act. Spartacus. http: //www. spartacus. schoolnet. co. uk/Leducation70. htm. p. I 
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boards and the Science and Art Department that expanded and in some ways exploited state- 

funded provision. Over the next thirty years, the process initiated by the 1870 Act, would have a 

substantial impact on the provision of state-aided education, during which time the power and 

scope of the Science and Art Department increased dramatically: 203 Very few artisans at first 

seem to have profited by the Department's efforts since the standard of education demanded was 

too high, but then came the 1870 Act, which started to lower the rate of illiteracy. 204 

Prior to the introduction of national reform that enabled increases in elementary 

education, illiteracy had been widespread and the advent of school board education at least 

allowed (where necessary) the extension of elementary education for the working classes. 

Although this pivotal Act administered the basis for a more comprehensive system, it was a 

system that was to be implemented as cheaply as possible205 Therefore it took some time before 

improvements in general education made a difference to literacy standards, or indeed, to 

attendance in provincial schools of art or their immediate rivals such as the evening classes held 

in the Wolverhampton Free Library. This was an important juncture in the evolution of a national 

system of education, on a par with the impact of the educational provision initiated by the Factory 

Act of 1839, which attempted to improve educational facilities for children. 

The 1870 Act further established the ideology of regionally-organised education funded 

through a local rate; although legislative power remained in the hands of distant central overseers 

(in the case of elementary schooling, this was the Education Department at Whitehall). 

Meanwhile the formal management of any provision other than elementary education, remained 

under the remit of the Science and Art Department. In conjunction with the new framework for 

203 'Since it had such wide objectives it was clear that the creation of school boards in 1870 was a 
matter of great interest to the Science and Art Department. This was not merely because of the 
possibility of teaching science and art in the elementary schools, but because, for the conduct of 
examinations in science and art, some form of local organisation was necessary and was not 
always easy to arrange'. EAGLESHAM, E. (1956) From School Board to Local Authority. 
London: Routledge and Kegan Paul. p. 89 
204 MUSGROVE, Op. cit. p. 52 
205e Act provided for elected School Boards to fill the gaps in the church school network, and 
laid down non-denominational religious teaching in the School Board schools. But it did not 
make schools free, nor attendance compulsory... [however]... in one year in the early 70s 
accommodation for children in schools rose by a sixth. ' BOURNE, R. & MACARTHUR, B. 
(1970) The Struggle for Education: Through a Hundred Years. Philosophical Library. p. 21 &p. 29 
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elementary education were issues relating to the economic outcomes of state aided-provision - to 

what end was the country supporting education for? 

Increasing demands for government-funded education were matched by the escalating 

and changing needs of industry in terms of a literate, and at least partly educated, workforce. 

These needs were voiced on a national scale during the eighteen sixties, seventies and eighties 

when a series of Select Committees published reports that addressed pertinent issues and 

questions regarding the economic needs of Britain. Many of these reports discussing industry's 

requirements in terms of existing and future educational provision - with particular emphasis 

placed on the importance of scientific and technical education. 206 

In 1870, Henry Cole gave evidence to the Committee of the Royal Commission on 

Scientific Instruction and the Advancement of Science. The Commission centred on current 

provision for science education and posed questions regarding the most practical and logical 

ways of expanding the subject, with the intention of enabling the general population to become 

more proficient in basic principles of science and its methods in relation to industrial needs. 

Henry Cole was called to testify and asked by the Chairman of the Committee if the teaching at 

the Central School of Art had incorporated both theoretical and practical instruction, Cole 

replied: 

It might seem so, but I do not think it can be said to have extended much. We have had 
two or three experiments during the period of the existence of the school in trying to 
apply drawing and painting and modelling to specific industries, but I confess that the 
ways of the world have beaten us altogether; we have had no success. 207 

One of the experiments that Cole was referring to, was probably the initiation of Special 

Technical Classes established at Marlborough House in 1852. Although, Macdonald, notes how 

these classes were discontinued after the departure of the master who taught these classes - 

206 The Samuelson Committee 1867-8; Report of the Royal Commission known as the Schools 
Inquiry Commission [The Taunton Report]; Royal Commission on Scientific Instruction and the 
Advancement of Science. [Devonshire and Samuelson Commission] 1870-75 and Report of the 
Royal Commission on Technical Instruction 1882-84. 
207 Royal Commission on Scientific Instruction and the Advancement of Science (Devonshire 
Commission) 1870. Volume 1: First Supplementary and Second Reports with Minutes of 
Evidence and Appendices; Evidence of Henry Cole; Minute No. 204, Tuesday, 14 June 1870 
p. 15 
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Professor Gottfried Semper, a German architect/designer who took the decision to return to 

Europe in 1855.208 

Following this first experiment, in 1858 Henry Cole established practical classes at the 

central school that incorporated the elements of design principles and material practice. These 

classes closely followed the model of an atelier system, whereby students and staff worked 

alongside each other producing highly decorated finishes and architectural details for the new 

cultural and educational empire that was being constructed in South Kensington, under the 

watchful eye of the Prince Consort. 209 The ateliers closed down four years after Henry Cole 

retired from his post as General Superintendent in 1873. Meanwhile, other moves by the central 

department to implement design training came in the form of National Scholarships, awarded 

annually to students who showed design ability which were awarded from 1863, when the 

Central School moved into a purpose-built building in South Kensington, named the National Art 

Training School. 

Further evidence was given by various witnesses to the Devonshire Committee which, at 

times, criticised the Science and Art Department's failure to further encourage and expand 

particular types of utilitarian (technical) education such as mechanical drawing and modelling. 

An example of the type of education being taken up by students working under the South 

Kensington regime is shown in the following statistics taken from the late 1860's. The number of 

pupils who had been studying freehand drawing against the number studying mechanical drawing 

in classes run under the South Kensington System, reveal an acute imbalance in subject provision 

(See Table 1). The figures also help to substantiate that the national art education system largely 

provided elementary or freehand drawing classes and teacher training, whereas there was less 

activity focused on technical skills applied to industrial processes. 

208 MACDONALD (1971) Op cit., p. 169 
209 Ibid. 
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Table V. Statistics relating to the Provision of Freehand Drawing and Mechanical 
Drawing in 1867 

Students studying freehand 
drawing in local Art Schools 17,210 
Students studying drawing in 
connection with the Science 

and Art Department 105,695 

Teachers obtaining certificates 
in Freehand Drawing 6,583 

Teachers obtaining certificates 
in Mechanical Drawing 13 

*Statistics taken from Royal Commission on Scientific Instruction and the Advancement of Science 
(Devonshire Commission) 1870. Volume 1: First Supplementary and Second Reports with Minutes of 
Evidence and Appendices; Evidence of Professor F Jenkins FRS Minute No. 204, Tuesday, 28 June 1870 
p. 95 

The figures cited above reveal why the Devonshire Committee criticised the pedagogic outcomes 

of the National Course of Instruction. They also clarify that after eighteen years of operation, the 

Science and Art Department's overseers had substantially redirected the aims of art training from 

industry to an emphasis on general education and teacher training to ensure cost-effectiveness 

was maintained. 

From an economic perspective, the payments on results system effectively curtailed 

expenditure on art education; meanwhile the heavily bureaucratic management of the South 

Kensington system provided a framework for publishing definitive outcomes, such as, results 

from the National Competition. Hence, criticism, directed towards the Science and Art 

Department by the Devonshire Committee, was not unjustified, particularly as some schools of 

art were making strong attempts to co-ordinate their activities with local industry. John Swift has 

used his research to provide evidence that the South Kensington Department voiced reservations 

concerning attempts by regional art schools to forge closer connections between their institutions 
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and local industry. Swift describes how this was the case at the Birmingham School of Art in 

1871: 

Birmingham's School's attempts to move outside the Department of Science and Art 
schemes were tolerated to some degree, but 

... the Inspector's Report criticised 
Birmingham's emphasis on serving the locality despite the fact that its National 
Competition results were the best in the country. Birmingham vacillated over the degree 
of independence it desired: on one hand it added extra non-examination classes which 
were not listed in the National Course of Instruction to assist a more locally aligned 
provision of design education, whilst ... simultaneously training students to achieve the 
highest grades in the examinations of the very body it wished to challenge. 210 

Furthermore, it is clear from the ample amount of witness testimony available in the 

Reports of the Devonshire Commission, that there was growing criticism of the forms of teaching 

contained in the National Course of Instruction under the authority of the Science and Art 

Department. Although some criticism of the system was propelled by concern at increased 

competition in trade and commerce from other countries. Yet, even though the South Kensington 

system was overtly bureaucratic, its underlying strength was that it provided a national and 

workable system of art education that was eagerly taken up by the British public. In 1857, 

43,212 individuals were undertaking instruction in art, including elementary drawing; by 1883, 

that figure had dramatically escalated to 843,135 people attending or connected to the courses in 

schools of art . 
21 1 Therefore despite its flaws, the system could not fail to have had some positive 

impact on numerous aspects of society - including industry. 

The increasing popularity of art education only served to encourage comment on 

disparities inherent in the national education system. Significantly so, during the second half of 

the nineteenth century when technical education became a focus of national debate; emulating 

earlier concerns on the need for a state education system that could serve and promote economic 

growth. In this particular climate, disparaging comments were not merely directed towards the 

Science and Art Department, but were given wider attention through public opinions and facts 

expressed in popular journals. In addition to this, there was fierce condemnation by significant 

210 SWIFT, (1988) Op cit., p. 14 
211 Figures quoted in SPARKES (1884) Op cit., Appendix D Table showing the number of 
persons receiving instruction in art, or in elementary drawing, in the years 1857 to 1883, from 
teachers holding drawing certificates granted by the Science and Art Department. p. 137 
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characters that held high profiles within the sphere of art, including John Ruskin, an impassioned 

critic of the South Kensington system. 212 

In 1877 a new journal, entitled'Industrial Art: a monthly review of Technical and 

Scientific Education at Home and Abroad', firmly stated its position on the current deficit of 

technical education in preference to freehand drawing and the general art principles taught 

through the South Kensington System: 

The very term 'Art Education' has been of late years limited to that general cultivation of 
the fine arts represented by 'pictures', 'sculptures', and 'architecture', the best efforts of 
the designer being merely regarded as 'patterns' to suit the passing requirements of the 

popular taste and at the same time to swell the gains of the manufacturer who is 
fortunate enough to employ a skilful inventor... Our Review makes the first distinct 

attempt to plead the cause of artist and designer alike to encourage much neglected and 
little understood art science, to ally original designing power with mechanical skill, and 
to foster those principles which influence for good the art creations of the nation. 213 

Whether or not the latter plea managed to effect any renewed efforts towards the expansion of 

industrial art training, the fact that a publication had been devoted to the subject, further reveals 

how the integration of art and industry became a pertinent issue during the second half of the 

Victorian age. 

Renewed calls made for the Art Division of the Department to provide a more 'practical' 

syllabus, came at a point in time when the provision of scientific and technical education was 

being hailed as a crucial mechanism for future economic and national stability. These concerns 

grew more pressing as inventions and industrial processes began to make new demands of the 

workforce. 

212 There was no love lost between Ruskin and the School of Practical Art... The South 
Kensington methods were beginning to incur frequent criticism... '. CARLINE, R. (1968) Draw 
They Must. Edward Arnold Publishers Ltd. P. 130 
213 LAMPREY, J. H. (Ed. ) (1877). Introduction. Industrial Art: a Monthly Review of Technical 

and Scientific Education at Home and Abroad. Volume 1, July to December. London: Harwicke 

and Bogue. 
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Unsurprisingly, this was a somewhat contentious situation in relation to the national didactic 

infrastructure that Cole's kingdom had developed in both art and science education since the early 

eighteen fifties. 14 Although simultaneously, the expansion of the art education system included 

pedagogic advancements, particularly in regard to training prospective teachers who aspired to 

become Art Masters. Plus, over time, the standard of teaching in art education was strengthened 

as each new wave of teachers progressed through the system. This situation was not only 

reflected in improved teaching standards, but also in relation to individual skills in art and design 

practice, such as the National Scholarships at the National Training School. 215 Nevertheless, 

although these scholarships encouraged high levels of aptitude in individuals, it did not offer 

solutions to design dilemmas in mass manufacturing industries. Meanwhile, many artisans 

attending evening classes in regional schools of art ploughed through the elementary stages of the 

National System of Instruction which, offered little connection to industrial design requirements. 

The need to instigate more training for practical purposes was recognised in a later 

article in the previously mentioned periodical, where the author called for the management 

committees of regional schools of art to stop, or restrict, the teaching of fine art in favour of 

industrial art. In other words, calling for local institutions to implement changes to the system 

from within the schools, thereby implying the consideration of a subtle shift of power in terms of 

management decisions, regarding what subjects should be taught in their schools. Yet, this level 

of freedom was virtually unachievable as evidenced by the situation at the Birmingham School of 

Art. For as this institution was striving to make relevant connections to its local industries, at the 

same time it was curtailed by the payment on results systems that encouraged art schools to 

rigidly adhere to subjects listed within the National Course of Instruction. 

A significant development in the history of technical education occurred in the early 

eighteen- eighties with the establishment of a Royal Commission on Technical Instruction in 

1881. The Samuelson Commission was appointed to address the current state of technical 

education in Britain as opposed to provision in European countries such as France and 

214 Scientific and technical education in this case was respectfully interpreted as theoretical and 
practical principles that could be applied to industry. 

5 FRAYLING, (1987) Op cit. p. 47 
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Germany. 216 This Commission was initiated in response to the unprecedented growth in technical 

education that was carried out by a variety of authorities throughout the previous decade. The 

increase in educational provision throughout the second half of the nineteenth century, happened 

under the jurisdiction of a number of diverse education bodies, including the Science and Art 

Department; the City and Guilds of London Institute; the Royal Society of Arts; polytechnics and 

various local institutes and colleges. However, despite this increased competition, art education 

was still being recognised for its contribution to the national economy; for in its conclusions, the 

Commission outlined the tangible benefits that art schools had brought to some specific areas of 

manufacture: 

The manufacturers of Nottingham speak with no uncertain voice of the important 
influence of the local school of art on the lace manufacture of that town. Without the 
Lambeth School, the art productions of Messrs. Doulton could scarcely have come into 
existence? " 

Collectively, the various Commissions that investigated technical education helped to 

promote a new sense of public urgency connected to the idea of education being used as a social 

tool for individuals to'get on'. While at the same time, these bodies rejected the idea of more state 

intervention in favour of increasing involvement of local enterprise. But most importantly, these 

enquiries laid the foundations for a series of Technical Instruction Acts that were to be the 

catalysts for major education reform introduced at the end of the nineteenth century. Although 

the Technical Instruction acts established further local involvement in secondary education, there 

were other underpinning initiatives that began to encourage other forms of education. Thus, an 

escalation of adult education occurred throughout the last two decades of the nineteenth century. 

Of particular consequence to extended provision were the Branch School Evening Classes and 

the incorporation of local voluntary enterprises such as the Science College founded in 

Birmingham by Josiah Mason in 1875218 

216 'The Samuelson Commission was set up in 1881 as a result on the one hand of widespread 
concern about the capacity of English industry to stand up to European competition, and on the 
other, of the unregulated growth of various forms of technical education in England'. ASITWIN, 
pp. cit. p. 121 
21 Royal Commission on Technical Instruction 1882-84 (Samuelson Commission). Influence of 
Schools on Industries. First Report and Second Report [Volume I], p. 513-514 
21 DENT, R. (1973) Old and New Birmingham: A History of the Town and its People: Volume 3. 
E. P. Publishing Ltd. P. 592 
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In the case of art education, as has been shown previously, other schemes such as, 

organising regional exhibitions to supplement funds for schools, forged new levels of local 

initiative and responsibility for education. This type of provincial action was further encouraged 

by final recommendations in the Second Report of the Royal Commission on Technical 

Instruction, published in 1884.219 The commission recognised that any expansion of 

secondary/adult education would invariably need to be instigated and underpinned by local 

government administrative structures, including local management committees and the 

appropriation of regional funding through voluntary effort. 22° That said, this was not a new 

approach to recognising the need to further develop local representative bodies to manage district 

affairs 22' The Report was also to have an impact on the current provision of art education, as it 

advocated extended '... teaching of science and at in training colleges'. 'm 

Another factor that had an impact on the provision of technical and scientific education 

occurred in March 1859, when Captain John Donnelly was appointed as an Inspector at the 

Science and Art Department. In time, his role at South Kensington became much more important 

as in 1865 he succeeded Captain Francis Fowke to oversee the Science division of the 

Department. He then began a long-term career in state-funded secondary education, obtaining 

the role of Director of Science in 1874 shortly after Cole's retirement. 

Major Donnelly eventually became the permanent Head of South Kensington in 1884 -a 

role he occupied until the Science and Art Department was absorbed into the Board of Education 

in 1899 223 In this long-term role, Donnelly became a key instigator of developments in science 

and technical education. For example, one of the major shifts he instigated in relation to 

219 Royal Commission on Technical Instruction 1882-84 (Samuelson Commission). Second 
Report. 
220 GOSDEN, P. (1970) Technical Instruction Committees. in, Studies in the Government and 
Control of Education since 1860. History of Education Society. London: Methuen & Co Ltd. 
221 'The most influential of all, John Stuart Mill, was preaching the doctrine of local self- 

government. Mill saw the need to reform much of the structure of English government ... 
In his 

Consideration on Representative Government, first published in 1861, he condemned the 
'anomalous' nature of the 'only provincial boards we possess, the Quarter Sessions'. RAO, N. 
(1994) Op cit., p. 63 
222 MACLURE, J. S. (1968) Educational Documents: England and Wales, 1816-1967 (2nd Ed. ). 
London: Chapman and Hall Ltd. P. 121 
223 ARMYTAGE, W. H. G. (1950) J. F. D. Donnelly: Pioneer in Vocational Education Vocational 
Aspects of Secondary and Further Education. Vol. 2, No. 5, p. 13. 
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technical education was to prepare a memorandum that led to the establishment of technological 

examinations under the jurisdiction of the Society of Arts. '' Throughout his years at the 

Department, Donnelly made great efforts to implement initiatives that encouraged a growth of 

scientific and technical education although this proved to be a gradual process. 

In September 1875, E. J. Poynter had taken over the post of Director of Art and 

Principal of the Art Training School from Richard Redgrave while Mr J. Sparkes became 

Headmaster of the institution. Just two years later, the rationale of the Central School was shifted 

when the high number of students studying to become teachers, was deemed too many for the 

national system to accommodate. Therefore, the terms of a new National Scholarship were 

amended which, ostensibly, would direct students back to industry to ensure that their skills had 

some utilitarian outcome. 'u Still, certain factions who clung to free market principles strongly 

objected to the terms of this directive: 

Bitter opposition was expressed by many manufacturers, who feared that if their 
workmen were to meet in technological classes, their own trade secrets would be 
jeopardised. 226 

The reluctance to embrace wider training, particularly at a time when technological 

advancements required a better-educated workforce, was a factor that initially impeded the 

growth of skills-based examinations for a significant part of the nineteenth century. This 

'opposition' offers some explanation as to why a series of nineteenth century Commissions were 

appointed to report on the state of scientific and technological education, and why so much 

emphasis was placed on voluntary effort and local management to oversee this type of provision. 

In industrial towns where new forms of hegemony were taking shape, power and 

authority was assigned to, or more likely, taken by the newly instituted middle classes -a situation 

that was almost a natural progression. At least, where local industrialists were involved in the 

education of their workforce, their fears concerning the dissemination of trade secrets could be 

224 Ibid. 
225 BROWN, F. (1890) South Kensington and Its Art Training. Longmans, Green & Co. p19 
226 Ibid. 
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assuaged. Furthermore, if local manufacturers took responsibility for the provision of technical 

education which had some relevance to their products, then not only could the threat of industrial 

espionage, or state-funded competition be lessened, but more importantly, the technically trained 

workman would bring more skills to manufacturing. This latter point being of great importance to 

industrialists in a time of growing competition from the free market. 

Local responsibility for education inevitably fell to members of the local community 

who were well educated - or at the very least, financially astute; especially as government 

funding systems for state education impelled the necessity for local benefactors and subscribers 

to underpin carefully structured and targeted grants. Funding mechanisms were therefore 

planned so that they could be administered via local organisation, and thus, (from a Laissez faire 

stance) lessen government expenditure on education. However, in reality, escalating provision in 

elementary and secondary education led to increased expenditure and further state involvement in 

education, throughout the second half of the nineteenth century. 227 For example, Roderick and 

Stephens, describe the 1880s as, '... a decade in which serious attempts were made to grapple with 

the problem of formalising technical education and creating for it a secure financial footing'. 228 

Another significant factor in the furtherance of technical instruction was the foundation 

of a'watchdog' body, the National Association for the Promotion of Technical Education in 1887. 

The countrywide escalation of science, art and technical classes, encouraged by the Board 

Schools, Higher Grade Classes and their managers, meant that the Science and Art Department 

with its established model of national provision, became the core provider for a disparate and 

organic movement in secondary education. This further elevated the South Kensington 

authorities into a powerful entity with an almost hermetic existence in relation to other forms of 

state provision. 229 

22' For example, in 1854, the total of expenditure of the Science and Art Department was 
£56,911, by 1894, that figure had escalated to £770,432. GOSDEN (1966) Op cit., p. 50 
228 RODERICK, & STEPHENS, (1978) Op cit. 
229 In 1895, the Royal Commission on Secondary Education described the Science and Art 
Department's official role in technical instruction stating'... it has to decide on the qualifications 
of schools or institutions to receive aid from local authorities and also to sanction subjects of 
instruction not specifically authorised under the Technical Instruction Acts'. Royal Commission 
on Secondary Education 1895[Bryce Commission]. Volume 1: Report of Commissioners. 
London: Eyre and Spottiswoode. P. 28, No. 15 
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3.2: Local Technical Education Committees 

A new era in the evolution of regional authorities for education began with the creation 

of County Councils in 1888 230 A move that also provided the framework for the administration 

needed to oversee the provision of technical education, which was activated by the passing of a 

series of technical education acts in the late eighteen eighties and early eighteen nineties. The 

first Act to be introduced was the Technical Instruction Act of 1889 that allowed county councils, 

county boroughs and urban sanitary authorities to supply, or aid the supply, of technical 

instruction to the extent of the product of a1d. Rate. The 1889 Act also constituted the Science 

and Art Department as the overseeing central authority, to undertake decision making on such 

issues as the application of grants according to the type of provision; organised committees and 

other questions. By not defining the exact terms of the type of education that fell under the term 

'technical education', the first Technical Instruction Act gave the Science and Art Department 

immense liberty to apply its own interpretation to what subjects it could fund. 

In terms of local involvement, regional authorities were permitted to appoint a 

committee wholly or partly chosen from their own members to carry out their functions under the 

Act, except for the power of raising a rate or borrowing money which had to be reserved to the 

main body. This was a seminal turning point for the English education system as prior to the 

introduction of the three Technical Instruction Acts, attempts had been made for over a quarter of 

a century to create and encourage a more inclusive framework for science and technical 

education. 231 

230 The extension of the franchise to agricultural workers was followed in 1888 by the creation of 
all-purpose and directly elected county councils. For towns and cities with populations greater 
than 50,000 the 1888 Act also established elected county borough councils, independent of the 
county councils and based on the existing municipal boroughs'. STOKER, G. (1988) The Politics 
of Local Government. Macmillan Education Ltd., p. 4. (Wolverhampton became a County 
Borough in 1889). 
231. GOSDEN, (1970) op. cit. p. 28 Two subsequent Acts built upon and further reinforced the 
first initiative; the Local Taxation (Customs and Excise) Act of 1890 and the Technical 
Instruction (Amendment) Act of 1891. 
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In 1884, John Sparkes an ex-student who studied at South Kensington, and who 

progressed to the position of Principal of the National Art Training School, recognised the failure 

of Parliament to encourage technical work in local schools: 232 

... technical work has always been discouraged by Parliament, on the ground that the 
public money must not be employed to subsidise trade in any way, and has also been 
strenuously opposed by manufacturers-who are now clamouring for its greater 
encouragement and therefore schools that have developed into technical schools have 
done so on their own responsibility. 233 

However, a solution to meeting some of the clamours for increased provision of 

technical education was resolved when the government applied a concomitant approach to apply 

local involvement in technical education. This was achieved by establishing an Act of Parliament 

that directed surplus funds from customs and excise taxes to provide the instruction of technical 

education. Further provision was enacted when a second Technical Instruction Act instigated a 

widening of the remit of local Technical Instruction Committees. The 'Local Taxation (Customs 

and Excise) Act of 1890' directed excess funds appertaining to the taxes derived from raised 

duties on the alcohol trade to local authorities (hence the name often used to describe this act in 

educational history -'The Whisky Money Act'). A further Act in 1891 established additional 

powers relating to technical instruction. 234 Although it should be noted that funds collected via 

local rate under the terms of the 1889 Technical Instruction Act, could not be used to provide 

instruction in subjects that were already listed in the Science and Art Department's annual 

Directories. An interesting proviso, as the Department had gradually increased national provision 

for both art and science education, funding evening classes in both subjects and creating 

2; 5 '... organised science schools' in 1872 

It is clear that the move to increase technical provision was carefully formulated to 

ensure government expenditure on education could be curtailed, and instead, supported through 

local taxation, thereby incorporating more local responsibility in the direction of regional 

232 WERNER, A. (1985) John Charles Lewis Sparkes 1833-1907. 'Artists as Educators'. The 
Journal of the Decorative Arts Society: 1850 to the Present. No. 13 
233 SPARKES, op. cit. p. 104 
234 The Amending Technical Instruction Act (1891) established wider interpretation of education 
relating to specific local requirements. 
235 RODERICK and STEVENS (1978) Op cit., p. 32 
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administration. Even though the initial provision for technical education was placed into the 

hands of local authorities empowered to apply the money to either technical education or rate 

relief, this legislation failed to herald a new era in secondary education. However, these Acts laid 

the foundations for future developments in technical education, as in many ways, the science and 

technical schools (some of which became art and technical schools), established in the latter part 

of the nineteenth century, were the original prototypes of the modem day technical colleges: 

By the end of the century there were over a hundred of these throughout the country 
providing a judicious blend not only of literacy and scientific instruction but also of 
manual and commercial instruction. 236 

The Technical Instruction acts enabled County Borough Councils to establish Technical 

Instruction Committees, which were then able to join governing bodies of institutions that offered 

technical education within their syllabus - including art schools. As Richards noted, '... this 

mark[ed] a significant development in our national education system because, for the first time, 

education, other than elementary, could legally be aided from the rates'. Z" Although, Richards 

fails to recognise that by this time, some Municipal Schools of Art' were being funded by local 

rate after the sanction of Corporation Acts passed by Parliament (this point will be further 

addressed in the following chapter). These Acts enabled a local rate to be granted to specific 

institutions under the terms of the Public Libraries Acts' and special covenants passed through 

Parliament - as was the case of the Wolverhampton and Birmingham Municipal Schools of 

239 

Technical Instruction Committees became involved in spheres of Scientific, Technical 

and Art education, although this remit expanded when these committees became overseers of 

other subjects too. However, this did not herald a major advance in this provision for initially, the 

761bid. 
237 RICHARDS, P. (1987) The Establishment of Evening Classes in Wallasey: the Work of the 
Local Technical Instruction Committees from 1893 to the Early Tears of the Twentieth Century. 
Journal of Educational Administration and History. Vol. 19, No. 1, January. P. 19 
238 The Public Libraries Amendment Act of 1884 'empowers any authority acting under the 
Public Libraries Acts to accept a grant from the Committee of Council on Education towards the 
purchase of sites or the provision of premises or furniture for Schools of Science and Art'. 
Department of Science and Art of the Committee of Council on Education. Directory with 
Regulations for Establishing and Conducting Science and Art Schools and Classes. (1888) 
London: Eyre & Spottiswoode. P. 117 
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majority of technical education imparted was chiefly at elementary level. 239 Rather, the growth in 

educational responsibility happened as a response to the terms of the 1889 Technical Instruction 

Act which, were permissive and merely stated that the responsibilities of Technical Instruction 

Committees were to, '... supply or aid in supplying technical or manual instruction'. 240 Inevitably 

this created a situation whereby such Committees not only became responsible for a wide range 

of elementary and very occasionally, secondary education in their areas, but they also liased with 

a number of partnership agencies to co-ordinate technical education. Historically, it is important 

to remember that the Science and Art Department had encouraged co-operation between local 

education providers from the early 1850's; a factor that probably led to the furthered expansion of 

its educational jurisdiction when it was given responsibility for the administration of Technical 

Instruction funds. 

Eventually, after the Technical Instruction Act encouraged more local participation in 

education, technical instruction committees were progressively thrown into what would become a 

maelstrom of educational activity. Thus, with no clear definitions as to what constituted 

Technical Education', they were ultimately encouraged into a much wider remit: 241 

The gap which appeared to the public to be the most obviously important was in 
provision for technical education: the more vocal section of the public was most 
sympathetic to this, hence the gap-filling agencies for education were described as 
technical instruction committees and were initially aimed principally at meeting this 
need. But in practice the committees could, did, and often found they had to go beyond 
technical instruction and act as providers or aides of all forms of secondary and higher 
education. 242 

A contemporary example of the growing emphasis towards technical education occurred 

in Wolverhampton in 1888, (one year before the first Technical Instruction Act was enacted), as 

239 Jonathan Swift asserts that impact was directed towards less advanced work i. e., "The 
Technical Instruction Act affected the more elementary level of the Science and Art classes... " 
SWIFT, J. (1989) (b) Birmingham Art School: Its Branch Schools and Female Students, in 
TILSON, B. (Ed. ) (1989) Made in Birmingham: Design and Industry 1889-1989. Brewin Books. 
240 SIIARP, P. R. (1968) The Entry of County Councils into English Educational Administration. 
Journal of Educational Administration and History. Vol. 1, No. 1., pp. 18-19 
241 'With the instigation in 1880 of the independent City and Guilds London Institute for the 
Advancement of Technical Education and with the creation of the new polytechnics in the 1880's, 
this ad hoc proliferation of technical provision was becoming increasingly muddled and chaotic'. 
GREEN, (1990) Op cit., p. 299 
242 GOSDEN, (1970) op. cit. p. 31 
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is shown in an extract from the Minute Book of the Free Library, Art Gallery and School of Art 

Committee Minute Book: 243 

Mr Councillor ironmonger President of the Chamber of Commerce 244 stated that Sir 
William Plowden MP had offered a sum £100 towards a fund for the advancement of 
technical education in this borough and asked that a Sub-Committee should be appointed 
to confer with the Council of the Chamber of Commerce on the subject 245 

However, except for a tentative enquiry from the Willenhall and Bentley School Board in 

February 1888, which enquired if the School of Art would accept elementary level pupils for 

classes in technical Education, there is no other mention in the Minute Book of the generous 

gesture made by Plowden. 246 Seemingly, without the legislative frameworks for technical 

education at that time, the Sub-Committee appeared unable to direct this charitable donation to a 

particular use - at least in the case of provision at the Art School. 

By December 1891, all three Technical Instruction Acts had given statutory power to 

localities who could now apply alp rate, or revenue from'Whisky Money' funds to education of 

a'technical nature'. This clearly effected a response in Wolverhampton, as initial attempts to 

promote the provision of technical education to local manufacturers was put forward in a 

statement by the Chairman of the Free Library, Art Gallery and School of Art Committee, who 

reported that he had: 

... communicated with the local secretary of the Chamber of Commerce with a view of 
their co-operation in bringing the [Art] School more prominently before the 
manufacturers etc., and that they had agreed to send circulars to these in the District 
together with a copy of the School Prospectus. 247 

243 Following the introduction of the Technical Instruction Acts, the Free Library, Art Gallery and 
School of Art Committee eventually became the Technical Instruction Committee (acting as a 
sub-committee under the auspices of the General Committee of Wolverhampton County Borough 
Council) 
244 The Wolverhampton Chamber of Commerce and Industry was founded in I856. its primary 
object [was to] ... provision of a centre to promote and protect the trade, commerce and 
manufactures of Wolverhampton and the surrounding district', Wolverhampton Official 
Handbook, op. cit. p. 75 
245 'Technical Education'. 25 October 1887. Art Committee Minute Book No. 11886-1888, P. 86 
CMB/WOL/C/ART/1 (CARN) 
246 Ibid., 8 February 1888, p. 24 
247 Extracts from Inspector's Report for Wolverhampton Municipal School of Art, from a letter 
sent from the Science and Art Department 11 December 1891. Art Committee Minute Book No. 3 
(1891-1893) P. 67 (CARN) 
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Nevertheless, despite obvious interest from the local Chamber of Commerce, the 

growing furore concerning the necessity of technical education to benefit industrial processes 

does not appear to have been a major priority in the highly industrialised town of 

Wolverhampton. Either prior to, or even immediately after the donation by Plowden; or 

following the inception of three Technical Instruction Acts. In fact the first recorded action in 

respect of communicating with the Wolverhampton Chamber of Commerce, came in December 

1891, when the Committee resolved an action: 

That 500 additional copies of the [Art] School Prospectus be printed, 300 of which to be 
forwarded to the Wolverhampton Chamber of Commerce ... [and]... that the ilead Master 
be asked to visit the various japanning works in the Borough and ascertain the class of 
work being done thereat 248 

Original attempts to subsume technical education into existing provision were not only 

problematic for Wolverhampton. The following quote gives a comparative viewpoint to 

problems experienced by increased local participation for technical education, as it describes 

some of the management issues relating to the Liverpool Technical Instruction Committee. 

Fidler, shows areas of conflict with the local Trades Council in connection with the roles that 

each would play in the future provision of technical instruction: 

The technical Instruction Committee, originally a specially appointed sub-Committee of 
the Library, Museum and Arts Committee... implemented its scheme in a way that led to 
considerable disagreement between itself and the Trades Council. To some extent, this 
reflected conflicting views on the nature of educational priorities... there was no sign of 
willingness to discuss plans for the future organisation of technical education with the 
Trades Council, despite a number of communications from that body requesting an 
interview. 249 

This situation parallels events in Wolverhampton where the relationship between the 

Technical Education Committee and the local representatives for manufacturing seemed to be 

very lacklustre in response to developing an agenda for technical education in the locality. On the 

248 Extracts from Inspector's Report for Wolverhampton Municipal School of Art, from a letter 
sent from the Science and Art Department 11 December 1891. Art Committee Minute Book No. 
(1891-1893) P. 67 CMB/WOUART/3 (WCARN) 
249 FIDLER, G. (1977) The Liverpool Trades Council and Technical Education in the era of the 
Technical Instruction Committees. History of Education, 1977, Vol. 6. No. 3, p. 216 
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cusp of educational administrative changes the local industrial scene was also undergoing a 

transformation and the need for better technical education was at least being realised. Old 

established Wolverhampton trades - such as japanning, toolmaking, toys and holloware - were 

declining and, if new industries (such as the manufacture of cycles and electrical apparatus) were 

to take their place, a really high standard of design and workmanship was essential. This could 

only be secured by giving apprentices an improved technical education. Failure to implement 

measures for 'improved technical education' was not merely due to general apathy by local 

manufactures but most probably related to the proviso within the act, that it should not include 

the teaching of any industrial trade or manufacturing process. A legality that retained earlier 

distinctions between the necessity of a scheme for formal industrial education as opposed to 

industrial training on factory premises. 

An example of this is shown in the 1891-Minute Book of the Wolverhampton Free 

Library, Art Gallery, and School of Art Committee. This document describes a disparity between 

the requirements of local industry and the inability of technical art skills, (largely provided in 

Wolverhampton by the school of art at that time) to meet the need for developing practical skills. 

The Minute Book contains a letter from the Science and Art Department, which includes extracts 

from the art school's last inspection; it also offers primary information which points at a lack of 

artistic skills within the local Japanning trades: 

There was little or no designing going on though some works in this stage were sent this 
spring to the National Competition. The Master reports the painting in the japanning 
trade to be lamentably poor. He is such a good flower draughtsman that I think it a great 
pity it is not made more of a feature in the course of instruction so as, if possible, to 
shew [sic] the local trade the error of its ways. 250 

250 Extracts from Inspector's Report for Wolverhampton Municipal School of Art (No. 4215) 
contained in a letter from the Science and Art Department 11 December 1891. Art Committee 
Minute Book, No. 3 (1891-1893) p. 67. CMB/WOUC/ART/3 (CARN) The I leadmaster described 
in the latter quote was Mr. A. C. Jahn. He took the position of E lead Master when the previous 
Master, of the Wolverhampton Art School, Archibald Gunn, tendered his resignation in 1890, 
(although Gunn stayed on in this post until 1891, when his successor, was appointed). The long 
period of notice that Mr Gunn served and the recent appointment of a new E lead Master, (after a 
24 years reign by Mr Gunn), could have been contributory factors in relation to criticisms made 
of the overall management of the School around that period of time. 
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It could be posited that the latter Report is phrased in a measured way, as it does not 

advocate any significant responsibility to the institution to develop responses to the lack of skills 

in the Japanning trades. Rather it places the focus on gaining general skills in flower painting by 

making it more prevalent in the National Course of Instruction. This example shows some 

dissatisfaction with the existing interpretation of the syllabus in the school even though the 

majority of stages in the National Course of Instruction were imitative and concentrated on 

copying printed examples. These included botanical imagery. 251 As a contemporary account of 

an actual situation, this helps to confirm that the Science and Art Department's pedagogy was not 

addressing local issues concerning design skills for industry - at least not in Wolverhampton. 

This was despite decades of debate and pages of evidence, findings and recommendations from 

successive Royal Commissions to find a solution to this dichotomy. On the other hand, there was 

little attempt by local industry to accommodate the training needs of its workmen by allowing 

them to study during working hours, hence placing the onus on artisans to shoulder the 

responsibility to acquire work related training. 252 

Indeed, the Department's dissatisfaction with pedagogical aspects of the 

Wolverhampton School of Art were not the only concerns, because deficiencies in the role of the 

Art Committee were also brought into focus in the Inspectors Report of 1891: 

Good work generally is done in this school, chiefly in teaching the young, who are well- 
drilled in ornamental outline structure by blackboard and flat examples. The same is the 
case in Building Construction under Mr Rutherford. The modelling rooms in spite of 
their being an efficient master, coming over from Birmingham, of the Elkington Firm, is 
attended by very few. The whole institution demands more serious supervision from the 
Committee which, as the Secretary informs me, has handed over the responsibility and 
direction of the School of Art and the Art Gallery and Science classes, to the [lead 
Master Mr Jahn. Doubtless such an arrangement saves trouble, and may in some 
respects work beneficially, but not so in others. 253 

It is possible that this situation could have evolved due to a number of changes in municipal 

organisation, as the original model for the Art Committee became more complex over time. 

Particularly following the introduction of local powers through the 1888 County and County 

251 MACDONALD, (1970) Op cit., p. 237 
252 Ibid., p. 124 
253 Ibid. Letter from Science and Art Department voicing concerns relating to last Inspection. 22 
Dec 1891. p. 67 
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Borough Act, when local councils established a framework of committees and sub-committees to 

deal with a variety of new responsibilities extended to them. 254 

For example, Wolverhampton established an administrative structure (which appears to 

be the standard approach taken by many other County Councils and Boroughs) whereby ad hoc 

committees were responsible for individual institutions (such as the Art Committee of the Art 

School). But these committees were also incorporated into wider bodies such as, the Free 

Library, Art Gallery, and School of Art Committee, which in turn, reported to the General 

Purposes Committee of the Council. Thus, local systems, were becoming more administratively 

complex while additionally, local committees also had to contend with the onerously complicated 

framework of the South Kensington System. 255 

One mechanism for presenting official information to education managers, were the 

annually published Directories and Regulations' disseminated across the country to inform the 

public of the rules and regulations determined by the central authorities. These directories offer a 

physical testimony to the overt bureaucracy of the Science and Art Department; for example, in 

the 1893 Directory the Regulations Special to Art' was presented in over 200 pages. 236 On the 

other hand, the weighty and meta-organisational nature of the system for science and art 

education, was one of the main factors that enabled the Science and Art Department to retain its 

administrative independence from the Education Department in Whitehall 2sß 

The implementation of the Technical Instruction Acts further served to broaden the 

remit of local committees, giving them opportunities to develop wider provision for technical 

254 The Wolverhampton Corporation Act (No. 2) had established that the Art Committee should 
be responsible for both the Art School and the Art Gallery. 
iss The formation of Committees established for organising and maintaining Schools of Art under 
South Kensington Regulations was outlined in the Department's Annually published Directory of 
Regulations. Department of Science and Art of the Committee of Council on Education. 
Directory with Regulations for Establishing and Conducting Science and Art Schools and 
Classes. (1888) London: Eyre & Spottiswoode. Section 9. 'Local Committees'. P. 3 
256 Directory (Revised to June 1893) with Regulations for Establishing and Conducting Science 
and Art Schools and Classes. Department of Science and Art. Eyre & Spotiswoode. pp. 58-274 
257 See BUTTERWORTIH, (1971) op. cit. 
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education in the locality, while also encouraging legally participating institutions to plan and co- 

ordinate local provision in response to the various funding systems. Conversely, this extended 

control was largely tempered by central administrative regulations, rather than creating a new 

zeitgeist for local education. 

Gosden in his description of the working arrangements between central and local 

education bodies shows the limited extent of decision making that local committees were able to 

exercise: 

In spite of the importance which it claimed to attach to local initiative, the Science and 
Art Department in fact left little or no room for its local committees to exercise 
judgement on any issue of weight or significance, they remained administrative devices 
in the service of a highly-centralised grant-distributing machine. 259 

Further advancements in the sphere of adult education were encouraged by the active 

participation of school boards that were created under the terms of the 1870 Education Act. This 

subsequently led to increased attempts by the board schools to gain a foothold in the provision of 

scientific and technical education; partly through the creation of advanced stages of education in 

elementary board schools. These higher standards evolved into Higher Grade Schools which 

were able to overcome legal restrictions as to the scope of their educational remit, by the 

accessing of grants made by a number of different agencies including the Science and Art 

Department, in order to offer a wider adult education curriculum. 259 Although, the Technical 

Instruction Acts were legally couched to ensure improved provision for science and art subjects 

that had a practical basis, they also included a proviso that restricted these funds being used to 

fund elementary education in state schools (and therefore directed this provision towards 

secondary instruction. Instead the funds were: 

. applicable to industries and in the application of special branches of Science and Art 
to specific industries or employments. It shall not include teaching the practice of any 
trade or industry or employment, but save as aforesaid, shall include instruction in the 
branches of Science and Art, with respect to which grants are for the time being made by 
the Department of Science and Art26o 

25* GOSDEN (1966) Op cit., p. 55 
259 See EAGLESIIAM, (1956) Op cit., (Chapter 8. 'Science and Art Expenditure and Elementary 
Schools in the Provinces'. ) 
260 Letter from Wolverhampton Town Clerk's Office, 22 December 1891, Technical and Manual 
Instruction'. Art Committee Minute Book, No. 3, January 19'h 1892. P. 75 (CARN) 
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Increasing provision was aided under the auspices of a Liberal Government when the 

Code of 1890, brought a number of new possibilities to local board schools. This included the 

relaxation on the type of subjects taught in evening classes - extending access to the payments- 

on- results funding available from South Kensington authorities. And yet, although this 

legislation seemingly encouraged access to various types of formal, commercial and technical 

education, it was an organic and haphazard approach to meeting universal requirements for state 

education, rather than a strategic, or rationalised development. 

As shown earlier, the first reactions to technical education in Wolverhampton were 

fairly lukewarm with regard to extending the teaching of practical subjects (especially related to 

industry) in the area. However, it should be recognised that the town's Art School already 

concentrated on technical subjects as they were listed in the Science and Art Directories such as, 

geometry, machine- construction and building- construction, in order to ensure grants from the 

central authorities. If the Art Committee were allowing Mr Jahn a large amount of responsibility 

in the management of the establishment, it is rational to assume that his main focus was on 

students' achievements. Particularly in connection with national and local prizes and examination 

passes as these mechanisms engendered payments-on-results grants from the central funding 

body. And, thus, would be the main source of income for the School. Meanwhile, Jahn's priority 

would concentrate on developing students' ability to achieve payments-on-results grants; 

particularly as money obtained from the Technical Instruction Acts could not be used to fund 

subjects listed under the National Course of Instruction. 

Pragmatically, the Art Committee were more or less impelled by financial 

circumstances to focus on the fiscal state of the institution (which was still dire) rather than 

forging new initiatives or trying to expand provision in technical education. Nevertheless, 

primary evidence shows that the Committee did take some consideration as to how they could 

apply Technical Education funds. Or in other words, how these funds could be used to place the 

school of art on a more stable footing by eradicating some (or all) of its existing debt. 
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This scheme is evidenced in a letter entitled Technical Education' sent to Horatio 

Brevitt, the Town Clerk from the Art Committee, in January 1892: 

In reply to the letter of the Committee appointed by the Council to consider and report 
upon the above subject the Art Committee beg to state that as far as they can see at 
present, they believe they will be able to carry on + (sic) moderately to develop the 
present work of both institutions under their charge without any additional grant from 
the Council, if the burdensome debt (which in March will amount to between £1,000 + 
£1,100) be paid off. This debt was chiefly incurred before the Council had obtained 
statutory powers to support the Art Gallery and School of Art... the Committee consider 
that the time has come when they should broaden the base of their work by organizing 
branch evening classes in elementary art in the more distant Board Schools, 

... 
The 

Committee therefore urge that the Council relieve them of their debt and make them an 
annual grant of £100 for the purposes above described. 261 

This application shows yet another attempt by the Art Committee to utilise funds from 

local taxation (under the terms of the Technical Instruction Acts) to alleviate outstanding debts, 

rather than to use them to develop or extend the current art syllabus to meet local industrial 

needs. Even though there were clearly some opportunities to provide art and design training that 

could benefit local trade and manufacture, the Technical Instruction Acts offered limited scope 

for specific requirements by local manufactures, as provision was curtailed by the following 

definition: 

Technical instruction shall mean instruction in the principles of science and art 
applicable to industries, and in the application of special branches of Science and Art to 
specific industries or employments. It shall not include teaching the practice of any trade 
or industry or employment, but, save as aforesaid, shall include instruction in the 
branches of science and art, with respect to which grants are for the time being made by 
the Department of Science and Art... and made on the representation of a Local 
Authority that such a form of instruction is required by the circumstances of that 
district. 62 

Hence it is clear that free trade principles that had hampered earlier experiments in vocational 

education were still being applied to technical instruction in the last decade of the nineteenth 

century. 

261 Letter titled 'Technical Education', sent by the Art Committee to the Town Clerk of 
Wolverhampton. January 19 1892, p. 76 In Art Committee Minute Book, No. 3 (1891-1893) p. 67. 
CMB/WOUC/ART/3 (CARN) 
262 Letter titled Technical and Manual Instruction' from the Wolverhampton Town Clerk to the 
Art Committee of the Municipal School of Art, in the Art Committee Minute Book No. 3 (1891- 
1893) January 1892 p. 75 CMB/WOUART/3 (CARN) 
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Although, the application of local rates had some impact on art school management as it led to a 

decision by South Kensington managers to make some changes to funding procedures. This 

response from the Science and Art Department to the increased provision for practical subjects 

through local taxation, was to lower the submission of works for prizes and payments, as it 

considered the possibility of some elementary levels of the science and art syllabus being 

supplemented by local rate aid: 263 

'the payments for works sent up will, in future years, speaking broadly, be restricted to 
Drawings, Paintings, and Models which are not simply exercises in a subject in which a 
student may present himself for personal examination, but which are something more- 
something involving greater care in execution or instruction, different from or beyond 
that tested and paid for under the rules for personal examination. 264 

In this instance, South Kensington's change in policy was to have an enormous impact by raising 

the standard of students' work that was exhibited in connection with the annual number of medals 

and prizes secured in the National Competition. Inevitably, the limiting of prize submissions to 

advanced work enabled a focus on higher levels of aptitude and skills that were visibly evident in 

the work submitted for competition: 

As the payments on the results of personal examination have of late years been greatly 
augmented, the payments for works sent up will, in future years, speaking broadly, be 
restricted to Drawings, Paintings, and Models which are not simply exercises in a 
subject in which a Student may present himself for personal examination, but which are 
something more - something involving greater care in execution or instruction, different 

265 from or beyond that tested and paid for under the rules for personal examination. 

This concentration on advanced work invariably effected wider and more favourable comment 

on the efficacy of the South Kensington System for art education, particularly from influential 

journals such as The Studio, which reported National Competition results from 1894, onwards. 

From utilising both secondary and primary sources from the latter part of the nineteenth century, 

it is clear that the issues concerning the relationship between art and industry were as pertinent as 

they had been in the earlier years of Queen Victoria's reign. 

263 Scientific instruction in art education was primarily through subjects such as Practical Plane 
and Solid Geometry; Building Construction; Machine Drawing; Architecture. 
264 Letter from the Department of Science and Art. 22 February 1887, 'With Reference to the 
Sending of the Works of Students' in, Art Committee Book No 1 1886-88, April 10 p. 147 
CMB/WOL/ART/1 (CARN) 
265 Ibid. 
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The issues of local educational provision in conjunction with the operations of 

centralised education authorities, brought increased significance with regards to local needs and 

the relevance of taught subjects. As was the case in the Norwich School of Art, when: 

During 1891 the School of Art Committee lost no opportunity in pressing the City 
Council for funds and improved accommodation under the powers granted by the recent 
Acts. On 16 October a deputation met the Technical Education Committee to request a 
grant toward the School of Art for the technical instruction it offered. 266 

The technical instruction acts effected the possibility of fiscal support for a variety of local 

institutions offering adult instruction, (in addition to the existing opportunities offered by South 

Kensington), through local taxation. But in reality, the legal provisions made for technical, 

practical and vocational, education at that time were generally inadequate in relation to the 

changing demands of industry. Hence, throughout the nineteenth century government legislation 

for education was slowly drizzled out to placate demand from the general populace - rather than 

to offer a panacea to concerns on economy, trade, social stability, and education for the 

individual. Decisions taken during the formative period of state education were not just lost 

opportunities, for they had repercussions that are still located in the philosophical and historical 

fabric of the British education system: 

Technical education had been cast in a mould that subsequent legislation would find 
hard to break. Growing up as an extension of the apprenticeship system and reliant on 
employer initiatives, it developed in a fragmented and improvised manner, initially of 
low status, conservatively rooted in workshop practice, and hostile to theoretical 
knowledge, publicly funded technical education became normatively part-time and 
institutionally marooned between the work place and mainstream education. A century 
later it would still be seen as the Cinderella of the education system. 267 

A more coherent system of technical education could have encouraged earlier 

approaches to design for industry in the nation's art schools during the 1890's. Instead the 

marriage of design and industry was to be eventually prompted by significant developments in 

mass manufacture and cultural capitalism in the twentieth century. With the loss of the 

opportunity to cement design practice alongside industrial development - particularly during the 

266 ALLTHORPE-GUYTON (1982) Op cit., p. 94 
267 GREEN (1990) Op cit, p. 299 
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last two decades of the Victorian age -a number of art schools began to take their inspiration 

from the practices (and philosophies) of the Arts and Crafts Movement. 

Simultaneously, the state sector of art education began to break out of the tightly 

constructed cocoon of Science and Art Department regulations - maybe partially, because of the 

increased demands on the Science and Art Department from other educational providers. There is 

no doubt that the last two decades of the nineteenth century heralded the beginning of unique 

approaches to art instruction in some of the nation's art schools (Birmingham, being a prime 

example). Although it is apparent that innovation in arts and crafts teaching in influential schools 

of art, was calcified within the creation of more inclusive frameworks of local responsibility, 

civic authority and municipal identity. As the state apparatus became increasingly complex, more 

authority was delegated to regional towns and cities, facilitating decision-making processes that 

appertained more closely to local needs and desires. What better way to promote the civic gospel 

than within the walls of educational establishments, which, ostensibly, offered the hope of a 

prosperous local economy and possibilities for self-improvement, not only through education and 

training but also in the expression of beauty and taste in art and design. 
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Chapter 4: The Expression of Civic Culture through Public Institutions: 
The Wolverhampton Municipal School of Art 

4.1: Rate Aid, Building Grants and Benefactors 

"Our cities are a disgrace, our small towns a laughing stock, and each is ambitious to 
produce in its measure the majesty, the hell, of Manchester or London' 

(William Morris, 1883) 261 

The guest lecturer at an Annual Public meeting of the Wolverhampton Art School in January 

1881, was John Henry Chamberlain, a renowned architect famous for the creation of a high 

number of resplendent Gothic buildings in Birmingham. 269 The leading members of the Art 

Committee hoped that the prominent architect would instil some positive influence on the 

neighbourhood's perceptions of their School of Art and of the town's relationship to aesthetic 

culture: 

The Committee have recently taken the condition of the school under special 
consideration and serious consideration. They are unwilling to believe that the town 
deserves the stigma of complete indifference to art which is sometimes cast upon it; and, 
therefore, relying upon all those of every class who appreciate intellectual culture, they 
have sought to obtain the services of some able man to deliver a lecture bearing on 
artistic studies. 70 

Chamberlain's impassioned speech at the annual event was heavily laden with some of John 

Ruskin's utopian ideologies connected to art as a primary force of truth, happiness and beauty. 

William Morris' socialist tenets were also implicit in the evening's lecture that covered themes on 

the symbiotic relationship of art and the natural world, the truth and beauty in medieval 

craftsmanship, and the importance of art and architecture as cultural mechanisms for a'perfect 

nation'. 

269 'Mr Morris on Art and Commerce' The Academy. Nov. 24 1883. p. 350 
269 Chamberlain was part of the firm called'Martin and Chamberlain'; he was also '... Chairman of 
the Birmingham School of Art Sub Committee and a member of many other important cultural 
and civic groups... '. SWIFT, (1996) Op cit., p. 8 
270 Twelfth Report of the Art Committee for the Wolverhampton School of Practical Art. January 
20"' 1881, p. 5 
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Furthermore, the embodied notions of 'art for arts'sake', implicit in Chamberlain's 

speech, directed the audience as to the higher purpose that art education should take: Z" 

There was a difficulty before him because he for one did not like to approach art for its 

uses at all. It was a popular thing to members of a manufacturing community to say "If 

you study art you will sell your goods, and if you don't you won't; therefore study art" - 
(laughter)- but there was nothing more fallacious than for people to imagine that from 

such a motive they could find art and get art, or become themselves artists. 
Wolverhampton would not any more than Birmingham, or any other town, become 
artistic, nor would the students at their School become artists because they might have 
any desire to sell their special works, or because they might wish to raise the value of 
their productions in the markets of the world. 272 

Nevertheless, by inviting such a prominent figure to speak at the annual event, the 

Wolverhampton Art Committee (the majority of whom shared the same Nonconformist Liberal 

politics as Chamberlain), gave the speaker an opportunity to promulgate a rhetoric that 

underpinned the rise of the 'Civic Gospel' in Birmingham: 

During the 1870's terracotta became closely associated with Birmingham's Civic Gospel, 

a concerted movement to improve the political administration and fabric of the city. 
Schools were designed as a corporate expression of the ideals of the Board and the city's 
councillors-the buildings needed to stand out from the meanness of surrounding houses 

and, by being progressive and economical in their desin and use of materials, they 
could convey a message of educational enlightenment. 13 

The momentum that encapsulated ideas associated with the cultivation of civic enlightenment 

was energetically delivered to attendees at Chamberlain's aforementioned address. During which 

he conveyed the importance of the Wolverhampton art school to the creation of a municipal 

doctrine - one where art and architecture existed in tandem, encapsulated in civic buildings that 

stood as substantial edifices of cultural refinement. 274 

Z" "John Henry Chamberlain... was a staunch Liberal, and although he never entered the political 
arena, he played a crucial role in the leadership of all three of Birmingham's major cultural and 
educational institutions, serving concurrently during the 1870's as Vice President of the Royal 
Birmingham Society of Artists, Honorary Secretary of the Birmingham and Midlands Institute, 
and Chairman of the School of Art Committee. HARTNELL, R. (1995) Art and Civic Culture in 
Birmingham in the Late Nineteenth Century. Urban History. (August). p. 233 
272 Twelfth Report of the Art Committee (1881) op cit. p. 5 
273 TILSON, B. (Ed. ) (1989) Made in Birmingham: Design and Industry 1889-1989. Brewin 
Books. p. 23 
274 "It was these flourishing educational and cultural institutions which helped Birmingham's 
municipal revolution to become a reality ... the principal art institutions were able to make a 
significant contribution to the structural vitality of the emerging civic consciousness" 
HARTNELL (1995) Op cit., p. 235 
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In Wolverhampton (as in many other towns and cities of the United Kingdom), the 

creation of a visual, rather than an esoteric municipality, was strongly projected within its 

institutional architecture; an approach that aided the universal acceptance of public buildings as 

expressions of civilised homogeneity and regional identity. A phenomenon that became 

increasingly cemented into the socio-political and cultural dimensions of developing British 

towns and cities as the nineteenth century progressed. Within the evolution of the late Victorian 

town, new art school buildings became increasingly consolidated within the architectural 

hegemony of municipal power. This invariably effected an encompassing ontology of duel 

purpose that consolidated art schools, and art galleries too, as key symbols of local progress. 

Thus, on the one hand, provincial schools of art explicitly met central and regional imperatives 

that placed emphasis on practical subjects and training for local industries; while on the other, 

they implicitly embodied the cultured nature of local inhabitants. One of the underlying tenets 

embedded within this social idealism centred on architectural styles. Another key aspect 

addressed in Chamberlain's speech, (which also connects to the quote by Morris, cited at the 

beginning of this chapter), proffered a further example of how ideas centring on the civilising 

force of regional architecture, were emanating from a wider deliberation on architectural styles: 

A modem fortified town is an abomination, and they knew what modem bridges are. It 
was to the shame of town councils that they did not prevent railway companies from 
making the hideous things they did under the name of bridges. Churches and chapels of 
the present century some pý eople thought very nice. He did not: they were not so nice as 
those of the 13th century. 2 5 

However, if schools of art wished to gain a strong position in the creation of a 

municipal authority, this would not be achieved solely through the construction of an 

aesthetically approved building. In many respects, it was also necessary for these institutions to 

establish a level of credibility within the existing and emerging educational frameworks of their 

locality. For the School of Art in Wolverhampton, this was a difficult position to attain following 

the uncertainty and fluctuations in the stability of the institution during the first twenty-five years 

of its existence. 

275 Twelfth Report of the Art Committee (1881) Op cit. pp. 7-8 
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The 1881 Annual Report of the Art Committee reveals that the institution was still 

floundering financially as it remained burdened by the cumbersome mortgage debt accrued in the 

1850's. Paradoxically, proof that the School was still popular with students, is evidenced by the 

fact that evening classes were well attended e. g., figures stood at 103 for attending artisans and 

others (although the report doesn't clarify exactly how many artisans were attending evening 

classes). 276 

So what were artisans undertaking art training for at that time? Some local Japanning 

firms were still trading in the area during the 1880's, but this method of manufacture, along with 

other staple Wolverhampton trades such as, tinware, toys, and holloware, were gradually being 

replaced with new industries producing articles that catered for rising consumer demand. Hence, 

in Wolverhampton, previous industrial processes that called for relevant skills in applied arts and 

design, were being overtaken by new industries, particularly in engineering and the heavy metal 

trades. For example, companies such as Marstons which had originally produced tinplate and 

japanned goods, diversified into bicycle production in 1888, (by 1912 Marstons factory was 

producing the first world-famous Sunbeam motorcycle). 277 However, it should also be noted that 

Marston's was a supporter of the local School of Art as his name appears on the list of eighty-one 

subscribers in the 1881 report. Additionally, subscriptions and donations were given by many 

other industrialists who were connected closely with metal and engineering trades in 

Wolverhampton such as John Chubb and Meynall and Inman. 

Perhaps there were elements of these developing trades that offered some opportunities 

for art students at that time? But, with the increasing mechanisation of factory systems on both a 

local and national scale, a variety of different vocational opportunities were becoming available 

276 Report of the Art Committee. Read by the Honourable Secretary (Henry Lovcridge) at the 
Annual Public Meeting, January 20 1881. School of Art & Design Archives. University of 
Wolverhampton. 
277 "The factory 

... 
built by John Marston in 1877... originally produced tinplate goods and 

japanware. But Mr Marston developed a passion for cycling and the first bicycle was produced at 
the factory in 1888". 'High Gloss Finish led to World Class Name'. Express & Star. March 16 
2006. 
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and employers' requirements for both technically skilled workers and administrative staff were 

redefined. 278 

What is interesting, is that even with the changes occurring in local industries, art 

education was popular enough to survive in an increasingly competitive climate for adult 

education, especially as other types of educational provision expanded rapidly from the late 

1860's. The 1881 Annual Report, which lists the type of students who were undertaking courses 

at the Art School, shows a clear division between students attending day and evening classes: 27 

Ladies' Morning Class 20 

Afternoon Class for Ladies and Gentlemen 40 

Evening Classes for Artisans and others 103 

Thus, a total of 163 students were attending classes during that year. From this 

information it is logical to deduce that the institution was being supported to some extent by fee- 

paying students attending the 'Special Day Classes' for Ladies, and 'Classes for Ladies and 

Gentlemen' who paid higher fees than students attending the evening classes. The Sixty students 

listed under the daytime categories are most likely to have been drawn from the sons and 

daughters of the respectable, middle classes; an assumption deduced from the fact that students 

attending day classes had more time and money to pursue art at a more leisurely pace. 290 

This situation is also significant to changing patterns in women's work during the 

nineteenth century. As demographic, cultural and economic patterns changed throughout the 

Victorian age, employment circumstances also altered for women (in particular, middle-class 

women), and certainly, opportunities became available for women from the middle-classes who 

278 "In many parts of the area... it may be assumed that the greater number of clerical workers are 
connected with, and dependent upon, the industries". Board of Education Pamphlets, No 74 
(1930) (Industry Series No 7) Education for Industry and Commerce: The West Midlands Metal 
Working Area. London: His Majesty's Stationary Office. P. 7 
279 Report of the Art Committee. Annual Public Meeting, January 20 1881. Op cit. 
280 An increasing rise in women attending art schools is stated to have occurred as early as 1863, 
The ladies and other general students who paid full fees in local Schools of Art, if put together, 
outnumbered the prospective teachers and artisans for whom the schools were meant to exist'. 
MACDONALD, (1970) Op cit., p. 171 
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sought more independence by undertaking training in art schools - as described by several 

authors writing on this subject 281 

For example, Anthea Callen gives an informed account of how Victorian women began 

to participate in the training offered by schools of art: 

Among the few occupations considered suitable for middle-class women in the 
Victorian period, artwork rapidly came to be recognised as one area in which women's 
participation could be safely encouraged... Above all, art work did not encroach upon 
traditional male-female labour division. 282 

Although these forms of educational opportunities for women took some time to develop, they 

were aided by a rise in the ratio of single women to men from the mid-century on. A situation 

resulting in increased numbers of unmarried women who needed to support themselves 

financially. Therefore skills acquired within the scheme of art education offered solutions to this 

dilemma. Historically, a Female School had been established alongside the first Government 

School of Design in the early 1840's, where study was focused on the application of drawing to 

ornamental design. The syllabus at the first 'Female School of Design' was under the direction of 

a female teacher, Mrs Mclan and included a wide range of subjects that centred on applied art 

and crafts. This was a system that Allthorpe-Guyton described as pre-empting, 'the curriculum 

adopted universally by provincial schools of art from the 1890's'. 283 

On a wider scale, women who aspired to become professional artists in the male- 

dominated arena of Victorian art were seriously hampered by a general reluctance from many 

quarters to accept that women could genetically, or physically, create art of any significance. 

Moreover, the unwillingness of the Royal Academy to allow women to become professional 

members and the reluctance of government art schools to let women draw or paint from the living 

model, severely restricted women artists' advancement in the professional art world. 

2S1 SWIFT, J. (1999) Women and Art Education at Birmingham's Art Schools 1880-1920: Social 
Class, Opportunity and Aspiration. Journal ofArt & Design Education. Vol. 18 No 3. Blackwell 
Publishers. ALLTHORPE-GUYTON (1982) op cit. (Chapter 5). 
282 CALLEN, A. (1980) Sexual Division of Labour in the Arts and Crafts Movement The Oxford 
Art Journal., Vol. 3 No. l (April) p. 23 
283 ALLTIIORPE-GUYTON (1982) op cit., p. 79 
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Thus, the main opportunities in the United Kingdom for women interested in developing 

a variety of artistic skills were largely to be found at institutions such as the Slade School in 

London; in private classes and schools, or in national schools of art. It was in the schools of art 

where many women concentrated their efforts in order to reach high levels of accomplishment in 

the various stages of the National Course of Instruction - at which they increasingly excelled. 

Moreover, the acquisition of medals and prizes by women in the National Competition, enabled 

them to achieve a sense of accomplishment and purpose, as is evidenced in the increase in 

attendance: 

In fact the demand from women up and down the country for entry into the government 
schools in an effort to get some art training, was quite an embarrassment to the architects 
of the idea of government-sponsored design education, who felt they were being 
dragged into an issue (art education for women) which was none of their concern. 2E4 

In a regional school of art, such as Wolverhampton, the fee-paying students of the day 

class were clearly one of the more staple supports for the institution. For as mentioned earlier, 

artisans attending the evening classes often had trouble attending for long periods of time and had 

neither the time, nor sufficient money to undertake the day classes. 

Although, Forster's Education Act of 1870 and the subsequent development of board 

schools, meant that pupils were more able to take advantage of improved access to basic 

elementary levels of literacy, numeracy. The policy of incorporating elementary drawing in 

schools (aided through Science and Art Department initiatives set in place originally by I lenry 

Cole and Richard Redgrave) encouraged development in this area. Gradually, through extended 

access to state education and better standards of elementary school teaching, it was expected that 

the working-classes would begin to benefit from the systemised education on offer in the nation's 

art schools. 

In spite of improved co-ordination between elementary and advanced education, and a 

growth in interest in art education from various factions of society, it is clear that by the early 

eighteen eighties, the School of Art had serious competition from other local education 

284 GERRISH NUNN, P. (1987) Victorian Women Artists. London: The Women's Press. p. 49 
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providers. 285 As is evidenced by a comparison of attendance figures at the Art School in 1881 -a 

total of 163, against the number of students undertaking evening classes at the Free Library in 

Queen Square in 1883 -a total of 671. 

This growth in competition presented significant problems for the Art School in 

Wolverhampton, particularly from a financial perspective. As from October 1863, changes had 

been introduced to discontinue payments on Art Masters' Certificates and emphasis was instead 

placed upon results achieved solely by successful entries submitted by students for the National 

Competition: 

The art masters, ... were to receive no Government payments whatsoever, except for 

payments on the results of graded examinations and medals made to the Masters' Fund 
at each School of Art. Their main chance of earning a living lay in attracting students 
who could afford to pay full fees. 286 

These changes (which were unsuccessfully challenged by Art Masters at the time)287 encouraged 

Art Masters to concentrate on day classes, which at least ensured financial remuneration in the 

form of class fees. Therefore, one logical assumption is that the growth of female students 

participating in art education, in addition to improved access to elementary education for the 

working classes, were helping to partially stabilise the position of the Art School. Which, at that 

time, managed to attract sufficient numbers of students to sustain it, despite increased 

competition from the Free Library classes. 

This premise is partially supported by information appertaining to the Art School, from 

the early 1880's. For, the Fifteenth Report of the institution shows that despite unsuitable and 

cramped conditions in the Darlington Street building, student numbers had increased by 26, with 

the total number of students attending stated at 283.88 One statistic that supports the deduction 

285 'Free Library Classes'. Wolverhampton Free Library Reports 1869-1888. (pages not 
numbered). (CARN) 
286 MACDONALD (1970) Op cit., p. 212 
tai For further details of the Art masters' revolt against changes to the extension of payments on 
results see MACDONALD (1970) Op cit., pp. 208-225 
288 Fifteenth Annual Report of the School of Practical Art and an Address by Sir Rupert Kettle. 
November 30,1883. Documents relating to Wolverhampton Art Gallery. CMB/WOUAGA/5/15. 
(CARN). 
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that middle-class students were actively participating in art education, is shown by rising 

numbers in the'Afternoon Classes for Ladies and Gentlemen'. Although it is also transparent that 

the Art Committee were concerned about the payment on results funding systems of the Science 

and Art Department. For although the 1883 Report shows that 146 students sent 544 works to 

South Kensington for entrance to the National Competition, overall results were poor in 

comparison to the previous year. In fact, much of the blame for the poor results was directed 

towards South Kensington's tendency to raise standards in the annual competition: 

... 
it should.. . 

be stated that the eccentricities of the judging at South Kensington are a 
matter of common repute and of frequent complaint amongst provincial art masters, and 
especially is 

... the case this year. 289 

The reward aspect of the payments-on-results system meant that adjustments relating to overall 

expenditure could be made very easily, by elevating the judging standards, in order to curtail 

overall expenditure; a policy that was injurious to schools of art such as Wolverhampton which 

operated on the brink of financial failure. What is clear is that despite increasing attendance in 

art schools across the country, the annual expenditure of the Department had stabilised by the late 

1880's, according to figures supplied at that time. 290 These figures reveal that the Department's 

payments-on-results system was able to prevent escalating costs. But at what price to schools of 

art? 

Another problem that inhibited the success of the Wolverhampton Art School was the 

large amount of elementary work that was undertaken by its students. The Annual Report of 1883 

shows that of 283 students studying at the School, almost half of these were students '... only 

capable of very elementary work', and therefore, had little chance of competing successfully in 

the annual competition for medals and prizes. 291 This experience seems at odds with the long- 

term policy of the South Kensington authorities, as they had incorporated rules for regional 

schools of art to conduct elementary drawing classes for parochial schools, since the early 1850's! 

289 Ibid., p. 4 
290 In 1885-6, annual expenditure was £390,716; in 1886-7, £361,945 and in 1887-8, overall 
expenditure was £379,011. Figures taken consecutively from: The Year's Art: 1887. Fine Art 
Society. Sampson, Low, Marston, Searle and Rivengton. p. 117; The Year's Art: 1888. Fine Art 
Society.. Sampson, Low, Marston, Searle and Rivengton. p. 133; The Year's Art: 1889. Fine Art 
Society. Sampson, Low, Marston, Searle and Rivengton. p. 47 
291 Fifteenth Annual Report of the School of Practical Art. op cit., p. 4 
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The latter report evidences a number of issues affecting provision at the School. It also 

shows that central attempts to co-ordinate provision in elementary education did not always effect 

improved ability in drawing - at least, not in the case of Wolverhampton. In the Report, the 

Honorary Secretary of the Art Committee described other derogatory factors affecting the School, 

emphasising the cramped, unhealthy conditions in the building on Darlington Street. However, it 

is at this point in time that hopes for a new School of Art, to replace the existing institution are 

mentioned. At the same time, a plea was made for the public to support the Art Committee, '... in 

the efforts it intends immediately to make to place art teaching on an efficient and permanent 

292 footing in the borough' 

The new wave of optimistic regeneration in urban centres and industrial towns and cities 

in the latter part of the nineteenth century led to other significant developments for art education. 

This occurred when new alliances were forged between art schools and town corporations and 

when local schools were re-established as Municipal Schools of Art'. The first of these 

institutions to be officially afforded this status was the School of Art in Birmingham which, was 

already creating a wider influence in the national system, even before it became more closely 

associated with its paternal city: 

The prestige and example of the Royal Birmingham Society of Artists encouraged the 
artists and civic leaders to take several cultural institutions under municipal control to 
serve as symbols of the civic consciousness. One was the School of Art ... another was 

293 the Art Gallery. 

It is difficult to affirm the amount of influence that was brought to bear on 

Wolverhampton through such purposeful actions as those taken by the Art Committee of the 

School of Art - such as inviting Chamberlain to deliver his utopian-tinged speech. But events in 

Wolverhampton in the early 1880's have such distinct connotations to the cultural regeneration 

occurring in Birmingham around the same time, that it is difficult to deny these developments as 

isolated phenomena. 294 One other connecting factor relating to both Birmingham and 

292 Ibid. p. 5 
293 IIARTNELL (1995) Op cit. p. 234. 
294 Although there were other significant influences, that to some extent contradict this 
possibility, as one author asserts The 1860's and 1870's were the years when I1.1I. Fowler, later 
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Wolverhampton, was the strength of the Liberal Nonconformist movement in these two areas, 

particularly during the second half of Queen Victoria's reign. 

Putting the undeniable influences of Birmingham to one side, during the last two 

decades of the nineteenth century, a number of significant social improvements were made in 

several locations around Wolverhampton, many of these emanating from the charitable acts of 

local affluent industrialists. 295 These included, the modernisation of the town centre, the 

establishment of a new public park, the lighting of the town, a tramway system, and, the erection 

of a new Municipal Art Gallery and School of Art. 296 

Alderman John Jones, took the decision to document these moves (some of which he 

was involved in) using'... old minute books and other documentary evidence scattered about in 

different places supplemented by the testimony of the older residents of the town'. 297 One 

important local development that was to have a distinct relation to art education, occurred when 

an anonymous letter promising a donation of £5,000 for the provision of an Art Gallery was sent 

to the Mayor of Wolverhampton. 298 Eventually the name of the anonymous donor was revealed 

as Philip Horsman, a local industrialist, who Jones described as a successful building contractor 

whose company erected a substantial number of public buildings in the locality. 299 

Lord Wolverhampton, was the great municipal leader urging Corporation enterprise before 
Joseph Chamberlain at Birmingham'. JONES, G. W. (1969) Borough Politics. Macmillan & Co. 
Ltd. P. 26 (*Joseph Chamberlain was no relation to Henry Chamberlain). 
295 'In the late nineteenth century many wealthy citizens donated money to establish various 
institutions in the town. It was a great era of municipal patriotism'. Ibid. 
2% Ibid. 
297 JONES (1897) Op cit. (Preface) 
298 Ibid. p. 138 
299 Ibid. p. 162 
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Figure 12: Birmingham Municipal School of Art, sited on Margaret 
Street Birmingham; built by the firm of Martin and Chamberlain in 
the Gothic Revival style. The Foundation Stone was laid on 3I May 
1884. 

Figure 13: The red brick facade of the Birmingham Municipal School of 
Art. 
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Figure 14: The Birmingham Municipal Art Gallery was built 1881-1885: 
designed by the architect Yeoville Thomason. 
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Unusually, Horsman took little part in matters of civic authority, unlike many other 

local industrialists. The further advancement of a cultural zeitgeist for Wolverhampton came 

when the Municipal Art Gallery was opened in St Peter's Close, on May 30 1884, when in true 

Wolverhampton tradition, it was accompanied by an exhibition on Arts and manufactures. 300 

Simultaneously, moves had been made to procure subscriptions and donations to establish a new 

Municipal School of Art adjoining the new Gallery. 

At this juncture, the long-term mortgage debt that had undermined the survival of the 

original school of art since its inception was finally cleared when charitable support was given by 

a number of local people, including another member of the Mander family, Samuel Theodore 

Mander. 301 Following his return from London University in 1879, where he studied natural 

sciences, Mander quickly took on the responsibility of Honourable Secretary for the School, the 

same position his uncle, Charles T. Mander had occupied in the 1850's and 1860's. 302 Mander 

was influential in many other ways too, but particularly in his aesthetic taste. In 1887, he 

commissioned a new home to be built adjacent to an original old Tudor house he had bought at 

Wightwick; an outlying suburb of Wolverhampton. The Liverpool architect Edward Ould was 

appointed to design the new Wightwick Manor which, was constructed in the Old English style. 

The house was decorated in the fashionable Arts and Crafts style with wallpapers, textiles and 

furniture from the company of Morris & Co and, has been described in modem times by the 

National Trust as: 'One of only a few surviving examples of a house built and furnished under the 

influence of the Arts and Crafts Movement'. 303 

300 WOODFIELD, J. (2003) History of the Arts in Wolverhampton 1884-1985. Wolverhampton's 
Art Gallery and Museums Service. http: //www. wlv. ac. uk/-in202I/wlvarts. htm. p. 1 
301 Mr Horsman bought... [the old Art School]... for £2,000, and this amount was appropriated 
towards the new building. Further, Messrs. John Jones and Joseph Jones.. . gave £1,000, Mr. S. 
Theo. Mander £250, Mr. Arthur Briscoe £300, Mr. Henry Loveridge £200, Mr. E. D. Shaw £200 
and Captain Perry, Miss White, and Mr C Wells, £100 each. These, with other donations, and a 
Government grant of £1,000, made up the total cost of the building -viz., £5,575... ' JONES, 
(1987) Op cit. p. 160 
302 MANDER, C. N. (2004) Varnished Leaves: A Biography of the Mander Family of 
Wolverhampton, 1750-1950. The Owlpen Press. p. 238 
303 The National Trust Handbook for Members and Visitors. 2000-2001. The National Trust. 
p. 247 
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Figure 15: Wightwick Manor Wolverhampton, home of S. T. Mander. 
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Figure. 16: Alderman Samuel Theodore Mander. Picture from 
MANDER (2004) p. 238 
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Mander reflected many of the socialist ideals attached to the Arts and Crafts Movement 

through his benevolent actions. He replaced some old dilapidated cottages in the vicinity of 

Wightwick Manor with beamed and thatched cottages, and also re-vamped a nearby Inn known 

locally as, The Mermaid', '... and added to it a reading room and village institute'. 304 Theodore 

Mander was a major force in the municipal life in Wolverhampton and particularly in education. 

His association with the Art School was only one of a number of educational establishments he 

was connected with, for he also sat as Chairman of the School Board and was Governor of 

several more institutions, including the Wolverhampton Grammar School. His involvement in 

local council administration reached a pinnacle when he was elected as Mayor of the Borough in 

1892, holding this title until 1896. He was re-elected as Mayor in 1899, a short time before his 

untimely death in 1900. 

The construction of a new School of Art adjacent to the Municipal Art Gallery in 

Wolverhampton was an easier venture in the early 1880's, than had been the case with the 

erection of the original school on Darlington Street. This is because the amount collected in 

charitable donations and subscriptions were also bolstered by a building grant from the Science 

and Art Department. Wolverhampton Council gave further support to this project by donating the 

land on which the School was to be built (although there was a proviso to this action) 305 Details 

for funding the erection of schools of art under the regulations of the Department are described in 

a circular titled Art Form, No. 603 (issued by the South Kensington authorities in April 1883). 

This document states how grants from the Science and Art Department were given to either erect 

new buildings, to add extensions to existing buildings, or to purchase existing buildings that were 

suitable for the purposes of an art school. 306 

304 JONES, W. H. (1902) Story of the Municipal Life of Wolverhampton. Alexander & 
Shepheard Ltd. p. 256 
305 The proviso was that the School would be transferred to the Corporation of Wolverhampton. 
'Indenture between the Mayor Alderman and Burgesses of the Borough and the Science and Art 
Department. 1884. Documents relating to Wolverhampton Art Gallery. WOLAGA/5 CARN. 
Wolverhampton City Archives. 
306 Art Form No. 603: (April 1883) 'Building Grants for Schools ofArt'. Science and Art 
Department of the Committee of Council on Education. South Kensington. 
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A later document detailing school building funds shows that the Science and Art 

Department granted £500 for Science instruction and an equal amount for art instruction; 

therefore a total of £1,000 was allotted to the Art Committee for these purposes. 307 The circular 

also reveals that Henry Cole's original plans to encourage schools that were totally self- 

supporting, no longer applied at this point in the history of state-funded art education, as the 

central department now recognised in the two page document: 

... that the provision of a suitable building is essential for giving permanence to Schools 
of Art established by local efforts and considering that no part of the fees received for 
instruction should be absorbed in payment of rent. 309 

Even though this new development incurred a shift in Cole's original policy to 

encourage self-funding schools, it is highly likely that he would have viewed the municipalisation 

of schools of art as a substantial development towards self-sufficiency. Unfortunately he did not 

live long enough to witness this progression because he died in 1882 309 

It is difficult to ascertain if Birmingham's decision to establish 'the first Municipal 

School of Art' influenced the moves taken to incur the same prestige onto the new Art School in 

Wolverhampton. 310 What is not in doubt, was that both institutions were constituted as municipal 

institutions in 1885. Birmingham therefore, attained its position as the first municipal art school 

by a very slender margin. The Wolverhampton Municipal School of Art was the first of the two 

institutions to operate under the emblem of municipal status however, as it was officially opened 

on June 21 1885. This occurred a few months before the formal opening of the Birmingham 

307 'List of Schools of Art in respect of which Building Grants were made'. Science and Art 
Department correspondence. Wolverhampton School of Art 1865-1885 ED29/143. Subsidiary 
within ED29 Education Department: Science and Art Department: Building Grants Files. 
National Archives. Kew 
308 Ibid. 

309 COOPER, A. (2004) Cole, Sir Henry (1808-1882), Oxford Dictionary of National Biography, 
Oxford University Press, [http: //www. oxforddnb. com/view/article/5852] 
310 Swift comments that during Edward Taylor's stint as Headmaster at Birmingham, 'two major 
changes were brought about - the first municipalisation of an art school, thereby removing its 
dependency on central government monies and increasing its potential autonomy, and the 
erection of a new building to be known as the Birmingham Municipal School of Art in 1885... ' 
SWIFT, (1996) op cit., p. 7 
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Municipal School of Art, which began classes under its new title by mid-September, 1885. So, it 

appears that the claim for the first municipal school lies more in legislative recognition than in 

actual operation. 
311 

3"1 Dudley School of Art is an example of how other institutions were being brought under rate 
aid under the terms of the Free Libraries Acts when it opened on 30 July 1884. Dudley Free 
Library and School of Art Opening Ceremony. The Wolverhampton Chronicle, July 30,1884 
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Figure 18: The Wolverhampton Municipal School of Art sited adjacent to the 
Art Gallery in St Peter's Close. 
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Figure 17: The Wolverhampton Municipal School of Art opened in 1885. 



4.2: Buildings and Classrooms under Science and Art Department Regulations 

The move to a new Art School building brought fresh perspectives to the School's 

purpose; none the least because it encouraged a rationalisation of the curriculum. For example, 

the previous classes listed at the Darlington Street institution in 1883, are clearly directed towards 

the more affluent students and are very generalised in terms of the scope of the art education 

offered to individuals: 312 

  Ladies Morning Class 
" Afternoon Classes for Ladies and Gentlemen 
  Wednesday Afternoon Class, for pupils attending private schools 
  Evening Classes for artisans and others. 

One of the reasons given for the lack of success at the original School of Practical Art 

were the poor conditions and unsuitable accommodation in the old building. These difficulties 

seem to have been largely caused by a lack of resources: "It is impossible properly to divide the 

classes, or suitably to accommodate either drawing boards, models, examples, drawing materials, 

hats and coats, or indeed anything else". 313 

Whereas, under the terms of the Department's 'Building Grants for Schools of Art - Form 

No. 603', the new art school offered a more comprehensive approach to both individual and local 

needs (see further details on Form 603 on p. 118). The design of the new building followed 

central regulations by including designated rooms in which the Course of Instruction, listed in the 

Science and Art Directory, could be taught. 314 Macdonald encapsulates the central department's 

approach to art school architecture in his description of the art school in Manchester, referring to 

it as atypical product' of the Science and Art Department. Meaning that even though art schools 

were built in different areas and with various rationales, they inevitably shared an element of 

uniformity with each other. 315 

312 Fifteenth Annual Report of the School of Practical Art op cit., p. 3 
313 Ibid. 
314 The Building Grants for Schools ofArt Form was first produced by Cole's Department in 
1859, so these measures had been in operation for almost twenty-five years when the new school 
was built in Wolverhampton. 
315 MACDONALD (1970) op cit., pp. 183-184 
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Extracts from 'Building Grants for Schools of Art' issued by the Science and 

Art Department: Art Form No. 603 April 1883 316 

B. The Site 
7. A plan of the site must be forwarded, showing the boundaries, approaches, and abuttals, and 
the directions of the points of the compass. 

C. The Plans 
9. The following dimensions are suggested as affording adequate provision for accommodating 
50 students. Proportionately increased accommodation must be provided for greater numbers. 

a. One Elementary room 20x30 feet. This room should be east and west; it should be not less 
than 16 feet high, and should be lighted from above. 

b. One room for study from Life or Life-size casts, not less than 20x18 feet. This room should 
be lighted from the north side by a single large window, the top of which (carried up in a 
dormer if necessary) should be at a height above the floor equal to 3/4 the depth of the room, 
or if the pitch of the roof be steeper than 60% a skylight should be made in continuation of 
the window, so as to gain the same effect in lighting. 

c. One Modelling room 20x15 feet. 
d. One Master's room 12x15 feet. 
e. One Cloakroom for females 12x8feet 6 inches. 
f. A Kitchen and a Bedroom for the attendant, each 12x10 feet. 

g. The rooms for study except that which is specified in section a, should be not less than 15 
feet high. 

h. The windows should be large, and free from small mullions or panes. 
k. Water closets, urinals and a lavatory must be provided; the accommodation for female 

students 
must be separate. 

D. The Trust Deed 

13. The Trust Deed must provide- 

a. That the building be used in perpetuity as "A School for the Instruction of Children and 
Adults in Drawing, Painting, Modelling, Designing for Architecture, Manufactures and 
Decoration. 

b. That the building shall be open at all reasonable times to the inspection of the officers of the 
Science and Art Department. 

c. That the students shall be instructed by teachers holding certificates of qualification granted 
by the Department 

d. For the constitution and perpetual renewal of a body of responsible Trustees, and a 
Committee of Management 

316 Art Form No. 603: (April 1883) 'Building Grants for Schools ofArt'. 
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Essentially, the layout and designation of rooms in local art schools served a further 

purpose by cementing their relationship to the central funding body. Theoretically, if art school 

managers had been allowed to develop unique plans for new buildings, this could have led to 

increased independence and thus, may have undermined the overarching control of the Science 

and Art Department. 

The self-perpetuating funding systems of the Science and Art Department can be 

evaluated alongside the practical resources that were afforded by the newly built School in St 

Peter's Close (See Figures 19,20 and 21). Designated classrooms incorporated for science and 

elementary lessons at the School of Art meant there was increased accommodation for students 

and thus, more opportunities to acquire grants under central funding terms. Also, by stipulating 

the type of classrooms (including the exact dimensions for each), the central authority could 

ensure that art schools addressed - or attempted to address - some of the underpinning 

philosophies of the Department. Namely, to provide basic instruction in drawing and to meet the 

requirements of local industries. But overall, the central regulatory body required the provision 

of a suitable building, or rooms, in which the syllabuses for art and/or science could be 

taught. The basement of the Municipal School of Art, included rooms for science instruction 

which included subjects listed under the Science section of the Directory such as, Practical Plane 

and Solid Geometry, Machine Construction, and Building Construction (See Figure 19). Other 

rooms on this floor were for Modelling and Designing; activities that appeared in the last six 

stages of the National Course of Instruction and therefore were more applicable to students 

undertaking advanced instruction. At this point in time a clear division between art and science 

education was not entirely explicit. For instance, there were compatible elements within both the 

art and science curricula, shown by the inclusion of the subjects Mechanical' and 'Machine 

Drawing' that appeared in the art syllabus, under Stages 1b and 23a of the National Course of 

Instruction. Ostensibly, the logic of incorporating science classes on the same floor as the 

Modelling and Designing classes was to ensure that this area largely catered for students 

interested in education for industrial purposes. Meanwhile, the ground floor of the new School 

contained two rooms described as Elementary School Classrooms which together, most probably 

met the requisite terms laid out in Art Form No. 603, for one elementary room measuring 20 x 30 
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feet (See Figure 20). The two classrooms shown here would also have been useful for separating 

male and female classes; a practical requirement of the central department which, advised that 

large elementary classrooms should be divided by a curtain to section off areas for males and 

females. As a large part of the work previously undertaken in the old School of Practical Art was 

of an elementary nature, these rooms would probably be well used, particularly by new students 

attending evening classes. 

The first floor of the Art School was reserved for fine art activities which included an 

'Antique Room', a'Light/Shade Room and a Painting Room; from a social class perspective, it is 

unsurprising to find the Art Master was also located on this floor (See Figure 21). To a large 

extent, the building emphasised the long-standing hierarchy in art education, by placing 'design' 

and 'science' in the basement and 'fine art' at the top of the building. However, the interior design 

of the new school was also based on Victorian pragmatism and decorum, as the health and well- 

being of students was also considered under the Department's stipulations for Building Grants: 

i. The class-rooms should, as far as possible, communicate with each other directly as well as 
by passages. Where there are more storeys than one, the staircase should give access to all 
rooms without passing through rooms; also to cloak rooms, lavatory etc. The arrangements 
for lighting with gas, for warming, drainage, etc., should be complete. The rooms should be 
well ventilated by the admission of air below the gas-lights and by the extraction of vitiated 
air by means of shafts carried up above the roof. 3' 

One important aspect to consider is how closely these stipulated requirements sat in regard to 

the teaching of the art curriculum, and therefore, the impact that architectural design had on 

activities in British art schools in the closing decades of the nineteenth century. Although 

building guidelines were contrived as a mechanism to support administrative control, within a 

few years, further adaptations to Art Schools would be instigated by the rise in practical art 

classes; a national phenomenon that was further encouraged by the terms of the Technical 

Instruction Acts. Consequently, towards the end of the nineteenth century new approaches to the 

art school curriculum, engendered by the rise of technical and applied art classes, provided the 

evidence that the Science and Art Department no longer retained total authority over local art 

schools. 

317 Ibid. 
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Figure 19: Plan of the Basement area of the Municipal School of Art in St Peter's Close. The plan 
shows two separate rooms for Science, and another large room divided into two areas for classes in 
Modelling and Designing. Building plans for Municipal School of Art. 'Wolverhampton School of 
Art: 1865-1885' The National Archives, Ed 29/143 
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Figure 20: Plan of the Ground Floor of the Municipal School of Art, showing two rooms dedicated 
to Elementary School Teaching. Building plans for Municipal School of Art. 'Wolverhampton 
School of Art: 1865-1885' The National Archives, Ed 29/143 
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Figure 21: First Floor plan of the Municipal School of Art with Light Shade Room, Antique Room, 
Painting Room and the Art Master's Room. Building plans for Municipal School of Art. 
'Wolverhampton School of Art: 1865-1885' The National Archives, Ed 29/ 143 
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4.3: The Wolverhampton Corporation Act 1887 

The transfer of the Art School to the Corporation of Wolverhampton did not instantly 

herald a trouble-free existence. One and a half years after municipal status was granted to the 

School and Art Gallery, moves were taken by Mander and his associates on the Art Committee, 

to bring these institutions under local rate by proposing the passing of a 'Wolverhampton 

Improvement Bill'. The suggestion created a fiercely contested political battle, which was 

extensively covered in local newspaper reports where Mander's political adversaries were openly 

hostile to the move. At one of the earlier crucial meetings on this subject, the key protestors 

(some of whom were Councillors) managed to adjourn the proposal for twelve months. One of 

the main arguments given against the use of rates to support the two institutions, came from 

Councillor Rhodes who: 

... explained that he did not wish to debar artisans from obtaining instruction at the 
School of Art, but he objected to ladies and gentlemen who were able to pay for their 
education when it was partly paid for out of the rates of the poor people who had not 
enough to eat. 3 

Meanwhile, Mander forwarded the point that: 

The vast majority attending the School of Art belonged to the artisan class, and it was 
the very object of the institution to provide cheap education for them. Of course, there 
would always be some like Councillor Rhodes who would find it impossible to 
understand what art education was... who thought that it simply meant the painting of 
costly pictures. The great object of the school was to train young men to become 
practical and technical artists. 319 

Following this early exchange of viewpoints, the political wrangles continued to be played out in 

the local press, centring on disputes between the supporters and objectors of the proposal, with 

320 the outcome that the Bill was rejected on a Council vote in February 1887. 

318 The Wolverhampton Improvement Bill: Meeting of the Town Council. The Wolverhampton 
Chronicle. Wednesday, December 15,1886. P. 5 
319 Ibid. 
320 Wolverhampton Improvement Bill: Rejection of the Scheme. The Wolverhampton Chronicle. 
February 16 1887. P. 5 
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This outcome is not surprising for at the height of the debate, Councillor Rhodes must 

have felt his earlier opinions to be somewhat justified, when information given in a report in the 

local press described an exhibition of the Wolverhampton School of Art Sketching Club. 32' 

Details given on the Club's exhibition that year described examples of sketches covering subjects 

from landscapes of Whitby to drawings from the living model. An example that authenticates the 

Councillor's earlier viewpoint on the popularity of the School of Art with middle-class students, 

who were fiscally able to travel to the coast and sketch landscapes. 

Following the loss of the vote to support the Improvement Bill, Mander and the rest of 

the Art Committee consulted with the Borough Accountant to ascertain the financial position of 

the art school. His calculations showed that the liabilities of the institution would be £508 by the 

end of the financial year and that the art gallery had liabilities of ; E203.22 With scant opportunity 

to acquire additional forms of financial support, other than charitable donations, the Art 

Committee took the decision to announce the closure of the School of Art and the Art Gallery; 

passing a resolution to present their decision at the next Council meeting. It is clear that this 

move quickly motivated the Council to reinstate the idea of the Improvement Bill, as by March 

1887, a new version was being prepared for Parliament: 

The late Improvement Bill having been rejected, the Mayor thought it that if a Bill were 
introduced containing only clauses relating to the Art Gallery and School of Art it might 
be favourably received by the Town 

... 
A statutory meeting of the Council would then be 

called to approve of the promotion of the Bill in Parliament... the Mayor and the Town 
Clerk had discussed the idea with Mr Fowler MP. that morning and his assistance was 
secured. 323 

Once again, this experience reveals a clear disparity between the art schools of Birmingham and 

Wolverhampton. While the Wolverhampton institution floundered, Birmingham's Art School 

flourished under municipal patronage, achieving a high rate of success in the National 

321 Wolverhampton School of Art Sketching Club: Exhibition of Works. The Wolverhampton 
Chronicle. January 5 1887 p. 5 
322 Art Committee Minute Book No. 1886-1888. P. 21, CMB/WOUC/ART (CARN) 
323 Special Meeting 21 March 1887. Ibid., p. 27 

125 



Competition, while an increasing number of students flocked to the School and its parochial 

Branch Schools and classes. 324 

If the Wolverhampton Art Gallery and School of Art had been closed just two years 

after their celebrated opening, this would have certainly resulted in acute embarrassment for the 

Borough Council. But progression was difficult as the School was still heavily reliant on the 

Science and Art Department's funding systems, and it clearly could not match the success of 

Birmingham, which remained its biggest rival 375 This is evidenced by frequent comparisons that 

were drawn between the Birmingham and Wolverhampton Schools of Art in the Minute Books of 

the Wolverhampton Art Committee. However, the success at Birmingham also presented a model 

for future optimism. Particularly after the proposal to incorporate the Wolverhampton Art school 

and Gallery under the Free Libraries Act, was finally given assent after legal steps were taken to 

secure its approval. By August 1887, financial stability was finally attained for the Art School 

when the 'Wolverhampton Corporation Bill (No. 2) was passed as an Act of Parliament. The Act 

allowed an additional lp rate to be levied under the terms of the Free Libraries Act, which was to 

be used to aid the, 'Free Library, the School of Art and the Art Gallery. 326 Were it not for this 

action, the School may have been consigned to history and its earlier struggles for survival would 

have been rendered as pointless acts. 

In respect of incorporation of art schools into the municipal domain, these were early 

moves by the two Midland towns. Six years later, Arthur Acland, MP, the acting Vice President 

of the Committee of Council on Education, emphasised the need for regions to become more 

involved in the provision of science and art education: 

My hope is that we are moving towards the time when secondary education in the 
broader sense, including both scientific and art instruction, is going to be... put more 
effectively upon what I may call a municipal footing. ' 327 

324'... growing student numbers and excellent examination results helped persuade the 
Birmingham Committee to sponsor a new art school. ' SWIFT (1989) op cit., p. 14 
325 'Student numbers grew from c. 1,320 in 1880 to 4,268 in 1900... ' SWIFT, (1999) Op cit., p. 318 
326 Proposed Act of Parliament. Art Committee Minute Book No. 1886-1888. p. 75 
CMB/WOUC/ART (CARN) 
327 Society of Art Masters: Interview with the Rt. lion A. I I. D. Acland, MP, Vice-President of the 
Committee of Council for Education, 14 January 1893: Cited in, TI IISTLEWOOD, D. (1988) 
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4.4: Payment on Results Policy and its effects on Teachers at the 
Wolverhampton Municipal School of Art 

Primary research has shown that management committees of art schools sometimes 

criticised the payment-on-results policy of the Science and Art Department. It is also clear that 

statistical evidence published in Annual Directories was actively utilised by school committees to 

assess the performance of their Certificated Art Teachers. 

Following the incorporation of the Wolverhampton School into the civic infrastructure, 

the Art Committee quickly turned its attention to the overall results obtained in the institution in 

the two years preceding municipal status. At this point in time, a drop in the school's performance 

is highlighted in a report by the Committee which, records a high level of dissatisfaction with the 

performance of its Headmaster, Mr Gunn, due to a decrease in student numbers and the 

'... remarkable absence of advanced results.. . 
028 A situation which is somewhat surprising, given 

that the Art Gallery and School of Art had become such important additions to the borough's 

municipal and cultural reform. The Minute Book also documents that in October of the previous 

year, the School's Committee had taken the decision to terminate Gunn's appointment, due to a 

lack of funds. Although, this action was criticised by Alderman Bantock (another member of the 

Art Committee) whose defence of Gunn, left the matter unresolved; at least in the short term. 

The disagreement over Gunn's failure in respect of payments on results, led to the 

drafting of a detailed memorandum, prepared by Alderman Bantock, and presented to the General 

Purposes Committee of the Council, in order to gain their views on the treatment of the present 

Headmaster. 329 This revealing document offers a graphic account of criticisms levelled at the 

existing standards of provision in the School of Art at this time, while also showing how the 

The Early History of the NSEAD: the Society of Art Masters (1888-1909) and the National 
Society of Art Masters (1909-1944). Journal ofArt & Design Education Vol. 7, No. 1,1988. P. 39 
328 Special Meeting 3 July 1888: Draft Report of the Art Sub-Committee as to the School of Art 
(27 June 1888). Minute Book 1886-1888 (CARN) 
329 Art Committee Report: Memorandum submitted to the General Purposes Committee by Mr. 
Alderman Bantock, which he forwards to each Member of the Council for careful consideration 
to enable each to give an intelligent Vote on the question under discussion. CMB/WOL/AGA5/1 
(CARN). 
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central department's policy was used to underpin, or reinforce the actions and decisions taken by 

local art committees. 

This incident further establishes some understanding of the duel pressures that were 

placed on the Headmasters of provincial art schools, under the capricious funding regulations of 

payments on results. For these teachers not only had to disseminate the overtly structured Course 

of Instruction, but also had to fulfil the requirements of their local committees who were 

responsible for devolving any other Science and Art Department rules and regulation changes to 

art school staff. 330 In addition to this, the example of the Wolverhampton Art Committee shows 

that local managers of art schools expected their headmasters to produce relevant outcomes for 

local needs. These archive records also reveal that one of the contributing factors that led to the 

undermining of Gunn's position, was the escalating success of the Birmingham school of art, 

under the jurisdiction of its Headmaster, Edward Taylor. Other comments outlined in Bantock's 

Memorandum, describe the success of the Birmingham establishment, as a contributory factor to 

the unsatisfactory performance at the Wolverhampton Art School: 

There is a distinct want of spirit and enthusiasm amongst the students for their work and 
that they are constantly leaving after being a short time in the school while many prefer 
to go to Birmingham or attend other classes not a few plainly stating their aversions to 
the present method of instruction. 331 

The fact that Taylor had begun his training under the auspices of the original Art 

Committee that established the original School in Wolverhampton, and had become one of the 

most successful teachers within the art education system, must have heightened the present Art 

Committee's dissatisfaction with their headmaster. In total contrast to this, the Art Committee 

clearly held Taylor in very high esteem, for they consulted him on existing problems relating to 

provision at their School. A move, which to some extent, would have further undermined Mr 

330 The 23-stage course contained over 50 sections, some of which were progressive and required 
certain levels of skills, but there was some option for students to select certain stages for study by 
paining approval from the Head Master. 
31 Art Committee Report: Memorandum submitted to the General Purposes Committee by Mr. 

Alderman Bantock 1888, op cit. 
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Gunn's position. Although the above statement was addressed and refuted in Bantock's 1888, 

Memorandum to the General Purposes Committee, it raises the question as to why this type of 

advice was being sought from the Birmingham Headmaster and not from the central authorities? 

Particularly when considering the enormous amount of published information that streamed out 

of the Science and Art Department. 

There was a decrease in attendance in the day classes at the Wolverhampton Art School 

in 1888, which does not correspond with general academic opinion that there was an increase in 

the number of middle-class students (particularly women) attending art classes in the latter part of 

the nineteenth century. 332 Hence, there is a distinct possibility that some of the daytime art 

students may have absconded from Wolverhampton to attend other, successful local schools of 

art in surrounding localities. The Art School in Birmingham would have been a credible option 

in this case, as it constantly achieved good results in the National Competition by taking a regular 

cache of medals. 333 A parallel factor that could have effected a drop in student numbers, was the 

foundation of the Home Arts and Industries Association in 1884 that encouraged a return to 

cottage industries and handicraft. 334 

One other significant development that parallels decreasing numbers at the 

Wolverhampton School of Art, was the instigation of recreational evening classes that were first 

introduced at a public meeting held in the Lecture Hall of the Free Library. 335 The laborious 

trudge through the various stages of the National Course of Instruction that artisans very often 

332 "., by the time the Arts and Crafts Movement was fully fledged in the mid-1880's, many 
women were already engaged... in a range of craft and design fields". CALLEN (2004) Op cit., 
p. 26; and, "The women who now distinguished themselves in the Schools of Art had a tenacity of 
purpose of which Jane Austen's heroines would never have dreamt while dabbling with their 
water-colour brushes. " ALLTHORPE-GUYTON (1982) Op cit., p. 79 
333 Henry Cole had introduced changes to awards for artworks entered into the National 
Competition in 1866 when '... ten gold medals, twenty silver, and fifty bronze, [took] the place of 
the [previous] hundred medallions'. MACDONALD (1970) Op cit., p. 198 
334 The Home Arts and Industries Association was founded in 1884 by Eglantyne Louisa Jebb, it 
is stated to have'... functioned as a precursor to the Art Workers' Guild'. Wikipedia: The Free 
Online Encyclopaedia. 'Home Arts and Industries Association'. 
ýhttp: //en. wikipedia. org/wiki/Home_Arts-and_Industries-Association. 
35 'The Recreational Evening Class Movement in Wolverhampton'. The Wolverhampton 

Chronicle. December 8 1886, p. 6 
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had to endure, would find serious competition from the following activities described by 

Henderson: 

In 1884 the chief attraction appears to have been some telephones "to enable several 
persons to hear communications at the same time from Walsall and Wolverhampton 
Town Hall. " In the following year no less a person than a Town Councillor kindly 
entertained the students with readings from "Ye Wonderfulle Tale of Whyttyngton and 
Hys Catte" illustrated by as many as thirteen magic lantern slides. 336 

While the Art Committee looked for reasons as to why the School was performing badly 

in the National Competition, the Wolverhampton Chamber of Commerce was announcing its 

intention to establish an 'Industrial Museum'. This was intended to be a mechanism to inform 

local manufacturers and artisans of the increasing levels of international competition from 

'foreign and colonial markets'. 337 No mention was made of the Art School in this venture which, 

can be seen as an omission that evidences the distance between art and industry in 

Wolverhampton at that time. 

Perhaps the decline of trades in the borough of Wolverhampton, particularly those which 

required artistic training, could have been one of the reasons why the Art Committee re-focused 

their attention on the published results of the Science and Art Department? This was almost a 

natural re-direction of focus as the nature of this system cleverly effected a league table mentality 

where institutional reputations were made or broken in the pages of the Annual Directories. 

Undoubtedly, regional competition was certainly increasing, for by 1886-7 there were over two 

hundred schools of art operating within the funding framework of South Kensington policy. 3311 

In his previously mentioned Memorandum to the General Purposes Committee, 

Alderman Bantock drew attention to one of the key mitigating factors why the Art School was 

struggling to match the success of other regional competitors: 

336 HENDERSON (1948) op cit., pp. 4-5 
"''Industrial Museums of Foreign Goods' Journal of the Society ofArts. December 3,1886, p. 53 
338 These are steadily advancing in numbers... During 1886-7 four new schools and three 
additional branch schools were opened, raising the total number of Schools of Art from 205 with 
21 branches to 209 with 24 branches. ' The Year's Art. (1889) Fine Art Society. Sampson, Low, 
Marston, Searle and Rivengton. p. 50 
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Towns like Birmingham, Derby, Nottingham, Stoke, Hanley, Macclesfield, &c., have a 
working population whose living is dependent upon Art Productions, and may be 
expected to excel, and do excel towns like Wolverhampton. 339 

Conversely, the rise of mechanised industries in the borough was ensuring one element 

of success for the Wolverhampton School of Art. This is evidenced in Bantock's Memorandum 

which described how students were competing effectively in the more technical stages of the 

National Course such as: '... Machine Construction, Building, Geometry, and Perspective and 

Science Geometry [and had] beaten Birmingham with all their appliances and advantages'. 340 so 

in these respects the upgraded resources at the institution had effected some measure of success, 

however this was clearly in the science class provision, and not the art classes. 

An attitudinal shift towards the type and purpose of educational provision is evident in 

an account from a contemporary journal article concerning the thirty-sixth Annual Report of the 

Science and Art Department. The author of this article forwards the viewpoint that art education 

was being overshadowed by a rise of interest in scientific subjects: 

This report is of no exceptional interest. The most satisfactory account is that of the 
Science Division, which shows a steady and gradual increase in the persons examined 
and papers passed during the last ten years. It is a pity that a similar table of comparison 
is not given for the Art Division. From the small table of fees paid by students of 
schools of art, the deduction to be drawn is not hopeful. "' 

The latter example reinforces the opinion that there was a rising disparity between art and 

scientific education during the late 1880's; when art education under the control of the Science 

and Art Department was gradually losing its popularity in place of a growing demand for 

scientific and technical education. 342 

339 Art Committee Report: Memorandum submitted to the General Purposes Committee by Mr. 
Alderman Bantock, 1888., Op cit., p. 2 
340 Ibid. 
341 Thirty Sixth Report of the Science and Art Department. The Academy. November, 16, No. 915, 
1889, p. 328 
342 An idea also promoted by Thistlewood, "There was grudging acceptance that Art no longer had 
a government department to itself but now shared with Science, but there was anger that Science 
was the more favoured of the two, consuming greater resources in spite of Art's substantially 
superior contributions to the national economy. ' TIIISTLWOOD, (1988) Op cit., p. 39 
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This theory can be further supported by information on student attendance at the 

Wolverhampton School of Art, that confirms a growing interest in subjects listed under scientific 

or technical instruction, and a steady reduction in students undertaking subjects in the daytime art 

classes (at least up to 1890). The School's 1890 Minute Book, shows that this trend continued, 

as it documents a slight decrease in attendance for day classes and a net increase of 98 students 

over the year; all of whom applied to the evening classes. 343 These changing patterns of 

attendance, however, and in particular an increase in the more science-based and technical 

subjects, occurred in conjunction with the implementation of the Technical Instruction Acts; 

hence, these Acts need to be considered as a mitigating factor in the popularity of subjects 

undertaken by students. 

After serving as Head Master for twenty-five years, Archibald Gunn tendered his 

resignation as Head Master of the School of Art on the 18 November 1890. John Marston who 

was the Chairman of the General Purposes Committee of the Council, announced that Mr Gunn 

would continue in his duties until a suitable replacement could be found. 3A The Committee also 

reported that a Sub-Committee had been recently appointed to confer with Mr. Whitworth Wallis 

and Mr Edward Taylor (Headmaster of the Art School in Birmingham), on a number of points 

related to the management of the St Peter's Close Art School and Gallery. These included the 

feasibility of combining the posts of Head Master and Art Gallery Curator; the amount of salary 

they should pay to the replacement of Mr Gunn; and general opinions on any conducive 

'alterations' to the current art provision. In retrospect, this example shows how local schools had 

begun to formulate communicative networks, while also evidencing that the Birmingham School 

was disseminating ideas concerning organisation of provision, to, what were essentially, rival 

institutions - at least within the operational form of the National Competition. One other 

mitigating factor in the relationship between the two art schools was related to George Wallis; a 

connection that was further cemented when the Art Committee sought advice from his son, 

Whitworth Wallis, who was the Curator of Birmingham Art Gallery. 

343 No. of Students in the School up to December 9,1889-1891. Art Committee Minute Book 
No. 2 (1888-1891) CMB/WOL/C/ART. (CARN). 
344 This decision was announced in the Report of the General Purposes Committee to the Council. 
5 February, 1890; in Council Minutes and Reports. L352. (CARN). Wolverhampton City 
Archives. 
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In 1889, Wolverhampton was constituted as a County Borough which, meant that the 

Council became totally responsible for all local public services. On May 12 1890, the General 

Purposes Committee reporting to the Council, announced that Mr Albert C. C. Jahn had been 

appointed as the new Head Master of the Wolverhampton Municipal Art School, following the 

retirement of Mr Gunn three months earlier. The new Head Master was given the responsibility 

of both the School and the Art Gallery and appointed on an annual salary of 1250. By the time of 

this appointment, it is clear that the Wolverhampton Council had made a concerted effort to 

develop a more formal attitude in the administration of civic matters. 

One of the positive outcomes of increased responsibility for education by County and 

County Borough Councils was that detailed administrative records of public services began to be 

kept in printed and bound volumes. In Wolverhampton this took the form of a series of Annual 

Reports to the Council from each Committee established to oversee distinct services. The Annual 

Reports of the School ofArt Committee to the Council', printed from 1889 onwards, are 

condensed versions of the weighty, hand-written, Art School Committee Minute Books that 

preceded them. Through these reports it is possible to glean an understanding of the local 

management of the Wolverhampton School of Art while also positioning this within institutional 

and cultural factors that impacted on the national system of art and design education. 
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4.5: The Age of the Art Craftsman: the Rise of Practical Classes in Art Schools 

In 1871, an author writing on the state of women's employment in Britain, explored a 

range of issues relating to the general status, training and wages of women. 3u This document 

shows the results of a census from 1861, which revealed that out of the 6,727,697 census returns, 

only 3,249,872 women were in paid work, the majority of whom were mainly involved in the 

agricultural and industrial occupations. Thus, this census showed a high number of women who 

were not working for a living. 

This situation began to change in the second half of the nineteenth century, when 

increasing numbers of unmarried women had to search for credible ways to support themselves 

financially. The increasing numbers of art schools and classes funded under South Kensington 

thus expanded training opportunities for women. Significantly so, for women whose status and 

position in British society outlawed their participation in domestic, commercial, or industrial 

forms of employment. However, the more serious aims of these women with regard to training, 

were often dismissed, or at least, discredited. 

In 1887, Thomas Armstrong, the Director for the Art Division of the Science and Art 

Department, discussed the manner in which female art students approached the classes in schools 

of art: 

The amateurs who come in numbers to the schools to learn a little painting or drawing 
are but seldom induced to go through such a serious course of study as becomes a State- 
aided, or what is called a Government, school of art; but the masters have been led to 
look at the fees of such as an important part of their income, and if a young lady is not at 
once allowed to paint and to copy chromo-lithographs, she is apt to take offence and 
leave the school.. . it has always been a principle with the Department to induce the 
middle and upper class to take advantage of schools of art which, even in the larger 
towns, cannot be much used in the daytime by the artisan class, so that the consumer as 
well as the producer of art manufactures may be educated. 346 

ý4' 'Woman's Work with Special Reference to Industrial Employment', by Emily Faithfull, 
contained in; FULLER, F. (1871) Seventeenth Ordinary Meeting. Journal of the Society of Arts. 
March 31 1871., p. 378 
346 ARMSTRONG, T. (1887) The Condition of Applied Art in England, and the Education of the 
Art Workman. Journal of the Society ofArts. Feb. 4 No. 35., p. 209 
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Armstrong's opinion of women's participation in Art Schools and classes, forwards a 

generalisation that sits uneasily, particularly alongside a conflicting account on women's growing 

involvement in education, given by Emily Faithfull, some sixteen years earlier: 

The one means of self-support which has been open to the destitute gentlewoman has 
been the profession of the teacher, and into that all the unmarried and fortuneless 
daughters of clergymen, merchants, doctors, military and naval men, all rush, as the only 
channel of which their social prejudices admit, or in which their utter capacity gives 
them any chance of success. 3 

Anthea Callen, further embeds this phenomenon within the province of art training in her 

statement; The 1870's saw an expansion in opportunities for ladies seeking artistic, and therefore 

socially acceptable, careers: 348 An example of female ambition through art training is also 

evident in the history of the Norwich Art School, an institution in an area that had no major 

industrial base. It is clear that the Norwich school was attended by women who held career 

aspirations, as some of them attained professional positions in the sphere of art education. 349 

At the same time, there was growing interest from middle-class students (both male and 

female) who attended schools of art for leisure purposes. These two perspectives on the 

participation of women in art education, are just part of a variety of themes and circumstances 

that would have some impact on changes in the delivery and subject matter in educational 

provision in the state art education system. Particularly during the final decade of the nineteenth 

century, when there was an escalation in various types of applied art taught in art schools; the 

popularity of these subjects gaining ground as they could be more related to the domestic sphere, 

than industrial processes of manufacture. Hence, the arts of repoussd, needlework, weaving, 

leatherwork, stained glass, bookbinding, etc., became increasingly popular, and apt subjects for 

women to study (although the study of these was not confined to the female gender). 

307 Emily Faithfull, quoted in; FULLER, F. (1871) op cit., p. 379 
343 CALLEN (1980) Op cit., p. 23 
349Margaret Holmes was enterprising enough to sell replicas of her prize-winning works for £8 

each. She also had printed a circular advertising her credentials and services 'in Drawing, Oil 

painting, water-colours, sketching from nature etc. The Offord sisters, Gertrude and Georgina, 
both trained to be art teachers. Gertrude was especially talented; her watercolour of medlars and 
asters won her a National Silver Medal in 1890'. ALLTHORPE-GUYTON, (1982) Op cit., p. 96 
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Additionally, routes to teacher training for women were also extended via training in local art 

schools. Hence, a variety of factors, some of which have been previously mentioned, conspired to 

change attitudes to professional training for women, while also effecting new challenges for art 

schools, which had to meet training aspirations from an increasing number of female students for 

both recreational and vocational aspirations. 

Moreover, changes in demands for training were not solely confined to the female 

gender. For the influence of the Arts and Crafts Movement brought about new perceptions of the 

previously termed 'artisan', which allowed the industrial worker to be presented in a much more 

positive vein as an'arts craftsman'. This, shift in attitude created an extended rationale for 

artisans participating in the educational opportunities provided in the national schools of art. But, 

prior to outlining the impact of craft teaching in these institutions, an examination of the situation 

prior to 1890 is necessary, in order to reach some points of coherence in this matter. 

In first developing a national system for art education, Henry Cole had advocated a 

'general' approach to pedagogy, which was largely effected through the many and various stages 

of the National Course of Instruction. This ensured that individuals from all classes would find 

some element of interest, or vocational aspiration in the course, that they could follow to some 

end purpose. In this way, Cole, intended to provide an encompassing scheme where both the 

maker and the consumer could be educated. The rise of applied arts in the art schools from the 

late 1880's onwards, helped to subdue many of the old disgruntlements that had their roots in the 

creation of a social apartheid within the hierarchy of 'fine are. In many respects, concerns often 

centred on the assumption that fine art education was being accessed by working class students at 

the expense of the taxpayer. Furthermore, this attitude seems to have been largely prompted by 
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the art schools' approaches to teaching: 

In the eighties-and earlier-the tendency of nearly all the Government schools was to 
develop the artist (using the word in its conventional sense) at the expense of the 
designer, and the national Competition exhibitions were interesting at that time rather 
for the studies shown in painting, drawing and modelling, than for evidence of the 
application of those branches of the arts to decoration. It was a wrong tendency, of 
course, as the schools produced young painters and sculptors in the place of designers 
and craftsmen... 350 

The latter quote shows that public criticism of the Science and Art Department by 

various factions and by social commentators on art and design education, gave convincing 

reasons as to why the Department was failing to provide the sort of skills that could be applied to 

local industries. Of course, the range of existing industries, not discounting the new ones 

emerging, would make the task of providing a uniform curriculum that met all of these diverse 

needs, quite impossible. The alternative to this was Cole and Redgrave's original syllabus that 

inevitably, could not provide encompassing solutions for art and industry. Yet despite its flaws, 

the rise in the number of art schools and art classes meant that it was a successful system - not 

least because it attracted individuals from all social classes. 

Unfortunately, in the long term, any substantial or meaningful outcomes of art 

education were limited by the very nature of the system itself: 

... the system of payment by results makes it an object to every master that his school 
should carry off as many prizes as possible, and he is necessarily biased by this 
consideration. "Every alteration in the South Kensington syllabus and regulations is 
eagerly watched by hundreds of teachers eager to adapt their teaching, so as to earn the 

9051 maximum of grant... 

Dilke's comment is further underpinned by the Annual Reports of the Wolverhampton Art 

Committee, which show that the school's success was constantly measured by the amount of 

medals and prizes awarded each year; which meant that yearly results were equated in 

institutional outcomes rather than individual student achievements. 

350 The National Art Competition at South Kensington. (1907) The Studio. Vol. 41 p. 296 
351 DILKE, E. (1890) Art Teaching and Technical Schools. Fortnightly Review. Vol. 53, 
February. P. 238 
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Although while some contemporary writers criticised both the standard and types of 

student work presented from the regional art schools, particularly in relation to the needs of local 

industry, other remarks show a different viewpoint: 

The awards of the examiners are slightly in excess of those made last year -786 as 
against 784. The number of works sent in for competition increases annually in greater 
proportion by that; but as the standards of the examiners also advances year by year - as 
may be seen at South Kensington where the prize works certainly make a very good 
show. A vast amount of originality there is not. But originality is a very rare thing; and, 
after all, it is not the business of the Department to produce it. 352 

Further changes to the assessment of student artwork was prompted by the increasing 

number of works sent annually to South Kensington which inevitably led to administrative and 

inspection problems. Hence, during the eighteen nineties, the Science and Art Department made 

alterations to their funding systems by implementing local inspection in place of examination. 

Up until 1894, the Department at South Kensington had only employed four Inspectors to cover 

its schools, but in this year the central authority instituted 'variable grants paid partly on the 

results of inspection'. Seventeen inspectors were appointed to undertake this task with designated 

areas placed under their jurisdiction - this included a number of Junior Inspection posts made in 

order to assist the main post holders. The remit of the new Inspectorate included: 

The inspection of technical schools, schools of art, ... secondary schools in receipt of 
South Kensington grants, science and art classes and manual instruction in elementary 
schools, evening classes.. . and pupil teacher centres. 353 

Effectively, local inspection served to lesson the introspective nature of the annual competition in 

that it helped to shift the focus onto the efforts of individual Schools of Art. 

A myriad of factors means that the escalation of applied art classes in national art 

schools, cannot be firmly located in specific events or extant primary sources. Although, the 

Birmingham School of Art was one of the key exponents of this type of training, (as well as other 

schools in the system, such as the Lambeth School of Arts, which embraced practical art training 

through its close association with the Doulton factory). Changes in attitudes are discernible at the 

352 DAY, L. F. (1894) National Competition. The Art Journal. P. 350 
353 BISIIOP, (1971) Op cit., pp. 190-191 
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South Kensington Department, when it began to take a more 'a priori' stance towards the practical 

execution of design, by encouraging the teaching of applied artwork in schools. 

The change in pedagogical attitude is also shown in a speech given to the Royal Society 

of Arts in 1887 by Thomas Armstrong (Director of the Art Division and South Kensington 

Museum, from 1881 to 1897). In this talk, Armstrong appeared to advocate a reaction against the 

long-standing system of instruction in the art schools, which in the majority of its stages, centred 

on copying from standard examples: 

We should certainly create an inducement for young men with natural gifts and 
cultivated skill, to practice these crafts [applied art] ... we might hope by designating the 
real art workman by some descriptive title which would convey the idea of his being an 
artist, one whose art cannot be practised by habit, role or calculation, but in its essential 
parts is beyond the reach of rules. And is the product of which is called inspiration 
resulting in pleasureableness, we should do much to help him to the position I think he 
longs for. 354 

The acceptance of new approaches within the art education syllabus was significant as it heralded 

a shift in perspective that began to change long-held ideals of a uniform, prescriptive training in 

art. 

Clearly, some elements of Armstrong's espoused principles also contain the basic 

principles of William Morris's socialist doctrine on art craftsmanship - which is not too 

surprising. For around that time Morris was busy giving public lectures, where his love of 

craftsmanship was entwined within a utopian social idealism, and tinged with medieval drama. 3" 

Moreover, Morris' ideological position had its roots in the Gothic purity of Augustus Pugin's 

architectural design and the all-embracing epistemology of the connective power of art and 

society's moral fabric. These tenets were further disseminated in the written and spoken words of 

334 ARMSTRONG (1887) op cit., p. 206 
ass 'Morris the Lecturer... hammering out his message about the decorative arts. In the years 
round 1880, he would tell craftsmen to challenge the eminence of fine artists; or talk about the 
gentle dignity of the English countryside and its buildings; or recall the Middle Ages "when 
Imagination and fancy mingled with all things made by man;... " CRAWFORD, A. (Ed. ) (1884) 
By Hammer and Hand: The Arts and Crafts Movement in Birmingham. Birmingham Museums 
and Art Gallery. P. 6 
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Pugin's disciple, John Ruskin. Furthermore, these ideas which, encapsulated art, design, craft and 

social consciousness, was expanded, if not always exactly emulated, in the creation of several 

Guild societies, whose influence served to further embed the Arts and Crafts style as a recognised 

English' movement. 356 

The 1884 Report of the Royal Commission had severely criticised the Department's 

failure to offer more practical design skills that could transpose to industrial processes. This 

criticism was partly addressed in the subsequent actions taken by Thomas Armstrong: 

In 1886,... Armstrong, encouraged by the Royal Commission's report, invited the 
illustrator and founder member of the Art Worker's Guild; Walter Crane, to give lectures 
and demonstrations in a variety of crafts, and established classes in enamelling. 357 

The latter two quotes thus reveal distinct influences on the Art Division of the central Department 

that were connected to the applied art practices of William Morris and Walter Crane. These two 

distinguished designer/craftsmen were able to fu ther embed their ideas on art and design 

practices when they were appointed as judges in the National Competition during the 1880's: 358 

... we should certainly create an inducement for young men with natural gifts and 
cultivated skill, to practice these crafts, or, being in them, not to leave them for the 
painting of easel pictures, or the modelling of portrait busts 

... 
359 

However, the personalised objectives prevalent in the approach championed by Morris 

and like-minded individuals, offered little solution for the production of machine-made objects. 

So what did it offer the artisan? Perhaps the strongest underlying tenet in the ideology of the Arts 

and Crafts Movement, needs to be perceived from the perspective of the artisan, rather than for 

him, as the general tendency seems to have been in Victorian times. The belief that 

356 'In about 1883 the architect and designer Arthur Heygate Mackmurdo ... 
founded the Century 

Guild 'to render all branches of art the sphere no longer of the tradesman but the artist'.... while 
the Art Workers' Guild, founded in 1884... was a forum for discussion among designers and 
craftsmen. The first guild proper was the Guild of Handicraft founded by Charles Robert Ashbee 
in 1888, and in the same year the first exhibition of the Arts & Crafts Exhibition Society provided 
a showplace for the work of all those who were concerned to put into practice the ideas of Ruskin 
and Morris. ' HUNNIGHER, E. (1987) Art & Design in Europe and America 1800-1900. The 
Victoria & Albert Museum. p. 16 
357 CUNLIFFE-CHARELSWORTH, H. (1992) The Royal College of Art: Its Influence on Art 
and Design Education. PhD Thesis. Sheffield Hallam University. (Microfiche) p. 5 
358 ARMSTRONG, (1887) Op cit., p. 208 
359 Ibid. p. 206 
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craftsmanship created a freedom of expression and joy through the application of skill and effort 

is undeniable; however, those psychological responses would be of little use to a working-class 

man with a wife and family to feed. On the other hand, the grimness of factory life in the 

nineteenth century gave little optimism or sense of achievement for workers. Thus, the idea that 

craftsmanship might procure a sense of liberation or pride, is a notion that would have had 

equally as much power as Samuel Smiles' Self-Help gospel. 360 

The ideological lynchpin concerning the growing popularity of applied arts and crafts, 

can also be located in the way that craftsmanship began to be connected to everyday objects that 

had a practical and commercial basis, such as, wrought ironwork, enamelling, weaving, pottery, 

etc. In other words, the artisan could equate the training with an outcome that might sustain his 

livelihood, rather than his sensibilities: 36' 

For the consideration of the art workman's condition and prospects...! would make him 

an artist as far as possible, in his own estimation and in that of the public, ... to induce 
the artist, as we call him, to take a turn in the workshop, and learn the craft of the 
artisan, to do neither more or less than what is done by young men qualifying as 
mechanical engineers or millwrights. 362 

As previously mentioned, the Birmingham art school was a key'grass roots' influence in 

the appropriation of the Arts and Crafts ethic into the national schools of art. 363 Not least, 

because of Walter Crane's Examiner's Report on the School in 1889, which praised the approach 

of letting students execute their designs in the material they were devised for. In fact, Crane 

advised the Birmingham institution to expand on these forms of practical training. 364 The role that 

Crane played in the encouragement of practical application of design in art schools is evident 

360i... in the 1890's... a detailed study of the Labouring class in London, reckoned that a third of 
the population was in poverty with wages of 25s. or 26s. at the most for a large family'. 
HIBBERT, C (1976) The London Illustrated News: Social History of Victorian Britain. London: 
Book Club Associates. P. 45 
361 "... the Arts and Crafts ideal of the dignity of the craftsman implied a new democracy in the 
workshop' CRAWFORD (1983) Op cit, p. 11 
362 ARMSTRONG (1887) Op cit., p. 216 
363 CRAWFORD (1983) Op cit., See p. 27-39 The Birmingham Setting: A Curious Mixture of 
Bourgeoisie and Romance. 
364 'Crane's Report praised the School's work, in that it considered design in relationship to usage, 
and not surprisingly suggested that the School should extend its established workshops', SWIFT, 
J (1989) Birmingham Art School: Its Branch Schools and Female Students 1880-1900. p. 51: in 
TILSON, (1989) Op cit. 
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within documented commentary by him. One example of Crane's art education ethic is given by 

Gillian Naylor, who quotes the man's personal attitude to art and design education as a response 

that transcended the philosophical traditions of the Arts and Crafts Movement: 

'... the curriculum, to be valid, must work within a wider context since the purpose 
of the new course was "to further the advancement of art in its application to 
industry"' 365 

. 

In essence, these events would abstractly conspire to bring new perspectives into the 

system of art education and incur significant changes in provision that had been previously 

tempered by the uniformity of Science and Art Department policies and regulations. Meanwhile, 

from the latter part of the 1880's under the capable leadership of Edward Taylor, the art school in 

Birmingham initiated more applied art and craft classes to encourage students to rationalise 

design ideas through the practical execution of them. This shift in pedagogical thought, along 

with a physical increase in institutional size, meant that practical classes were further extended; 

showing a quick response to Crane's earlier enthusiasm and advice: 

With the opening of the Vittoria Street Branch School and the extension of the Central 
School a few years later, a burst of activity was occasioned. In March 1891, Taylor had 
made more radical proposals, specifically, "proper facilities.. . to carry out.. . designs in 
(i) Repousse and kindred subjects ... 

(ii) Enamelling... and (iii) Wood-carving, wood- 
engraving, needlework, terracotta, encaustic paintin, the making of decorative cartoons, 
and working in fresco, tempura and sgraffito etc. "3 

In Wolverhampton it could be posited that the initial impact of the Arts and Crafts 

Movement had largely occurred at a socio-cultural level. In particular, through the embrace of 

the'old English style' of Theo Mander's'designer' house in Wightwick, that paid homage to the 

work of Arts and Crafts figures such as William Morris, William de Morgan and Charles Earner 

Kempe. Other influences resided in Mander's engagement with the literary aesthetic of Oscar 

Wilde and the artwork of the Pre-Raphaelite artist, Dante Gabriel Rossetti (of whom he was a 

patron). 367 Mander's patronage of the Arts and Crafts style also explains to some extent, the 

mentor - type relationship that existed between certain members of the Art Committee and 

365 Ibid. 
366 Ibid. 
367 Wightwick is a frame for the client's connoisseurship, here contrived by the man of taste who 
had 'read his Ruskin'. MANDER (2004) Op cit., p. 248 
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Edward Taylor, who firmly embraced the philosophical tenets underpinning practical craftwork 

at the Birmingham School of Art. For on a number of occasions the Wolverhampton Committee 

approached Taylor for advice on many of the management decisions concerning art school 

matters. This regional interchange of practice and ideals was further impelled during the 1890's, 

by the employment of some teachers from the Birmingham Art School at the Wolverhampton 

368 School of Art. 

The 1890-1891 Prospectus for the Art School, in the first year of Mr Jahn's employment 

as Head Master, shows little deviation from the structure of the National Course of Instruction 

and also reveals a total disparity to the practical training taking place in the nearby region of 

Birmingham. But by 1891, greater attention was placed on the Science Classes located in the 

basement of the School, when Theo Mander announced that he had paid to have a workshop 

'fitted up' to fu ther establish technical instruction. In this case, this is listed as the making of 

Wood Models etc., in the Machine Construction Class. Although this action was implemented to 

encourage more interest in science subjects, Mander's donation clearly had the possibility to help 

the School financially, as the 'workshop' was likely to have attracted funding from the local rate 

assigned for technical instruction- particularly for evening classes. Comparatively though, the 

School of Art was not experiencing the same 'municipal privilege' as Birmingham, particularly as 

the Second Master had been given three months notice in order to reduce expenses. 369 

By the following year, there was a marked improvement in the institution's overall 

performance, as not only had the Modelling Master and the Assistant Mistress attained National 

Scholarships at the National Training School in South Kensington, it was also proudly announced 

that, 'A silver Medal has been awarded... '370 By this point in time, it is clear that the Art 

Committee and Mr Jahn were very aware of the continuing success of its Birmingham 

competitor, which had expanded via fourteen affiliated Branch Schools, giving it the status of the 

368 For example, the 1893 Report of the Art Committee, announces that arrangements have been 
made for'W. 11. Bidlake, [who was the Master in charge of Architecture at Birmingham]-to 
deliver a course of 24 lectures on Architectural History and Design". Art Committee Minute 
Book No. 4 (1893-95) CMB/WOL�C/ART (CARN). 
369 Annual Report of the Art Committee. November 1891, in, Wolverhampton Council Minutes 
and Reports, 1891-1892, p. 52, L352 (CARN). 
370 Ibid. 
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largest school under the South Kensington authority. Birmingham's success with its parochial 

schools clearly had an impact, for in their Report, the Art Committee announced that three new 

Branch Schools had been established in local Board Schools for instruction in elementary 

drawing. 371 

From a national perspective, one of the most public determinants of success in the 

National Competition came via recognition in one of the most popular art journals of the later 

Victorian period. One of these was The Studio, published from 1893, it offered a comprehensive 

insight (and sometimes comprehensive criticism) of the annual results of the National 

Competition. One of the more important factors of this journal was the visual reproduction of 

exhibited works in its pages, where student work from national Schools of Art was highly visible. 

Essentially, this not only promulgated the fashion for applied arts amongst the general public, but 

it also served to some extent to promote a 'house style', whereby each year, prize-winning work 

would inform the students of the standard and the style of work, deemed good enough to receive 

top accolades. 

By 1893, there was still optimism in the Art Committee Report prepared for 

Wolverhampton Borough Council, as it enthusiastically describes, 'the great improvement, which 

has taken place in the School since the presentation of the last Annual 
. 
372 This enthusiasm 

was the result of the increased number of works sent to South Kensington for examination - 251 

in all, which amounted to 82 extra submissions as against the previous year. This increase in 

successful entries to the National Competition consequently helped to secure more grants from 

South Kensington, which gave an increase of approximately £46 on the previous year. Although 

the Report states that this was due to improved overall performance of the School, it also 

recognises that funding changes at South Kensington have curtailed the amount that the 

institution would have earned under previous regulations. One consolation came from the 

students' work being written about in favourable terms in a review of the National Competition, 

371 Ibid. 
372 Eighth Annual Report of the Art Committee to the Council. November, 1893. Wolverhampton 
Municipal School of Art. 
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The Wolverhampton School of Art has come out well in the national competition... Higher 

percentages were the rule in each department' 373 

Although, the practices of local industry were becoming less relevant to the skills taught 

at the art school, it appears that attending students were keen to pursue the ideological state of the 

'Art-Craftsperson'. 374 This state of affairs can be linked to the practices occurring at the 

Birmingham School of Art, and also to the powerful social philosophy of the Arts and Crafts 

Movement, which was clearly aiding the rise of applied art and design work in local art schools. 

Further evidence is provided by images of students' work entered for the National Competition 

and displayed in art journals such as, 'The Studio' (See Figures 22,23,24 & 25). 

33 GLEESON-WIIITE. A. (1893) Art School News. The Studio. Volume 2 p. 36 
374 This term is used here as a reminder that increasing numbers of women were entering art 
schools during this period of time. 
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Figures 22 & 23: Images t-om The Studio, Vol. 4,1894, p. 47 & p. 48 
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Figure 24: National Competition award-winning artwork from a 
student attending the Birmingham School of Art. The influence from 
the Pre-Raphaelite Group is clearly apparent. Taken from ' I'he Studio' 
1903 Vol. 29. P257 & 1904 Vol. 32, p. 325 
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Overall, the swift change in atmosphere at the Wolverhampton Art School during the 

1890's reveals that a replacement Head Master, coupled with the introduction of applied art and 

craft classes, led to a renewed vitality. It is also clear that the School was developing new 

responses to the stages outlined in the National Course of Instruction, as a lecture series on 

Architectural History and Design, and a new class in Repoussr metalwork were initiated. 

Although, at this point in time the school retained its original layout; a situation that physically 

represented the long-term syllabus of the South Kensington system. It is also apparent that 

students studying at the School were achieving better results than in the previous decade, as 

evidenced by comments made in popular journals. Although, there were still complaints about 

the capriciousness of awards made, as the following extract from The British Architect shows: 

A decidedly clever design in purples and greens by H. Louise Evans (Wolverhampton) 
receives a book prize.. . In metal design we cannot follow all the awards of the judges. 
We have seen very much better work than the Wrought Iron Gate by Gamble S. 
Lemasine (Bristol)... Very much better in character are the various designs by Arthur 11. 
Smith (Wolverhampton); who sends some very nicely executed designs of hotel and 
shop signs. These only received book prizes, but their quality seems to insure (sic) their 
author much success in this sort of work. 375 

A glance through back copies of The Studio also shows the shift in design styles from 

the Arts and Crafts to Art Nouveau, and how these styles were expressed in students' work. (See 

Figures 25 & 26). 

373 South Kensington Prize Exhibition. The British Architect. Vol. 3 August, 1894, p. 75 
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Figure 25: Example of work undertaken at Wolverhampton post- 
1900. National Competition Leather Book-cover by Esther Tatlow, 
from the Wolverhampton Municipal School of Art, from 'the 
Studio', Vol. 32,1904. p. 330. 

Figure 26: Carved oak mirror fame by A. E. Rampling 
(Salford School of Art) from The Studio, Vol. 32,1904, 
D. 324 
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Almost a decade later, in 1904, The Studio, had adopted a much more authoritative 

position on the subject of art and design, by criticising art students' work due to the inability to 

combine design with utility: 

... these competitions generally... [show a] ... 
lack of really practical inventiveness in 

design for everyday use. The nearer one gets to common needs-of jugs that will pour 
water for a lifetime, of kitchen utensils that will easily clean, of furniture that is really 
comfortable and convenient -the farther one gets from sound design or the homely 

workmanship that is "original" in the best sense of the term, and in the sense of 
appearing novel because it is rare. One needs to insist still upon the lesson that the 
article which commends itself by its convenience and durability is the most beautiful of 
all. 376 

On a wider scale, the continued explosion of applied arts practices in British art schools 

during the latter part of the 1890's and into the 1900's, was almost certainly aided by the 

formation of classes for manual instruction, effected under the terms of the earlier instituted 

Technical Instruction Acts. Mainly because the Acts encouraged classes that taught the 

application of drawing to practical skills. Importantly, these classes often became an extension to 

the curriculum in elementary schools, as these lessons took place out of designated school hours. 

An 1890 memo signed by Major-General Donnelly, Head of the Science and Art 

Department, outlines the format of this instruction: 

The instruction must be (a) in the use of ordinary tools used in handicrafts in wood or 
iron; (b) given out of school hours in a properly fitted workshop; and (c) connected with 
the instruction in drawing, that is to say, the work must be from drawings to scale 
previously made by the students. 377 

Inevitably, this policy encouraged basic levels of practical skills, thus giving students 

who aspired to train in the schools of art, a modicum of skills beforehand. This initiative would 

also serve some purpose a few years after its introduction, when the Science and Art Department 

began to acknowledge the limitations of its formulaic methods of teaching, assessment and 

funding. 

376 WOOD, E. (1903) The National Competition of Schools of Art 1904. The Studio. Vol. 32, 
p7 332 

7 Manual Instruction: Science and Art Department. Journal of the Society of Arts. No. 38, June 
13,1890. P. 701 
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A change in central educational policy was encouraged by the important appointment of 

a Commission to undertake an evaluation of secondary education in England, "g (of which more 

will be discussed in the following chapter) which invariably caused South Kensington authorities 

to take stock of the outcomes of their administration: 

By 1895, it is true, there were signs of a change. The Science and Art Department was 
beginning to concern itself a little more with schools as a whole and with the balance of 
their curriculum... And more attention was being paid to the general reports of inspectors 
rather than to mere examination results. 379 

Curriculum-centred issues that were applicable to the methods used by the Art division 

of the central department were brought to the fore in 1896, when the South Kensington 

authorities compiled a retrospective exhibition of award-winning work. This included examples 

of prize-winning entries for the National Competition from the past eleven years. An article in 

the Magazine ofArt of the same year that discussed the latter exhibition, showed that the output 

of the previous eleven years had been an eclectic mix of works ranging from studies in fine art, to 

ornamental design and applied arts and crafts. Essentially, the central department was producing 

a visual record of its results from over a decade, which was described as 'a step in the right 

direction'. 380 

In reality, the Department were trying to vindicate their ability to maintain their 

autonomy over secondary education; however, these attempts to quantify their position in British 

education were futile as the Science and Art Department was shortly to be dissolved into the 

Board of Education. 

378 The Bryce Commission on Secondary Education, reported on its findings in 1895. 
379 EAGLESHAM (1967) Op cit., p. 22 
380 DAY, L. F. (1895) What South Kensington is Doing. Magazine ofArt. pp. 472-5 
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Chapter 5: The Legacy of the 1902 Education Act on the Wolverhampton 
Municipal School of Art 

5.1 Towards De-centralisation 

In 1890, an article from the Transactions of the National Association for the 

Advancement ofArt and its Applications to Industry, J. E. Hodson (an ex-Inspector of the Science 

and Art Department) forwarded his strong opinions on the 'failure' of the Government system for 

art education: 

Let the administration be decentralised; let the country be cut up into so many districts, 
each with an independent central department which shall concern itself specifically with 
the manufacturing needs of the district ... The certificates granted to teachers shall be 
given for proficiency in the special study of [the local industries] without reference to 
Eastlake's Materials or the Catalogue of the National Gallery. 351 

The suggestion to locate art education within the provinces, would inevitably give the 

results of each art school, a less public face than had previously been the case with the National 

Competition at South Kensington. While also eradicating the'league table' mentality that was 

being promoted through the National Competition. There is also the consideration of opinions 

relating to the increased opportunities for women in the South Kensington system, with high rates 

of success the male-dominated world of art was slowly being infiltrated (and often out-classed) 

by the female gender. The wrangles over what art/design education was for, or how it should be 

managed, have to be viewed in this case, within the context of the whole developments in British 

education (especially through the eighteen eighties and eighteen nineties). But, the suggestion to 

make art training more relevant to design for industry is a logical one that appears to have gained 

some recognition during the 1890's, judging from the comments made by Lewis F. Day on the 

381 Hodson, J. E. RA (1890) On the Failure of the Government Art Schools, and a Possible 
Remedy Therefore. In Transactions of the National Association for the Advancement ofArt and 
its Application to Industry (Edinburgh meeting). pp. 51-62 
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National Competition: 

It is curious, ... 
how many industries are represented since 1890, which up to that time 

seem never to have reached the prize level... comparing the Retrospective 
Exhibition... Comparing the Retrospective Exhibition with the works of this year, the 
one thing which forces itself upon observation is the more practical and workmanlike 
character of the designs most recently awarded.... 382 

However, there were other issues concerning utilitarian training at that time, and one 

issue that featured strongly in the continuing debate of state-funded art and design education, was 

the economic status of Britain. Trevor May argues against the idea of an economic depression 

occurring in the last quarter of the century, stating that 'while there were areas of weakness there 

were sectors of the economy that were highly efficient'. 383 In addition, Eric Hobsbawn has 

explained that: 

'... though the trade cycle which forms the basic rhythm of a capitalist economy 
certainly generated some very acute depressions in the period from 1873 to the mid- 
1890's, world production, so far from stagnating, continued to rise dramatically'. 384 

Hence it is easy to understand how a rapid increase in international competition would have 

engendered calls from various factions for improvements within Britain's manufacturing bases; 

and, also, why renewed emphasis on utilitarian skills for industry became such a pertinent issue 

of the day. 385 A key indication in the rise of international competition is evident in the rise of the 

Art Nouveau design movement, whereby individual countries interpreted the style in very 

different ways - emulating the growth and diversity inevitably encouraged by the expansion of 

world markets. 

Firstly, there was evidence of tacit issues relating to underlying fears about state- 

education effecting the eradication, or subversion of, recognisable class structures, which were 

382 DAY, L. F. (1896) Looking Back on South Kensington. The Art Journal. P. 317 
383 MAY, op. cit. p. 323 
384 t1OBSBAWN, E. (1987) The Age of Empire 1875-1914. London: Weidenfield & Nicolson. 
P. 35 
385 The Bryce Commission on Secondary Education [in] its report emphasised the importance of 
a large further extension of secondary education, both to improve the quality of individual lives 
and to counter foreign rivalry in trade and industry'. READ, D. (1979) England 1868-1914. 
London: Longman. P. 286 
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inevitably forcing comment and opinion - particularly with the rise of political socialism during 

the closing decades of the Victorian age. Secondly, the origins of state-funded art education had 

emerged via the attempt to apply art training to generic outcomes, i. e., for industry to benefit 

from suitably trained designers. The subversive or, if viewed to a less extreme, the curtailing 

approaches that had previously limited how art education could respond to industrial 

manufacturing needs, ultimately resulted in a limitation of opportunities for artisans to transcend 

their positions in life. Decentralisation of the system, and the eradication of the introspective 

payments-on- results philosophy, thus offered different opportunities for regional schools of art to 

match individual training with the needs of nearby industries. 

Following the nation-wide spread of technical education, initially encouraged by the 

reports and recommendations of Royal Commissions, the changes in the South Kensington 

system are readily discernible. From the second half of the eighteen eighties, and throughout the 

eighteen nineties, the numbers of students studying in art schools under the Science and Art 

Department, grew rapidly. The increase in local funding mechanisms further effected a move to 

transfer responsibility from government departments to local bodies, initiating a situation that 

could be described as the first phase in the demise of the Science and Art Department. Plus, when 

the Royal Commission on Secondary Education [Bryce Commission] reported in 1895, their 

recommendations would effectively close down the powerhouse of South Kensington, which lost 

its treasured autonomy when it became absolved into the newly created Board of Education in 

1899. And, although many of the recommendations of the Bryce Commission failed to reach 

statute, the Report created a pivotal point in the history of English education, as it provided some 

of the framework for monumental changes at the start of the twentieth century. 

The phenomenal rise in output appertaining to the national system of art education 

throughout the last two decades of the nineteenth century, was inextricably linked to other 

developments in education through instituted policy and the organic explosion of both elementary 

and secondary provision. Furthermore, these new initiatives and experiments were grafted onto 

the local framework that, to some extent, the State had already begun to establish much earlier, 

with the inception of formalised, state-funded art schools and art classes from the 1830's 
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onwards. Inevitably, the meteoric expansion of elementary and later on, secondary education, 

exacerbated problems for central authorities particularly in regard to control over a wide variety 

of educational provision and providers: 

This system of education grew over the next twenty or so years in such a way that the 
strains implicit in the lack of co-ordination ... 

became more obvious. The possibility for 

autonomous development inherent in the lack of [overall] central control allowed growth 
in totally unintended directions. 386 

The analogous spread of education was further aided by the payments on results system, 

which although it was the lynchpin of the Department's framework, (as was discussed earlier), 

often attracted public criticism. By the last decade of the century, comment was firmly focused 

on 'how' the system should be run, with the purpose of art education firmly located in general 

economic outcomes and not individual ones. The issue of local authority provision as opposed to 

central control and authority, also took an a priori stance in contemporary debate, leading to the 

Bryce Report's recommendations on national education: 

The Royal Commission [Bryce Commission 1895] found the Department's defects were 
inherent in its constitution, 'It is too centralized and too specialized, too little able to 
adapt itself to the changes it has been a major factor in affecting'397 

Therefore, this shows how schools of art were at the mercy of other factors, which 

dictated to a large extent, their dependency on the system that effectively controlled them. 

Although, it appears from an examination of the relationship between central authority and the 

institutions under its control, that schools of art were viewed as serving the rationale of the 

Department, to a larger extent than the authority served them. The ultimate focus of the utilitarian 

principle in this case was the maintenance and preservation of the system that Cole and his 

cohorts had devised. Pioneering advances and innovation in practice was therefore, dependent 

on other variables, as was the case in Birmingham where the art school managed to develop an 

ethos of resistance against the central department's administrative straightjacket. 

386 MUSGROVE, Op. cit. p. 43 
397 BISHOP, Op. cit. p. 55 
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Findings of the Royal Commission on Secondary Education revealed that incoherent 

growth in state-funded education had created extreme confusion and disarray. Particularly in 

relation to the proliferation of subjects and different types of classes funded by geographically 

distant education bodies with tenuous administrative connections to each other. The rapid 

extension of board schools throughout the country (which totalled one hundred and thirty seven 

by the end of the century), had threatened the stability of traditional grammar school education by 

providing alternative routes to higher education and creating unprecedented educational 

opportunities for the working classes. 388 

One of the most revealing aspects of the enormous task that the Bryce Commission 

undertook, is revealed by the size of the final documentation emanating out of this enquiry -7 

Volumes in all. The tremendous variety of issues under discussion, along with a significant 

amount of witness testimonies, gives the educational historian a wealth of subject matter to 

explore. In their findings, the Bryce Commissioners recognised that great strides had been made 

in the progress of creating a national system of elementary education. But the view was also 

forwarded, that a further extension of the system by supplementing it with co-ordinated 

secondary provision was of utmost necessity to maintain the 'intellectual progress' of the 

nation. 389 

Attention therefore, was not only focused on the outcomes of education from a national 

perspective, but the Bryce Commission (appointed under a Liberal government) also considered 

the individual student: 

In every phase of secondary teaching, the first aim should be to educate the mind, and 
not merely to convey information. It is a fundamental fault which pervades many parts 
of the secondary teaching, now given in England, that the subject (literary, scientific, or 
technical) is too often taught in such a manner that it has little or no educational value. 
The largest of the problems which concern the future of Secondary Education is how to 
secure, as far as possible, that in all schools and in every branch of study the pupils shall 
be not only instructed but educated. 390 

388 ARMYTAGE., Op. cit. p. 12 
389 MACLURE, Op. cit. p. 148 
390 Report of the Royal Commission on Secondary Education (Bryce Report) 1895. Part 11: p. 80 
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Political historians might describe this viewpoint as idealist and a reflection of the 

growing socialist movement towards the end of the nineteenth century; or, it could be attributed 

to a steadfast Liberal optimism. In regarding the development of a co-ordinated national system 

of education, the Report advocated both individual autonomy and an overseeing administrative 

authority -while unsurprisingly discounting the idea of centralisation and uniformity'. 391 The 

call for 'co-ordinated' secondary education from this Committee, was a recognition of the 

educational 'whirlwind' that was particularly active throughout the last decade of the nineteenth 

century and of the need to implement some organisational structure to the system to underpin 

national and economic standing. 

The main recommendations of the Bryce Report were: to create a central overseeing 

body with responsibility designated to a government minister, who in turn, would be advised by 

an Education Council consisting of professional advisors. Also to designate the County and 

County Borough Councils as authorities responsible for the provision of secondary education in 

their area and to levy rate aid to support institutions under their jurisdiction and to organise a 

system of examinations and teacher training. The final crux of the recommendations of this 

enquiry can be summed up in an extract from a Memorandum in the Report written by JH 

Yoxall, a serving member of parliament at the time: 

The cumulative effect of the succession of recommendations is considerable. They all 
point towards decentralisation on county lines; they are supported by what is, perhaps, 
one of the strongest tendencies in the public life of our time; and the acceptance of such 
proposals is rendered easier by the growing power and dignity of county local 
government under the Act of 1888... Not all the witnesses who touched upon it were in 
favour of unification, but men of long official experience in centrally or locally 
administering or in teaching, gave the idea their support. 392 

391 GREEN, Op. cit. p305 
392 YOXALL, J H. (1895) Memoranda and Answers to Questions. Royal Commission on 
Secondary Education (1895) [Bryce Report] Vol. 5 London: Eyre & Spottiswoode p. 36. 
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Some of the recommendations of the Bryce Commission effectively laid the 

administrative template for colossal changes that were shortly to be applied to the whole state 

education system by Arthur Balfour's Reform Act in 1902. Essentially, the Act was a carefully 

structured piece of legislation, devised in order to protect the traditional fabric of the English 

education system. Concessions made at this stage for the voluntary schools were to have a far- 

reaching effect on the state-education system for the majority of the first half of the twentieth 

century. 393 

393 The eminent education historian, Brian Simon, held the view that the 1902 Act was'a wrong 
turning' in education, 'Instead of taking the opportunity for building a system comprising an 
organic relation between elementary (primary) and secondary education linked with the new 
developing system of local Universities (which was the way in which the school Board system 
was pointing) a system of secondary was developed adopted to the needs of a particular social 
class ... 

A further administrative step taken at about this time was the separation of secondary not 
only from elementary but also from technical education. SIMON, B. (1977) The 1902 Act: A 
Wrong Turning. History of Education Society Bulletin. Vol. 19, Spring, pp. 7-14 
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5.2: Factors leading to the Demise of the Science and Art Department 

Prior to the actual conversion from central overseers to local education authorities, there 

were a series of interrelated events that paved the way for the passing of the 1902 Education Act. 

These will be briefly discussed below. 

JFD Donnelly, the Head of the Science and Art Department expressed his disapproval 

to suggestions from appointed officials and witnesses who testified to the Bryce Commission, 

that the South Kensington Department should be amalgamated with the Education Department at 

Whitehall. Donnelly bolstered his objections by drawing attention to the fact that in its present 

estranged position, the Department had no problems to contend with regarding religious or 

sectarian issues. 

In 1896 a Select Committee, (of which Donnelly was a member) was appointed to 

deliberate on the system of grants made through the Science and Art Department. "' It was 

during the proceedings of this body (led by Sir John Gorst: Vice President of the Committee of 

Council on Education) that Donnelly put forward the suggestion that only schools which were 

recognised as being under the remit of county authorities should be supported by the funding 

terms of the Science and Art Department. 395 This suggestion is stated to have prompted a new 

clause (Article VII) that appeared in the regulations of the Department's Directory in 1897, with 

the effect that'... grants will in general be made to the managers of schools and classes only if 

they are acting in union with such organisation'. 396 The new clause simply authenticated actions 

that had already been undertaken between Donnelly's department and local committees since the 

introduction of the Technical Instruction Acts; hence the formal implementation of the clause is 

394 Select Committee on Museums of the Science and Art Department: 1" Report 1897, (223), 
Volume 12. HMSO 
395 Initial assistance for voluntary schools had come from Sir John Gorst who had introduced an 
earlier Education Bill into Parliament in 1896, which, although it did not make it to statute, 
carried the framework of reform which was implemented in 1902. Further details are given on 
Sir John Gorst in EAGLESHAM, E. (1956) From School Board to Local Authority. Routledge 
and Kegan Paul. Pp. 105-106. And in, DAGLISH, N. D. (1987) Planning the Education Bill of 
1896. History of Education. Vol. 16, No. 2, June pp. 91-104 
396 Select Committee on Museums of the Science and Art Department: 1° Report 1897, (223), 
Volume 12, HMSO 
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stated by Armytage to have merely been a'ratification' of the South Kensington Department's 

current remit. 397 In reality this move was most likely implemented by Donnelly to placate 

growing criticism against the introspective nature of the Science and Art Department. Even 

though he most probably used this suggestion as a tactic to strengthen the Science and Art 

Department's position, in reality, by placing more emphasis on local authority collaboration, it 

weakened the position of the central authority by highlighting the educational administrative 

machinery at local level. 

At this point in time the cast-iron system that Cole and his successor, Donnelly, had 

spent many years constructing, was beginning to crumble, and ironically, its downfall was due to 

the rapid escalation of schools and classes under its jurisdiction. At an International Congress on 

Technical Education in London in 1897, friction between art school administrators and their 

central overseers became evident during the proceedings of this event. Opinions expressed 

showed that managers of schools under the jurisdiction of South Kensington were above all, keen 

to liberate their schools and organise them more in relation to local requirements. 399 

Donnelly's actions in these matters might not seem of great importance, but the 

decisions he took were to have enormous consequences on the future of the Science and Art 

Department; for they eventually led to the dissolution of the South Kensington authority. One of 

the other instigators of the Department's downfall, was the Cockerton Act. The new regulation 

'Clause VI I'that gave 'official' recognition to County and County Borough Councils as 

secondary education providers, was included in the Department's Directory of Regulations'. This 

new proviso encouraged Dr. Garnett, (Secretary of the Technical Education Board of the London 

County Council) to apply for Department funds to develop classes. In consequence, Gamett's 

request was boldly challenged by the London School Board, who (seeing this extension of 

educational activity as a threat to their existing provision), formally complained to the Science 

and Art Department. While Donnelly referred the matter, Dr Garnett, encouraged his friend 

Francis Black (who founded the Cambden School of Art in the early eighteen nineties) to 

397 ARMYTAGE. Op. cit., p. 17 
398 Ibid. 
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complain to the District Auditor concerning the illegal acquisition of rate aid by the London 

School Board. 

This complaint led to a four-year wrangle in the courts and court action was 

subsequently followed by legislation through the introduction of the Cockerton Act which, was 

applied in the closing years of the nineteenth century. The Cockerton Act disallowed school 

boards to use money collected from the Local Rate aid for supporting higher grade schools and 

classes or evening continuation schools. This took away the board schools' ability to provide 

other forms of education other than elementary education as defined by the regulations under the 

Education Department - thus obviating the illegal provision of secondary education. Legal 

restriction was followed shortly by the introduction of the 1902 Act, which demoted the powers 

of school boards, curtailed their aspirational activities, and culminated in the transfer of the board 

schools to local education authorities. 399 In applying this legal measure, the educational scope of 

the Science and Art Department was significantly curtailed. 

One other important transition for art education occurred in 1898, when the Education 

Department at Whitehall took over the responsibility of administering grants for elementary 

school drawing classes from the Science and Art Department. This transference meant that the 

South Kensington authorities no longer had responsibility for drawing in the elementary state- 

sector schools. Inevitably, this loss of educational remit, further whittled the scope of the Science 

and Art Department. Nevertheless this policy did not mean that art schools would no longer 

focus on elementary level students, for many of post -compulsory students undertaking classes at 

the former institutions, remained at elementary standard. 400 

The Education Act of 1899, was a precursor to major reforms in education that would be 

introduced by the 1902 Education Act. A Conservative Government, through the terms of this 

Act, established a new Board of Education that amalgamated the three distinct education 

providers that had preceded it: the Education Department; the Science and Art Department and 

399 TAYLOR, T. (1982) The Cockerton Case Revised: London Politics and Education 1898-1901. 
British Journal of Educational Studies. Vol. 30, October, pp. 329-348 
400 ASHWIN (1975) Op cit., p. 82 
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the Charity Conunission. 401 By incorporating the three existing central departments, a tripartite 

system of elementary, secondary and technical education was brought under the direction of the 

new government department. Politically, the establishment of the new central body for 

education was effectively an interim piece of legislation that mainly served to eradicate the 

administration that had preceded it. 

Gosden, in an examination of the new 'Board of Education' describes the move as a 

mechanism by which to renounce power from the previously existing education bodies. He 

further adds that this Board took no direct action until its main powers became active after the 

introduction of 1902 reforms 402 

Also, at the inception of the 1902 Act, an Education Council was created to advise the 

Board of Education on 'distinctly judicial' matters relating to each branch of education under its 

remit. This decision affected the art education system as from it came the recommendation to 

create a 'Council of Advice on Art'. This advisory body was described by Clive Ashwin as, 

'constituting of four experts in different branches ; Sir William Richmond (Painting); Onslow 

Ford (Sculpture); T Graham Jackson (Architecture) and Walter Crane (Design) were the first four 

members of the advisory panel for art. 403 In terms of residue from the previous regime at South 

Kensington, this arm of the Board of Education remained at its long-term location being overseen 

by two Assistant Heads rather than one. Donnelly had retired as Head of the Department on the 

cusp of these changes, sadly dying seven months prior to the introduction of the 1902 Act. But in 

other respects, there was little change. Therefore it is not entirely surprising that, initially, much 

of the old system of the previous regime was not completely disbanded. 

401 For a comprehensive overview of the introduction of the 1899 Education Act, see, GRAVES, 
O. cit., pp. 24-27. 
OF GOSDEN, PHJH (1962) The Board of Education Act 1899. British Journal of Educational 
Studies. Voll I No. 1 pp. 44-60 
403 ASHWIN, op. cit., p. 63 

162 



5.3: National and Local implementation of the 1902 Act 

The initiation of a formal system for local authorities to manage and oversee the 

educational needs of their districts is often presumed to have originated in the nineteenth century 

Technical Instruction Committees. Theoretically, this is an unappreciative point of view, as it 

fails to take into account the management skills that were first developed by local organisers of 

art schools and classes under government-appointed authorities. Therefore a wider understanding 

of these schemes is necessary in order to develop a full appreciation of prior developments in 

education. Especially when considering the background to the origins of local administration for 

state-aided education. 

The 1902 Education Act was a major piece of legislation that instigated monumental 

changes to the authority and control of education in England and Wales. In 1900, the 

Conservative Party had retained parliamentary control and wasted no time in implementing 

reform to address the existing contentions in education, by handing over the control of 

elementary, secondary and technical education to newly created Local Education Authorities. 

One of the key impulses for Conservative Government reform was the tenuous position of 

voluntary schools which, had been seriously undermined by the rise and popularity of the board 

schools. 404 The latter flourishing under local rate aid and grants derived from the Science and Art 

Department. Consequently, in the monumental reform of 1902, the Conservatives moved to 

rescue the denominational and grammar schools, ensuring that the traditional and exclusive 

eos routes to higher education would be protected and subsequently, restricted. 

The build up to major reforms in education culminated in March 1902, when Arthur 

Balfour introduced the new legislation into Parliament. Balfour's Education Act conferred power 

for elementary, secondary and technical education, to newly created Local Education Authorities; 

'04 Religious dissension had plagued the education question from the 1870 Act onwards, and 
which helped to effect provision for local Board Schools, who in turn, became the voluntary 
schools' competitors. 
405 For an overview of the 1902 Act and a comprehensive examination of the approach that earlier 
historians took when dealing with the Act and interrelated issues see, ROBINSON, W. (2002) 
Historiographical Reflections on the 1902 Education Act. Oxford Review of Education. Vol. 28, 
Nos. 2&3 
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meanwhile a central authority would retain complete control over elementary education, with the 

state providing financial support for schools via increased rate aid. This gave County and County 

Borough Councils the power to raise sufficient funds for the task in hand. Under the new Act, 

County and County Borough Councils were designated as Part II local education authorities, 

which were charged with responsibility for elementary and 'other' forms of education, including 

teacher training and appointment of teachers. While smaller boroughs with a population of less 

than 10,000 inhabitants became Part III authorities responsible for elementary education only. 

Wolverhampton as a Part II authority, was initially faced with the job of undertaking a thorough 

survey of all of the educational provision under its jurisdiction; it then had to submit a plan to the 

Board of Education for approval. 

During the interim from policy to formal acceptance of responsibilities, there was 

substantial opposition from the Liberal Party to the transparent effects of the Act which led to 

large-scale dissension being given public impetus by figures such as the politician, David Lloyd 

George. The main attempt at opposition was carried out via the refusal to pay the local education 

rate, resulting in the imprisonment of some protesters. Eventually, the resistance movement 

spread to Wolverhampton when a local division of the movement was established in June 1903. 

This situation reflected wider social changes in national politics, particularly in the early 

years of the twentieth century, where an increase in political life was embraced by the general 

public, not least because of the changes in education which are said to have given: 

... impetus to militant nonconformity in the town and provided an incentive to 
involvement in municipal politics for radicals of all persuasions, as it became clear that 
the local council, which in Wolverhampton was dominated by the Conservatives, would 
determine the composition of education committees. 406 

The passage of the 1902 Education Act created an unprecedented involvement in local 

politics which in Wolverhampton, '... inflamed the passions of the Councillors and split them into 

4°6 GARDINER, D. (1991) The Nature and Development of Conservatism in Wolverhampton 
1886-1910. MA in West Midland Historical Studies (Dissertation submitted for the degree at the 
Polytechnic Wolverhampton. Faculty of Humanities Department of Arts. 
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competing blocks'. 407 A situation that strongly paralleled some of the nineteenth century wrangles 

that occurred in the town in connection to the first School of Practical Art. Local arguments 

focused on the religious clauses inherent in the proposals for education reform, and many 

proposals of a uniform plan for provision were either rejected, or objected to by non- 

denominational representatives of Wolverhampton Council; others were thrown out on 

technicalities by the Board of Education. 

This led to a delay in the introduction of educational reform in the town; with the effect 

that measures were not formally implemented until July 1903, when various sub-committees 

were established to oversee specific sections of education under the control of the 

Wolverhampton Education Committee. 408 These sub-committees included the Primary Sub- 

Committee (elementary education); Secondary Sub-Committee (in charge of Secondary 

Education, including Higher Grade Schools) and the Technical Sub-Committee which oversaw 

technical education - including the School of Art. 409 

In the interim between the instigation of local authority control, the provision of art 

education was more or less distanced from religious arguments (Donnelly had pointed out this 

positive aspect concerning art education, when trying to retain the position of the Science and Art 

Department, some years earlier). But that is not to say that these issues did not impact on the art 

school. Firstly, the local arguments that halted the inception of a local authority, coupled with 

constant amendments to the authority's plan, left the control of secondary education under the 

existing Technical Instruction Committee. This meant that, in the interim of the 1902 Act being 

established, the School of Art was managed by a body that was firmly connected to the previous 

system of art education management. 

407 YOUNG, G. M. ((1969) Wolverhampton Borough Council 1888-1964. Macmillan & Co. Ltd. 
P. 40 
408 "The provisions of the 1902 Act were to be carried out by the 26 March 1903 or at a date not 
more than eighteen months later. FORSTER, H. (1985) Secondary and Technical Education in 
Wolverhampton in the Post 1902 ERA. MA West Midland Studies. Dissertation Submitted for the 
Degree of MA at the Polytechnic Wolverhampton. Faculty of Humanities Department of Arts. 
May. 
409 Annual Report of the Education Committee to the Council: 9 November 1904, County 
Borough of Wolverhampton: County Council Minutes and Reports. L352. pp. 1-11 (CARN) 
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This situation meant that past constants were features of art school life in the early years 

of the twentieth century. Therefore, it is possible that the legislative changes that occurred at the 

turn of the nineteenth century engendered a period of stagnation in the art education system - 

particularly if other local councils encountered the same hindrances as Wolverhampton. In 1900, 

the annual review of the National Competition in The Studio reveals a reflective attitude towards 

the work produced by art students at the Royal College of Art and the provincial schools of art: 

The provincial students are more and more scattered in area - an encouraging sign of the 
spread of good teaching in smaller towns; and it is pleasant to find much excellent work 
coming from new and obscure quarters. Sheffield and the midland centres are notably 
fertile in design, especially in architectural decoration. The Royal Collage students and 
exhibitioners seem to be more rewarded for conventional exercises than for original 
invention, though their work on individual lines is often thoughtful and interesting. 410 

Taking these two aspects into consideration the report appears to be looking at two issues relating 

to the annual competition, (which in 1902 was given more prominence in the Victoria and Albert 

Museum). 41 On the one hand, even though the Science and Art Department had been brought 

under the Board of Education, qualities of the previous regime were still very much in 

evidence 412 

Alternatively, the comments relating to provincial schools and students indicate that art 

education was not losing its competitive thrust - least of all in the provinces. However, it is also 

clear that the National Competition was still being utilised as a measure of quality; its popularity 

much in evidence by the continued rush and enthusiasm by schools and students to compete for 

prizes. 

410 WOOD, E. (1900) The National Competition, 1900. The Studio. Vol. 20 p. 249 
411 'The rearrangement of the Victoria and Albert Museum has now contributed to a much more 
favourable display of the designs sent in for the National Competition at South Kensington than 
has been the case in former years, when they were relegated to an outhouse and scattered 
broadcast among irrelevant lumber of many kinds'. WOOD, E. The National Competition of 
Schools of Art, 1902. The Studio. Vol. 26 1902, p. 268 
412 'When the new Board of Education came into being in 1900, some changes were made without 
substantially altering the system... The Board's examinations in drawing, painting, modelling and 
pictorial design continued as before with slight modifications'. CARLINE, R. (1968) Op cit., 
p. 150 
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In examining reports on the National Competition, post-1900, it is clear that as County 

and County Borough Councils were in the process of developing unitary plans for education, art 

school responses were much as they had been before the end of the old regime. This is perfectly 

understandable considering the long-term rule of the South Kensington System, along with the 

familiarity of the original system by previously trained teachers. 

By 1903, Esther Wood is reporting on the 'distinct improvement in the standard of the 

work exhibited' which could reflect that by this time, some local areas had established a unified 

and approved plan for education, thus bringing stability to their local art schools. 413 

"' WOOD, E. (1903) The National Competition of Schools of Art, 1903. The Studio. Vol. 29 
1903, p. 257 
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5.4: Aftermath of 1902 Reform 

In Wolverhampton the impact of educational change can be more clearly examined; 

firstly by looking at local evidence of the situation at the art school around the beginning of the 

twentieth century. Secondly, by examining Board of Education Inspection Reports to evaluate 

the outcomes and consequences on the institution after the local authority had taken control. 

Thirdly, by examining wider issues concerning national moves in the art education system post 

1902. 

In 1901, a decision had been taken to organise another major Art and Industrial 

Exhibition in Wolverhampton including an educational section; a decision that is stated to have 

been prompted by a visit to a similar display in Manchester. 414 A variety of educational bodies 

were involved in the education section of this enterprise. This included Wolverhampton teachers: 

the School Board (which was surviving in its present state as the County Borough had not yet 

completed a formally approved plan or take-over date), the Technical Instruction Committee, and 

other official representatives for education in the district. 4t5 

Essentially, this gave local education the opportunity to showcase their activities and 

yet, a cynical view could also be attached to the public promotion of various educational bodies 

at that time, especially considering the arguments over education reform that were currently 

creating fierce debate. Examples of work undertaken by the Staff and students of the 

Wolverhampton School of Art were included in the 1902 exhibition, where their contributions 

were exhibited in a specially constructed pavilion which was also produced by students (See 

Figure 27). 

414 'One of the most noteworthy features of the recent Paris Exhibition was the educational exhibit 
subsequently transferred to Manchester under the auspices of the Technical Instruction 
Committee of that city. Wolverhampton educationalists made an inspection of it, and in view of 
the immense value of such a feature it is not surprising that it has been suggested that at the 
forthcoming Wolverhampton Art and Industrial Exhibition an educational section shall be 
included'. Wolverhampton Chronicle. Wednesday 16 October 1901. 
415 Ibid. 
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A Report on the Wolverhampton Exhibition, given in The Studio, passed favourable 

comment on the work displayed by local art students: 

The Art and Industrial Exhibition now open at Wolverhampton hardly lives up to its 
name, as far as art is concerned. In fact, the sole exhibit worthy of mention is the 
collection of work by the students of the Wolverhampton School of Art. 

.. 
These are on 

view in a tasteful pavilion.. . and though, perhaps, there is nothing of striking merit or 
originality, there is evidence of a sound spirit both in design and execution... altogether 
the exhibit is a very tasteful and interesting one. It is, perhaps, difficult for a hardware 
town like Wolverhampton to produce much evidence of applied art in connection with 
its industries, but it seems a pity that, with all the facilities for encouraging a fuller 
artistic training in our towns, we cannot find more traces of the effect it should produce, 
or more tangible signs of the channels into which the acquired training may be most 
profitably turned 416 

Although the student work was favourably received, it is also clear that the reporter was 

highlighting the need for their work to have some relevance to local industry. Meanwhile, the 

Technical Instruction Committee in their Annual Report for that year, quoted from a published 

article on the work exhibited at the 1902 event by students from the local technical school: 

... the following is an extract from an article which appeared in the August issue of the 
Engineering Times: - "At the present time, when so much attention is being devoted to 
the re-organising and improvement of technical education in England, exhibits which are 
the work of technical and other local schools are naturally examined critically, and the 
present writer, who recently had an opportunity of inspecting a similar and very much 
larger collection of exhibits in Germany.. 

. 
is glad to be able... to speak favourably of 

those on view at Wolverhampton. 417 

These separate reports from specialist journals touch on practical issues that would have a 

bearing on the future provision of technical education in Wolverhampton; where investment in 

training (including apprenticeship) and employment opportunities, became focused in subjects 

that had a distinct bearing on local trade and commerce. Approximately one hundred and fifty 

trades are said to have been developed in the district throughout its industrial history, but as the 

twentieth century loomed, industrial trades (which encompassed mass-manufacturing processes) 

became more focused on the metal based and forming industries. 018 

416 A. S. W. (1902) Studio Talk. The Studio. Vol. 27, p. 137 
417 Report of the Technical Sub-Committee to the Wolverhampton Council. November 1902. In, 
Council Minutes and Reports. L352 (CARN) pp. 26-27 
418 'The Industrial Scene'. Wolverhampton Centre of Progress: Official Handbook issued by 
Authority of the Wolverhampton Borough Council. The Borough of Wolverhampton. Ed. J. 
Burrow & Co. Ltd. P. p. 93 (no date given) 
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Figure 27: Pavilion designed and constructed by students from the 
Wolverhampton Municipal School of Arts. Displayed at the 1902 
Wolverhampton Arts and Industrial Exhibition. Image troin'The 
Studio', Vol. 27,1902, p. 138 
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By the turn of the century, the old design-focused industries of japanning, tin-ware and 

toy making were thus, declining in favour of the newer mechanised industries that needed 

employees with good and varied levels of educational abilities. Nevertheless, in the transference 

of responsibility for art education to the local authority, the arguments and ideals concerning 

training, fitness of purpose and economic needs would inevitably be rationalised by the Local 

Council, which funded its educational provision through local rate aid. 

On a wider scale, Staffordshire as an Administrative County, was entitled to 

representation on the Technical Sub-Committee of the Wolverhampton Education Authority, and 

consequently, also had the right to undertake inspection of both the technical school and the art 

school. Additionally, students from Staffordshire could attend both schools in return of a fixed 

grant payment from the Administrative County. Under these conditions, education in 

Wolverhampton could be supported from the attendance of students from surrounding areas, 

which undoubtedly, would encourage improved attendance in all of the educational institutions in 

the town. However, the attraction of lessons undertaken at the technical school over those taken 

at the art school, is revealed by a distinct discrepancy between the amount of grant afforded from 

Staffordshire for different types of instruction. Grants were set at £1 per student, but a clause 

included'... that the total payment in any one session shall not exceed £100 in respect of Science 

classes, and £50 in respect of Art Classes 419 

One other clear aspect comes out of the responsibility of technical education by 

Wolverhampton education authorities, and that is a concentration on developing both day and 

evening courses in technical education; particularly in classes that were available at the technical 

school. A situation which is perfectly understandable given the nature of local industries and 

their requirements for skills at that time. Further impetus was given to scientific instruction 

through the partnership of local industries whose workers' successes in examinations was 

rewarded with promotion. In contrast to this, the School of Art was having difficulty attracting 

interest from local manufacturers. 

419 Technical Sub-Committee Minute Book. 1903-1906. P. 31 
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Increased competition was certainly faced by the Art School from the ever-expanding 

Technical School, as by 1902 the difference in student attendance at each institution is 

substantial, with 1,373 students in attendance at the latter institution, while only 340 students 

were undertaking classes at the school of art. 420 Although in this case, the physical size of each 

building must be taken into account, in addition to the fact that the St Peter's Close building had 

originally been designed to accommodate a maximum of 200 students, so therefore was limited 

by size and planned layout. However, this was only one problematic aspect for the continued 

stability of the Art School, as another centred on its relationship to local industry. It is 

documented that Mr Jahn publicly criticised the failure of local industries to support the 

institution and admonished local businesses for not adopting an apprenticeship system, whereby 

workers could be released from duties to undertake art instruction during the daytime. 421 

Also, from a financial perspective, the Board of Education was channelling funds 

towards the literary and academic curriculum in secondary education; seeing this as the main 

imperative, while technical education was relegated to a lesser position of importance: 

The issues raised by Mr Jahn reflected the problems facing technical education in the 
opening decades of the twentieth century, notably that parents were reluctant to send 
their pupils to technical schools or schools of art because secondary school attendance 
seemed more respectable than a course of elementary education to age 14 followed by 
evening continuation school ... the idea that technical education was inferior was 
aggravated by the practice of the Board of Education of channelling funds into the 
development of secondary grammar education which limited the resources available for 
technical instruction. The Board justified its actions by arguing that no sound system of 
technical education could be established unless there was a sound system of secondary 
education on which to build. 422 

Therefore this discrepancy was not merely created by a level of apathy from the 

industrial base of the town; it was also a situation created by national policy. By directing more 

420 Annual Report of the Art Committee to Wolverhampton Council, November 1902 p. 6 and 
Report of the Technical Sub-Committee November 1902 p. 26 in, Council Minutes and Reports 
1901-02 L352 (CARN) 
421 Although it is unclear as to which industries the Headmaster was appealing to? But some 
japanning companies continued trading in Wolverhampton well into the 20th century. The 
products by then, 'consisting mostly of very utilitarian objects, very thinly japanned and that 
mainly for the purpose of protecting the metal; decoration would be minimal. A typical example 
of such work would be the ubiquitous cash box, made out of tin plate and lacquered in black with 
a few gold and or red lines'. Wolverhampton History & Heritage Society. 
http: //www. localhistory. scit. wlv. ac. uk/Museum/metalwareraptech. htm 
422 FORSTER, Op. cit. p. 59 
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funds towards secondary schools, the Board of Education helped to further cement the previous 

divisions that had existed between different forms of education (notably classical, elementary, 

and industrial education). 

Inevitably, the focus placed on some subjects by government bodies, affected society's 

perceptions towards others. General public opinion concerning individuals who were keen to 

attend art school at that time, are epitomised in the autobiography of Charles Wheeler; one of the 

most famous students to attend the Wolverhampton School of Art: 

As was to be expected my father raised many objections when I told him that I wanted 
to leave school before I was 16 to go to Art School. He, of course, saw the foolishness 
of this, I, of course, did not... A tussle ensued, but with my mother's aid I won the day. 
423 

Ironically, Wheeler enjoyed a very successful career as a sculptor, which culminated in 

him becoming the eighteenth President of the Royal Academy (the first sculptor to attain this 

role). 424 However, it is clear that social attitudes towards the value of education were affecting 

career choices towards art schools in the early years of the nineteenth century. 

In order to assess the impact of changes at local level, it is beneficial to look at 

corresponding developments on a national scale. The amalgamation of the Science and Art 

Department and the Education Department into the Board of Education in 1899, brought new 

objectives for the recently instituted Royal College of Art, (awarded the title in 1896) which 

traditionally had been the central institution for art teacher training: 425 

In 1899, the Departmental Committee of the Board of Education recommended that the 
primary objective of the Royal College of Art should be "... the training of students to 
act as teachers in art schools... " [In the following year] ... on the appointment of 
Augustus Spencer.. . as Vice Principal of the College... the Board noted that the aim of 
the College was to train art teachers of both sexes, designers and art workmen. 426 

423 WHEELER, C. (1968) High Relief The Autobiography of Sir Charles Wheeler Sculptor. 
Country Life Books. P. 24 
424 Ibid., p. 72 
425 The National Art Training Schools were conferred with the new title of'Royal College of Art' 
in 1896. 
426 CUNLIFFE-CHARELSWORTH, H. (1992) op cit., p. I l 
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It is unclear if the aims of the central institution were cascaded down to provincial 

institutions but if they did, then this shows that attempts were being made to clearly outline the 

directions, purpose and (at that time) the fairly introspective aims of art education. The preceding 

system had been very successful in creating an army of art teachers; particularly as the system 

provided opportunities for the working classes to enter a profession (many of these were women 

as discussed in a previous chapter). So inevitably the system created increased competition for 

Art Teachers' vacancies, while on the other hand, any serious moves to embed the profession of 

the 'designer' were still to be made. Hence, art education at the turn of the century, emulated its 

previous incarnation, in as much, that career paths for'art workmen' were often undefined or 

vague, with training set in an ethereal context of local and national economic importance. 

Therefore, art students studying for a professional outcome would find much clearer career 

directions by pursuing teacher training. Especially if they wished to fulfil career and livelihood 

ambitions; whereas other employment opportunities relating to craft or technical art training, 

particularly for jobs in industry and the emerging fields of commerce, were often undefined. 

In the early part of the twentieth century, there is little doubt that ideas concerning 

education were being evaluated in response to the positive outcomes via the more technically 

based continental systems for education. Meanwhile, in England, the shift to local education 

authority control carried with it a vision of creating a system that would serve different 

educational aims: 

[Robert Morant] ... was very knowledgeable about foreign educational systems and... had 
written reports himself on Switzerland, France, Germany and the United States. He was 
aware that most advanced systems had gradations of post-primary schooling that 
included not only academic but technical and practical schools. 42 

Sanderson, makes the point that although Morant is often portrayed as an educational 

elitist, he envisaged an educational system that incorporated: 'a concern for the physical, 

427 SANDERSON, M. (1994) The Missing Stratum: Technical School Education in England 
1900-1990's. The Athlone Press. pp-19-20 
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occupational and technical efficiency of the skilled working class. 429 It could be said that a 

certain amount of dispassionate rationality was applied at local levels too. 

For example, the growing emphasis placed on educational provision in the 

Wolverhampton Technical School is perfectly understandable, given the make up of local metal 

trades and developments such as, heavy industries in iron and steel and the rapidly escalating 

automobile industry. The Report of H. M. Inspectors on the Municipal Science and Technical 

School in 1910, give a good insight into the breadth of industries in the town at that time. It lists 

the main industries in the area as: Engineering (Mechanical and Electrical; Motor Car and 

Bicycle Construction; Lock and Safe Making; Varnish Manufacture; Enamelled Plate 

Manufacture; Boot and Shoe Manufacture; Building; and Coach Building. 429 Consequently, it is 

not surprising that increased impetus was given to 'science' or'industrial-based' technical 

subjects and applied more vigorously to technical education, than was the case of subjects in the 

Art School. This local approach was essentially based on pragmatism, rather than the cultural 

polarity addressed in Wenham's dialectic that discussed the consequence of Polarisation of the 

'two cultures' and a marginalization of the arts [being] based on ideology not 

430 Reason'. 

On a wider note, the impact of the epistemological distinctions that originated in the 

British curriculum over the course of time can be traced to modern times, when polarities 

between subjects were encapsulated in the hierarchical approach of the National Curriculum, 

introduced by Margaret Thatcher's government in 1988.431 Though there were historical 

instances when art and science were unified in buildings as was previously shown with the 

integration of Science Classes in the Wolverhampton Art School. Plus there were many new 

4281bid., Morant envisaged an educational system with both grammar schools and technical 
schools. ', p. 20 
429 Report of H. M Inspectors on Wolverhampton Municipal Science and Technical School and 
Municipal School ofArt (Science Class only). May 1910. Ref. ED/14/849. The National 
Archives: London 
430 WENHAM, M. (1998) Art and Science in Education: The Common Ground. Journal of Art 
and Design Education. Vol. 17 No. 1 p. 59 
431 'By the later twentieth century, handicraft had acquired connotations, removing it from 
industry, associated with making artefacts by hand, epitomised by William Morris and the Arts 

and Crafts Movement. ' PENFOLD, J. 1988) Craft, design and technology: Past, Present and 
Future. Trentham Books. p. 23 
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technical schools erected in the last two decades of the nineteenth century which contained 

provision for the themes of science and art, rather than letting them develop separately. 

Although, science and art classes were originally incorporated into the second purpose 

built School of Art in Wolverhampton, the independent development of a Technical School and 

the physical estrangement of the two subjects in distinct buildings, served to further alienate the 

Art School from its sister institution. The situation has still not been totally resolved today, even 

though University status has technically integrated the older schools of Wolverhampton under 

one institutional name. 

The previous form of central management for art education had applied rigid control 

over art instruction through an established set of regulations and further contained schools of art 

through the old National System of Instruction. Under the new local authority, the level of 

autonomy experienced by the Headmaster of the Art School, increased dramatically. From 1903 

the activities of the Technical Sub-Committee are documented in two Minute Books which give a 

record of both the school of art and the technical school, but they also offer a testimony of the 

actual day to day management of the institutions that initially occurred under the Committee. 

On 17 July 1903, one week after a Local Education Authority had been constituted in 

Wolverhampton, the first recorded event details that the present Chairman of the Technical Sub- 

Committee, Mr Alderman Price-Lewis, is standing down. This is said to have been due to, The 

conditions having changed, whereby a Sectarian majority is placed, in what I believe to be a 

disproportionate power'. 432 The decision was then taken to appoint Councillor A. Weaver as 

Chairman of the Technical Sub-Committee. 

432 Appointment of Chairman. Technical Sub-Committee Minute Book 1.1903-1906. 
Wolverhampton Local Education Authority. P. 1 
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Following this early meeting, the next few pages of this document, detail the approaches 

made by various Committees in the management of Technical Education; the minutes mainly 

centre upon minutiae such as cleaning staff; advertising, and opening times etc. It is shown that 

Mr Jahn is often called upon to offer advice and suggestions to the Technical Sub-Committee, a 

situation that evidences a certain amount of confidence in the man; or, a lack of confidence in the 

members of the Committee. However, this situation could have been the result of a lack of 

experience on the Committee's part, as many of the more experienced members of the old 

Technical Instruction Committees were by this time, no longer involved with in local 

education. 433 

433 Colonel Henry Loveridge, the stalwart supporter of the Art School had passed away in 1892, 
and S. T. Mander served as Chairman on the Art Committee for 15 years until his death in 1900. 
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Chapter 6: Art and Technical Education in Changing Patterns of Industry, 

Commerce and Leisure. 

6.1: Success and Failure: the National Competition Post-1902 

After 1900, there is little mention of the Wolverhampton School of Art in the reviews of 

the National Competition while other local art schools such as Birmingham, West Bromwich, 

Worcester, and Walsall, are often prominently featured during the years 1900-1905. Although 

this is not indicative of the performance of the Wolverhampton institution, it shows that local art 

schools were actively competing with other art education providers and achieving positive results 

in the annual competition. In fact, the Annual Report of the Art Committee to Wolverhampton 

Council in 1902 shows that art students had achieved some success in that year's competition: 

In the National Competition, the School gained one Silver Medal, four Bronze Medals, 
six Book Prizes and two Prizes, as against one Silver Medal, three Bronze Medals, five 
Book Prizes and four Prizes last year. 434 

This proud announcement characterises how local art schools were keen to utilise the 

annual event at South Kensington as a clear measure of overall performance. It also evidences 

that schools of art had been able to retain a foothold via a national perspective of art education, 

due to the Board of Education's decision to retain a former central mechanism that reflected 

overall standards. Although on one hand, this decision retained some element of familiarity for 

art schools, on the other, it also re-directed some of the focus away from these institutions and 

their positions within embryonic regional educational schemes. 

By 1903, there had been a marked increase in the number of students attending the 

Wolverhampton Art School, with 505 students attending as opposed to 340 the year before; a 

situation that was probably encouraged by a gradual increase of technical subjects in the syllabus. 

The Annual Report emphasised the success in the National Competition where a number of 

434 Annual Report of the Art Committee to the Council. November 1902. Council Minutes and 
Reports 1901-1902. (CARN) 
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prizes were taken, in addition to announcing that 'Nine Free Studentships' had been awarded by 

the Board of Education, 'due to the excellent work of the School during the previous year' 435 

In 1905, after fifteen years at the School, Mr Jahn tendered his resignation on receiving 

the appointment of Art Master at the Sheffield School of Art. 436 The replacement Headmaster 

for the school was Mr JJ Brownsword A. R. C. A., A. S. D., who had previously been employed 

as Headmaster at the Worcester School of Art. At this point in time, it is clear that there were no 

shortage of qualified art teachers in the system, as 39 applications submitted their interest in this 

post. A situation, that perhaps, reveals a glut of trained teachers which, undoubtedly would have 

been created by a continual failure to rationalise wider outcomes for art education training. 

Although, as far as Brownsword's appointment was concerned, this was good news for the 

Wolverhampton Art School; particularly, as the Worcester School of Art had been prominently 

featured and spoken of in very favourable terms in 'The Studio' reports on the National 

Competition results. 3 On the cusp of Brownsword's appointment, the Annual Report for this 

year reveals a gradual increase in student numbers and the addition of extra subjects to the 

syllabus. For example, in addition to a class on Brush-painting for Elementary School-Teachers, 

an Architectural Design class had been formed, which encouraged ten students to join the 

Schoo1438 Although, despite favourable progress, the Report makes no mention of distinct 

innovation with regards to forging solid connections with local industries. 

In 1906, the National Competition in its role as the annual barometer of the art schools' 

performance was reported as usual in The Studio: 

Whether the selected works exhibited... this year evidence an improvement upon those 
of last and previous years... is perhaps as much a debatable point.. . In some respects 
there is an advance, in others a standstill, or even, maybe, a decline. Anyhow, the rate 
of progress is certainly not a uniform and appreciable quantity all along the line. 439 

435 Free Studentships equated to payments of £3 per annum and were given to encourage trade- 
related training in art schools. Annual Report of the Art Committee to the Council. November, 
1903. Council Minutes and Reports 1902-1903. (CARN) 
436 Annual Report of the Art Committee to the Council, November 1905. In Wolverhampton 
Council Minutes and Reports 1905. P. 1 L352 (CARN) 
437 Annual Report of the Art Committee to the Council. November 1905, in Wolverhampton 
Council Minutes and Reports. 1904-1905 p. 1 L352 (CARN) 
438 Ibid. 
439 VALLANCE, A. (1905) The National Competition of Schools of Art, 1906. The Studio. 
Vol. 38.309 
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Within these issues there is also the consideration of local perspective, and schools of art 

that were established in the middle of the nineteenth century, would have developed a certain 

relationship with their locality that would be hard to automatically reinvent. Especially as annual 

reports in the local newspaper of prize-winning art students, gave the Wolverhampton institution 

a public face by which to measure purpose and achievement. This issue of purpose would be a 

key consideration for both the art school and the public, significantly as the institution was 

funded via local rates. Clearly, competition results were important both at national and local 

levels, particularly as the annual contest for medals and prizes promoted the prize-winning work 

of national schools of art. Conversely, the contest also created opportunities for criticism: 

It is not too much to say that the exhibits at the national competition do not merely 
reflect the existing conditions of teaching in the schools, but, what is more important, 
demonstrate the direction in which that teaching is tending, and serves as a sort of index 
both of the style of the decorative art of the immediate future and of its relation to the 
industry and commerce of the country. In view of this, it is surprising how little 
attention the exhibition seems to arouse outside the circle of those immediately 
interested in the results of the competition. Two facts are strikingly brought home to the 
careful observer by this year's show, - the so-called art nouveau and the capture of the 
schools as a whole by the Arts and Crafts theory of design. 44° 

This reveals that the art schools' embrace of the Arts and Crafts style, was not easily eradicated 

by criticism as to its pertinence, for it had not merely thrived within craftsmen's workshops or art 

school classes. Effectively, the style embodied a defmitive notion of Englishness'. For the 

exclusivity and richness of quality in the articles had inevitably furnished the homes of well- 

educated, and solvent people who could culturally equate their Edward Burne-Jones' tapestries or 

Morris' chairs with a new vision of a utopian England. In this sense, the movement became much 

more than a decorative style, as its complex associations with the past and with moral socialism, 

imbued it with an essence of national character. As a measurement of assessment to evaluate 

comparative standards in art education, the National Competition became increasingly criticised 

for its promotion of signature styles - both in fine art and applied arts and crafts. It was also 

rebuked because of the gradual recognition of the limitations of the Arts and Crafts style to marry 

industrial design with technological advancements. 

440 Arts and Crafts: National Competition. Journal of the Society of Arts. August 1906. 
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Though there was no immediate attempt to eradicate craft or applied art from the 

curriculum, at this point in time, largely because the type of subjects that could be implemented 

to address changing needs in manufacturing were, as yet, unresolved. Furthermore, the National 

Competition was instrumental in stabilising activities undertaken in the national art schools rather 

than directly encouraging innovation; although perversely, the annual event both enabled and 

exacerbated discussion on the relationship and purpose of art school education to industry and 

commerce. From a rational standpoint, the Competition's purpose was to give evidence of 

standards in schools of art, but its largely unrefined purpose and the subjective nature of 

assessment left it open for condemnation - by 1915 the National Competition was discarded. 
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6.2: The Impact of Curriculum Changes in Art Schools After 1902 

During 1907, applied arts were further extended in the Wolverhampton School of Art by 

the inclusion of an Art Needlework Class, while existing subjects in the curriculum maintained a 

strong focus on applied arts. These included: Repousse, Metal work; Enamelling on Copper; 

Embroidery; and Wood Carving, with the proviso that students attending these classes had to be 

proficient enough to execute their own designs. In parallel to these courses, a focus was also 

maintained on traditional fine art skills, with the school retaining its original Antique Room, 

stacked high with plaster cast examples purchased from the Science and Art Department. 

Reproductions of students' work in the art press evidence the popularity of fine art, applied art 

(design) and crafts skills, with the outcome that these classes were actively pursued to achieve 

centrally directed objectives. As the art schools expanded their subject provision, their pedagogic 

rationales were broadened: 

The local School of Art, released from the control of the Science and Art 
Department... changed its character completely between 1900 and 1914. From being a 
drawing school it'assumed the dual character of a school of art and a trade school'... '" 

This statement concurs with the expansion of applied art and trade classes at the St Peter's Close 

school in Wolverhampton. Other curriculum developments came in the form of commercial and 

industrial subjects, including a Painters' and Decorators Class and Wrought Ironwork. "2 

Accordingly, this expansion fuelled a necessity for additional resources, hence around this time a 

forge was established in an old workshop at the rear of the school building. 

Despite the fresh approaches being taken in national art schools following their 

incorporation under local education authorities, there was still some concern that these 

institutions were focusing on fine art or single craft skills instead of trying to provide coherent 

design solutions for industry. Dissatisfaction with the art education system was not only aired in 

art journals and national newspapers but also by designers, including Lewis Foreman Day. Day 

441 MACDONALD (1970) Op cit., p. 299 
442 Syllabus ofArt, Science, Technical and other classes held at the School ofArt, Science and 
Technical School and Branch Technical Classes. Session 1907-08., pp. 11-26 
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was a'designer and design reformer', who had gained considerable experience of the art school 

curriculum in his role as a visiting teacher at the Royal College of Art during 1895-1900, and as 

Principal of the Central School of Art and Crafts in Londonaas 

... in August 1908 Day had presented a paper on Art Teaching in Relation to Industrial 
Design at an international conference on Art Teaching held in South Kensington, in 
which he criticised Design Schools in general ... for giving more prestige to fine art than 
to design.. . and for training design students in single craft skills rather than transferable 
design skills. '"'" 

These comments are substantiated in the approach taken at the Municipal School of Art in 

Wolverhampton. For by 1908, the school's mission statement includes a variety of approaches to 

art school education, which to some extent, parodied the intentions expressed in the RCA's 

objectives stated earlier on in this thesis: 

The instruction pursued in the School is specially directed to the systematic training of 
Students in the Theory and Practice of Art, and the knowledge of its Scientific Principles 
with a view to its applications by Manufacturers, Designers, and Craftsmen, and to 
instruct those who wish to pursue Art as a part of their general education, and also to 
give facilities for the training of persons who wish to adopt Art as a profession, or to 
include it in their general qualifications as Teachers in public or other schools'03 

Clearly by this point in time, there had been an attempt to widen the scope of current provision in 

the school, by incorporating a wider range of subjects in the curriculum; including some that 

were distinctly trade based, while others reflected a more'general' art education remit. The 1908 

document also reveals that the annual syllabus was reflecting the type of curriculum changes 

occurring in other local schools of art; a situation that was almost certainly galvanised by the 

yearly competition held at the faded throne of the old system in South Kensington. However in 

some respects, the Design Classes emulated the approach previously undertaken within the 

National Course of Instruction, particularly as classes followed the old progressive form of 

elementary and advanced level study. 

443 Day had been a very conscientious examiner in the National Competitions since 1890... ' 
FRAYLING (1987) Op cit., p. 78 
444 Ibid. 
443 Syllabus ofArt, Science, Technical and other classes held at the School ofArt, Science and 
Technical School and Branch Technical Classes. Session 1907-08. Education Committee: County 
Borough of Wolverhampton. 

183 



Overall, Painting and Drawing classes were well represented in the School's curriculum, 

which also included a series of'Special Class Lectures' on a variety of subjects including 

Freehand Drawing, Perspective; Anatomy; and Plants in their relation to design and Light and 

Shade-44 Reference books are also recommended to students which include Ralph Wornum's 

'Analysis of Ornament' and Owen Jones"Grammar of Ornament', - revealing additional carry 

over from the previous authority for art education. Though it is somewhat surprising to see these 

books being used at this point in time; particularly when so many of the Arts & Crafts Guild 

members published more up to date books on applied art, craft and design. But this approach 

may have reflected the budget afforded to the School via the Board of Education grant and local 

authority expenditure. " 

By 1910-1911, the ever-expanding curriculum at the art school is detailed in the 

annually published prospectus, which was laid out in twenty-six pages (in the year 1907-08 the 

prospectus only ran to ten pages) °48 The prospectus also shows an active response to the 

Inspector's Report of 1910, by revealing a marked increase in Technical Classes. ' The school's 

educational repertoire now included'ornamental wrought iron work (including design), 

metalwork, enamelling, jewellery, wood, stone and marble carving, and pottery. 409 This was not 

an unusual approach for example, the various entries sent annually to South Kensington for 

competition show that these curriculum developments were synonymous with the incorporation 

of a variety of subjects in other art schools at that time. In some respects, the changes in 

provision during the early years of the twentieth century brought increased hope for the nation's 

art schools to provide viable solutions to meet the emerging demands of industrial and 

commercial art. 

446 Syllabus ofArt, Science, Technical and other classes held at the School ofArt, Science and 
Technical School and Branch Technical Classes. Session 1907-08. Op cit. 
'7 For example, '... William Richard Lethaby published a series of illustrated books called The 

Artistic Crafts Series of Technical Handbooks. Most of these influential handbooks were written 
by members of the RCA design staff. ' FRAYLING, (1987) Op cit., p. 71; 

Syllabus ofArt, Science, Technical and other classes 1910-1911. Education Committee: 
County Borough of Wolverhampton. University of Wolverhampton Archives 
449 Even though some of these subjects did not directly relate to the immediate industrial scene, 
they would have correlated to industries sited in nearby areas such as Birmingham and Bilston. 
For example, subjects would provide training for Birmingham's Jewellery and metal work 
industries and for Bilston's enamelling companies. 
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As a long-term promoter of pedagogic innovation, the Birmingham Municipal School of 

Art, under the direction of a new Headmaster - Robert Catterson-Smith - was also offering an 

eclectic curriculum, that included subjects such as, stained glass, illumination and heraldry, 

interior decoration and many others. John Swift describes how some of the impetus behind the 

curriculum at the Birmingham Art School came from local industry and commerce: 

This.. 
. change reflects the expansion of arts and crafts classes under Robert Catterson- 

Smith and the steady growth of Trade Classes, i. e., classes requested by the 
manufacturing trades with application to commercial machine production where 
appropriate 450 

In comparison to Birmingham, the Wolverhampton School of Art was also extending the 

number and type of classes under its jurisdiction, with an underlying agenda to meet the 

requirements of the distant Board of Education to ensure appropriation of the Board's annual 

Block Grant. Hence, central funding methods encouraged art schools to cover a variety of 

subjects that included general art education, elementary teacher training and an extension of 

technical and craft classes to meet students' interests and vocational requirements. In 

Wolverhampton, more breadth in the curriculum was impelled by the uncertain relationship 

between local industry and the School, as it was not overtly clear as to which local trades 

required specific skills gained by students in applied arts, or practical design. Particularly as the 

manufacturing growth in the town post 1900, was concentrated more in technological 

requirements for engineering and industries that manufactured a wide range of products such as, 

electrical industries, motor-cycles, automobiles, and later on aircraft (produced at the firm of 

Boulton-Paul). 

Although, in conjunction with many other large industrial towns, there was also a large 

diversification of other small service trades and commercial enterprises that required a number of 

skills. Additionally, opportunities existed for art students in surrounding areas such as 

Kidderminster, (carpet manufacturing area), Stoke-on-Trent (potteries manufacture) and of 

course, the metalworking trades in Birmingham. However, it would have been more pragmatic 

450 SWIFT, J. (1996) Op cit., pp. 19-20 
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for Wolverhampton students to study in the art institutions located in these areas, as they tended 

to concentrate on the specific skills required for local manufactures. 

Therefore it is understandable for the School's Syllabus of 1910-11 to reveal an eclectic 

approach, giving students the opportunity to study a variety of classes that encompassed different 

career aspirations and opportunities. Although there was an element of uniformity in the case of 

expanding provision at both the Wolverhampton and Birmingham art schools, significant 

differences are also revealed. Firstly, although the Wolverhampton School of Art's curriculum 

parodied Birmingham's art provision by offering an increasing number of different courses for 

study, the Birmingham establishment had a distinct connection to established local trades through 

the healthy number of Jewellery and metal-smithing trades in the locality that required trained 

artisans 451 

Secondly, they were enormously different in size, as towards the end of the nineteenth 

century, Birmingham was the largest art school in the country, with fifteen branch schools under 

its jurisdiction. 452 Furthermore, the annually published programmes of the Birmingham Art 

School not only contain information on the syllabus, but also designated how the rooms were 

used to accommodate the range of subjects on offer. Hence, Swift is able to give a 

comprehensive account of physical changes to the building in Margaret Street, to underpin the 

escalating provision; for example: 

In 1902 the basement art laboratories had been subdivided into four - casting, 
enamelling, metalwork and cabinet work, and other rooms in the original building had 
been sub-divided to offer book-binding and drawing for metalwork, while retaining 
modelling areas and a reduced elementary room. 453 

One key factor that had given schools of art more room to expand had been the removal 

of elementary - classes for public schools. Hence the original floor-space dictated by the Science 

451 'In Birmingham, traditional skills suggest themselves as a possible element of support. It was 
still a city of crafts, though changing, round 1900... In the staple metal trades, the typical 
workshop was still small, and craft methods played an important part in jewellery and silver- 
smithing - art industries as they were called. ' CRAWFORD (1984) Op cit., p. 33 
452 SWIFT, (1989) op cit., p. 49 
453 SWIFT, (1989) op cit., p. 19 
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and Art Department could now be utilised for other purposes. Although, in the case of the 

Birmingham School of Art, it was able to expand its activities by not only extending the Margaret 

Street School but also by increasing its activities in affiliated branch schools. The situation in the 

Wolverhampton School of Art, contrasted strongly to that of Birmingham. For although it could 

utilise the elementary class rooms to aid the expansion of its curriculum, one of the key inhibiting 

factors for expansion at the former mentioned school, was its location and architectural 

relationship to its sister institution - the art gallery (See Figure 28). 
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Figure 28: Architectural drawing of front elevation, showing the position of the School of 
Art in relation to the Art Galler. Building plans for Municipal School of Art. 
'Wolverhampton School of Art: 1865-1885' The National Archives, Ed 29 141 

189 

-Li, CLc 



The School of Art building was essentially an extension of the Art Gallery, and as such, 

had virtually no room for expansion other than a small piece of land situated at the rear of the 

building. One other option, it transpires, was to take over some of the adjoining rooms in the Art 

Gallery that were normally used for other council purposes. Despite architectural and physical 

limitations, the School clearly attempted to maintain a competitive position via its comprehensive 

programme of subjects (See Table 2). 

Table 2: 

Growth of Technical Classes at the Wolverhampton School of Art from 1907 -1910: 
454 

1907-1908 1910-1911 

Embroidery 
Repousse Metal Work 
Enamelling on Copper 
Gesso 
Tooled, Modelled and Pressed 
Leather Work 
Practical Stencilling 
Pottery 
Wood Carving 

Embroidery 
Repousse Metal Work 
Enamelling 
Jewellery 
Enamelling on Copper 
Ornamental Wrought 
Ironwork 
Gesso 
Tooled, Modelled and Pressed 
Leather Work 
Practical Stencilling 
Pottery 
Wood Carving 
Stone Carving 
Painters' and Decorators' 

Evidently, some resource issues were synonymous with the introduction of more 

practical subjects and these were detailed in a later report on the institution: 

The large painting studios did not lend themselves to adaptation for practical craft work 
and the site was otherwise very congested: the opportunity was therefore taken to add to 
the Art School studios the rooms of the contiguous Poor Law Offices, an outside store- 
room was transformed for forge work in wrought iron and a "temporary" hutment was 
erected at a later date for painters' and decorators' work: the school was thus enabled to 
widen its contacts with and instruction for, these important industrial requirements. 
These additions were, however, very soon found to be inadequate, while at the same 
time they were distinctly unsatisfactory in actual accommodation as apart from making a 
vary complicated plan they only provided rooms of a very domestic character and size in 
no way suitable for craft purposes. 455 

454 Syllabus ofArt, Science, Technical and other classes 1907-1908 and 1910-1911. Education 
Committee: County Borough of Wolverhampton. University of Wolverhampton Archives 
455 Wolverhampton College ofArt Premises 1939-42. The National Archives, ED 83/336 
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Despite the problems described in the latter quotation, in a mission statement of 1911, 

the local education authority confidently declared its aims for local art education: 

The instruction pursued in the School is especially directed to the systematic training of 
Students in the Theory and Practice of Art, and the knowledge of its Scientific 
Principles, with a view to its application by manufacturers, Designers, and Craftsmen, 
and to instruct those who wish to pursue Art as a part of their general education, and also 
to give facilities for the training of persons who wish to adopt Art as a profession, or to 
include it in their general qualification as Teachers in public or in other schools 436 

The wide range of provision offered by the Wolverhampton School of Art reflected the general 

approach within the national art education system at that time. This can be construed as an 

attempt to reconcile the rationality of the Science and Art Department with the idealistic ambition 

of William Morris and others who championed the cause of the Arts and Crafts Movement to 

unite art and design as one entity. However, the integration of the two educational approaches 

were antithetical to the basic premise that underlay them, for the first approach estranged art from 

design, while the second, actively encouraged it. Therefore, the incorporation of art, craft and 

design subjects into the School's syllabus cannot be viewed as producing a cohesive juncture in 

art education. In fact, the Art School curriculum in the first decade of the twentieth century was a 

curious mix of previous art education principles, accompanied by institutional responses to 

provide relevant skills for their localities. Consequently, art schools at this point in time, were 

not always able to produce effective, workable solutions to meet the variety of educational 

expectations levelled at them, or, aid the transition of a developing industrial economy. 

But without relevant local industries to utilise different types of technical and craft 

training, coupled with the incorporation of applied art practices whose corollaries lay in the 

domestic setting rather than distinct relations to employment, managers of the Wolverhampton 

School of Art opted for an encompassing curriculum. An approach that the previous, 23 stages of 

the National Course of Instruction had attempted to address but in reality, students rarely moved 

on from the elementary stages of the course, as it largely involved imitative drawing exercises. 

456 Syllabus ofArt, Science, Technical and other classes 1909-1910, Op cit. 
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Figure 29: Work executed by students studying at the Wolverhampton Municipal 
School of Art and Crafts. 
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Figure 30: The forge sited in an old workshop at the rear of the Wolverhampton 
Municipal School of Art. It is unclear as to when this resource was initiated but 
pictures of it appear in the School's annually published Syllabus 1912-1913. 



But some elements of the old regime were slowly being eradicated. Just two years later 

the Board of Education took a diametrical attitude to one of the Science and Art Department's 

earlier policies (which unassumingly combined art and science in schools), when it took the 

decision to remove certain subjects from the Wolverhampton School of Art and re-locate them in 

the Technical School. It is worth quoting a substantial section of the Board's Circular that details 

this policy, as it gives a revealing insight into perceptions of the differences between art and 

technical education at that time: 

The attention of the Board has been drawn to the fact that instruction is sometimes given 
in Schools of Art, 

... as part of the organisation of the School, in subjects of Technology 
and Applied Science which from their nature, and from the equipment required for their 
efficient treatment, are more properly dealt with in Technical Schools. The Board are of 
opinion that, wherever a suitable Technical School exists in the locality, the 
responsibility for such subjects should be transferred to that School ... even if some of 
the premises and Staff of the School of Art may still in some cases be desirable 457 

Hence, power was given by the Board to District Inspectors to relocate subjects from art schools 

to technical colleges as, and when, they saw fit. The subjects recommended for transfer were 

described in three main groups as: 

(A) Advisable... [These were]... Engineering (including Machine Drawing; Machine 
Construction etc. ), Mining, Plumbing, Technical Drawing in connection with Cycle 
Manufacture, Shipbuilding and Wheelwrights Work, and Dentistry. 
(B)Those whose transfer will probably be found on investigation to be advisable e. g., 
Building (including Building Construction, Brickwork, Masonry, etc. ), Carpentry and 
Joinery, and Millinery. 
(C) Those whose transfer may or may not be found advisable, according to the method 
of treatment of the subject and the type of student in attendance, e. g., Glassmaking, 
Photography, etc 458 

The action taken by the Board in this instance cannot be interpreted as a direct attempt to 

lesson the responsibility of the Art Schools' engagement with science and technology subjects. 

Of primary importance was the matter of cost, for the Board proposed the transfer of subjects in 

order to ensure that no repetition of subjects could incur increased costs on the government grant. 

457 Applied Science and Technology in Schools of Art. Memo to Territorial Inspectors, No. 220. 
Circulated 20 December 1912. Schools of Art Circulars and Memorandum Board of Education. 
ED22/33. National Archives. 
458 Ibid 
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Additionally, the same pragmatism was applied to the duplication of resources, for by 

localising subjects in one institution, costs were minimised - although this must have been a mute 

point in the case of dual establishments of Science and Art. 

Not only does the previously mentioned memorandum offer a telling insight into the 

breadth of courses that were being undertaken in the national schools of art at that time, it also 

gives a list of 90 schools and details different courses, described as transferable to other 

educational providers. These courses ranged from Shipbuilding (Devonport) to Cycle 

manufacture (Boston) and Wheelwright's Work (Epsom). 459 Although this Memorandum was 

produced merely to re-organise subject provision, it also serves as a record of the range of 

activities developed by art schools during the decade following the shift to local control. 

459 Ibid. pp. 2-3 
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6.3: Art and Technical Education and Board of Education Policy. 

In 1910, following remarks from several Local Inspectors, moves were taken by the 

Board of Education to curtail the type and numbers of students entering art school education; 

these were established at elementary level to ensure that students who entered art education were 

'selected' on the basis of talent 460 

It appears to the Board that under a scheme of this character the standard of instruction 
in Drawing in the ordinary Public Elementary Schools would be raised and the School of 
Art would obtain a supply of pupils capable of benefiting by the more advanced 
instruction they would receive there. 

Thus, a dual situation occurred that on the one hand limited some opportunities for study in art 

schools, while at the same time establishing a solid base for capable students and art 

schoolteachers to build on. Further comments contained in the 1910, Memorandum, reveal that 

the Board suggested that Art Masters should visit local Public Elementary Schools and take down 

the names of gifted pupils who continued to show'special aptitude' (although there was no further 

elaboration on what form that'special aptitude' might take). The Board also suggested that the 

age of admission to an art school should be 'considerably higher' than it currently was. 

Action was swiftly taken on the situation of the age entry limit to art schools, as in 1911, the 

subject of elementary art education was being addressed within the formulation of a 

comprehensive reform policy. The Board of Education would begin to make significant changes 

to the national art education system when it introduced Circular 775 to Local Education 

Authorities and to managers of schools of art. The new regulations included substituting 

inspection in the place of elementary examinations, hence the new rules stated that Ii. M. 

Inspectors would in future conduct'Inspection visits' at schools of art, to evaluate their individual 

operations. The Circular heralded other significant changes, by introducing more advanced 

examinations that would be directed at students with a greater ability in art studies. 

160 Attendance of Elementary School Children at a School of Art for Instruction in Drawing. 
Memo to Inspectors. No. 22. January 1910. Board of Education. Schools of Art Circulars and 
Memoranda: ED 22/23. National Archives. 
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In the meantime, more autonomy was afforded to art schools as Board of Education 

Examinations were to be overseen by art schoolteachers, rather than officials from the Board. 461 

In addition to changes affecting students, the existing examinations for the Art masters' 

Certificate were to be replaced by the introduction of new qualifying regulations for Art Teachers 

-a move that began to further eradicate the clinging vestiges of the previous regime. Prospective 

students could no longer submit drawings for certificates and were required from this point to 

have reached a pre-requisite standard of education, which meant having either a 'School 

Certificate' or passes in advanced art examinations. This year also saw the introduction of a 

statutory course for art teachers, The Principles of Teaching and School Management' which 

focused on wider pedagogic issues in learning and teaching; the new course was to be 

disseminated at the RCA and a number of other leading art schools. These actions taken by the 

Board of Education effected a further professional element of teacher training into the art school 

arena but also limited opportunities for progression through the system by requiring a certain 

amount of achievement beforehand. 462 

In what can be called a comprehensive 'tidying' of the existing system for art education, 

steps were also implemented to gather a consulting body comprised of Headmasters from schools 

of art and other experienced individuals, to discuss the future for the National Competition - the 

public face of the old system. Clearly no format for revitalising the competition was agreed, for 

(as mentioned earlier) the National Competition, ceased to exist after 1915. 

The year 1911, brought other significant responses from the Board of Education 

following a national call by a number of artists and from major London companies for art schools 

to foster courses with more relevance to industrial art. These calls led to the Board of Education 

issuing a Report "On the functions and contributions of the Royal College of Art, and its relations 

to the Schools ofArt through the country. " The Report failed to deliver a definitive response to 

the current lack of professional training for industrial art in the education system; instead, it 

merely emphasised the need for local schools of art to direct training towards nearby 

461 Board of Examinations in Art. Journal of the Royal Society of Arts. Vol. 59, August 4,1911. 
910-911 

2CUNLIFFE-CHARELSWORTH (1992) Op cit., p. 13 
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industries. 463 The Departmental Committee also forwarded the model where art colleges should 

become Monotechnics' and undertake teacher training, besides concentrating on training students 

to meet the craft and design needs of local industries. A further decision was taken to designate 

the Royal College of Art as the post-graduate arm of the system: 

The new regulations were almost universally welcomed as a vast improvement on those 
existing at the time ... the examination system was accordingly revised in 1913, under 
rules 109, abolishing over a period of two years the 'mass examinations' and providing a 

464 scheme which, with minor modifications, was to continue until 1946. 

Following these changes and responses to the art education system, a detailed inspection 

of the Wolverhampton School of Art was undertaken in February 1913. This report provides a 

culminating point at which to examine the outcomes and consequences that the 1902 Education 

Act had on the School and also provides an insight into the perennial issue of art's relationship 

with industry and commerce. In 1913 there were 358 students enrolled at the institution, 

including 180 pupils from local primary schools who were attending special classes in elementary 

art instruction. 465 At this time the students were categorised in the report depending upon their 

course, i. e., Professional artists, Architects, Teachers, Industrial Students, Pupils of Private 

Schools and Pupils of Elementary Schools. This reveals that the School of Art retained the 

formal hierarchies that were first established by the National Course of Instruction, where clear 

distinctions were made between the class of students by the nature of the course they took. 

Moreover, the Board of Education further served to underpin the segregation of classes through 

types of study (and intended occupation), by furnishing art schools with'Industrial' registers, so 

that certain types of students were documented separately from others. This administrative duty 

also provided statistical information relative to the school's Annual Block Grant. 

In perceiving the day-to-day life of the institution at that time, the Art School 

environment must have offered unique experiences for students attending during the day in 

463 FRAYLING (1987) Op cit., p. 79 
464 MILTON SMITH, E. J. (1985) Art Teacher Training in Britain (1852-1985) with special 
reference to Leeds. Journal of Design & Art Education. Vol. 4, No. 2. P. 109 
465 Although the responsibility for elementary art instruction was transferred to elementary 
schools this year, following the Board of Education's revision of the art examination system. N. 
M. Inspector's Report of a Detailed Inspection on School of Art 1913. Wolverhampton School of 
Art: 1911-1934. National Archives: London ED83/220. P. 4 
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contrast to the students who came to evening classes - particularly with regard to class attendance 

and room dimensions. The details given in the Report show that the number of full-time, fee 

paying students for 1913 amounted to 18, while the total number of part-time fee-paying students 

attending classes under four hours a week was 101. Indeed, some concern was raised at official 

level that the School's evening classes attracted high numbers of students and consequently, this 

led to students either attempting work that was too advanced for them, while other students could 

not progress sufficiently. This situation led to the division of classes in order to match the skill 

level of students. For example, in his Report, the Inspector noted that the reorganisation of the 

curriculum had been undertaken in response to the issue of two Board of Education Circulars 

(No. 786 & 798); which encouraged, 'systematic and progressive courses of study suited to the 

needs of the various types of . 
466 These aims are shown to have been met, as the report 

also noted that the School was attended by a high number of part-time students who were 

studying a variety of subjects ranging from courses for industry, elementary teacher training and 

applied design and handicraft 467 The addition of a working forge around this time also furthered 

the curriculum (See Figure 30). 

At this point in time the Art School had 2 regular members of Staff, the Headmaster Mr 

JJ Brownsword, and a'Second Art Master' named Mr R. J. Emerson; further staff consisted of 15 

members of'Visiting Staff who supported both men. The numbers of permanent and visiting 

staff reflected the gradual changes that were being initiated via educational reform. Meanwhile, 

local institutional control was maintained to some extent through the documentation issued by the 

Board of Education in the form of regulations issued for technical schools, and schools of art, 

etc., but also through everyday documents including, Time Sheets for Teachers, Student 

Registers and Forms of Admission. A key difference between management controls prior to 1902 

is clearly evident in this report as it evidences a definite shift towards individualistic outcomes 

with an emphasis placed on the day to day experiences of the institution. This is shown by the 

concerns of the H. M. Inspector who raised the issue that the Art School had little contact with 

the Technical Sub-Committee, except for interspersed visits from the Chairman Mr. A Weaver. 

466 Ibid., p. 6 
467 Ibid. 
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who seemed to retain some interest in the institution. But as the Technical Sub-Committee was 

the first point of contact between the School of Art and the local education authority, it is 

understandable that the Board of Education would place emphasis on a closer partnership 

between these two bodies. 

In the 1913 Report, the Inspector is not only concerned about local management issues, 

for he also highlights the fact that the School has little or no, co-operation from local 

employers. 68 This either shows that the institution had little to offer local industries, (which via 

expanding resources does not seem to have been the case), or that local industries were not aware 

of skills being taught at St Peter's Close, or, how those skills could adapt to their particular 

industries. In contrast to this, another part of the report evidences that attempts were being made 

to connect the work of the School of Art to local industry and commerce, for the Inspector praises 

Mr Brownsword, on his attempts to forge closer associations with local industry, by describing: 

'the excellent service he has done in promoting the interests of Art and its applications 
to Trades and Industries in the Town'... He has from time to time interviewed most of 
the employers in the Art trades of the town with the object of enlisting their interest and 
co-operation. 469 

One further suggestion from the Inspector was to create an advisory body, which would 

include representatives from local industry'on which the study of Design and Craftsmanship has 

a direct bearing'. 470 In addition to representation from industry, it was also recommended that 

other persons who had a specific interest in art education should be invited to join this body. 

Furthermore, the report describes how the institution was trying to cement a closer connection 

between art and industry, via the re-organisation of the School's curriculum to include more 

courses related to local industry and trade. These courses included Decorative Lead work, and 

Architects and Builders courses. Apart from offering an overview of provision and peripheral 

minutiae, the comments from the Inspector's Report also give testimonial evidence of the 

institution's evolution and development in the first decade after Balfour's Act of 1902 was 

introduced. 

'66lbid. P. 4 
469 Ibid., p. 5 
470 Ibid. 
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By 1913, it is clear that art education had begun to move away from the system it had 

inherited through an increasing concern regarding art schools and their role to aid local 

economies -a situation that became even more paramount during and following the Fist World 

War. Although some of the earlier divisive decisions taken by the Board, (as was experienced in 

Wolverhampton) meant that art and design education was becoming increasingly separated from 

technical education. Meanwhile the emphasis placed on the pre-entry skills of students meant 

that although standards in art education were more likely to be raised, conversely there was also 

the issue of art schools being directed into a limited sphere of purpose and achievement. 

When the Board had first introduced Circular 775 in 1911, it had also proposed the 

establishment of a Committee ofAdvice for Education in Art, which would sit for three years. 

However, the choices of membership of this Committee raised some concerns that were aired in 

the Journal of the Royal Society of Arts. The article in question, centred on the Board's apparent 

disregard for meeting wider imperatives for industrial design: 

The circular states that the chief examiners in painting and modelling, and the visitor for 
sculpture and modelling, who are not yet appointed, will be added to the committee - but 
it does not so much as hint at the possibility of a designer.. 

. No one doubts the 
importance of painting; but for the purpose in hand, and in view of the work before the 
committee, and the growing importance of trade and technical schools, the number of 
painters, as compared with other kinds of artists, seems altogether out of proportion. "' 

The latter quotation is symptomatic of the escalating debate surrounding provision in 

state-funded art schools from the turn of the twentieth century. It is true that the influx of Arts 

and Crafts into the art education system had clouded many opinions as to future development for 

art and design and there were still some individuals working within the system who had pledged 

allegiance to the ideals of William Morris and John Ruskin. However there were also radicals 

who were growing ever more critical of the failure of current approaches in art schools to meet 

the rigours of an impending modern age: 

471 Arts and Crafts. Journal of the Royal Society ofArts. Vol. 59, August 4 1911, (1910: Nov 18 - 
1911: Nov 10) p. 911 
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The great mass of things being produced for daily use by industry were not influenced 
by the Arts and Crafts and, as... pointed out, never would be until artists were trained to 
design for current industrial techniques. For this the art-school training was of little use. 
472 

This shows that accumulative actions taken by the Board of Education (particularly in the period 

prior to the World War I) had not effected drastic changes with regard to the relationship of art 

education with industry and the growing requirements of commerce and trade. 

Hence, Art Schools were still struggling to meet their original rationale, partly because 

they were not given sufficient support from industry, trade, or the Government, to implement 

requisite strategies. In contrast to this, both America and certain European countries were 

expanding markets through a cohesive approach towards education, training and research: 

As early as 1915, 
... the American economist Thorstein Veblen observed that British 

industrialists were burdened with 'the restraining dead hand of their past achievement'. 4" 

Moreover, lack of direction at government level concerning the relationship of art to 

industry, inevitably encouraged Schools of Art to focus on tangible outcomes under the directives 

of their Local Education Committees and their District Inspectors. Accordingly, the annual 

reports of the Art Committee to Wolverhampton Council reveal an institution that has its gaze 

firmly fixed on the type and breadth of provision, even though the skills being attained did not 

always result in tangible outcomes (bar the routes through teacher training). "' 

Furthermore, the focus was retained on training students to execute their own designs as 

a method for acquiring practical skills, rather than effect new approaches that would begin to 

address intellectual training in design processes for mass-manufacture. The recognition by 

Jonathon Swift that'... by the second decade of the new century, most schools offered practical 

work in designing' 475 fails to indicate that a high quantity of these practices centred on labour- 

intensive craft and applied art skills. And, although knowledge and skills were gleaned from 

47 CARRINGTON, N. (1976) Industrial Design in Britain. George Allen & Unwin. p. 34 
473 MAY (1995) Op cit., p. 309 
474. 

. most students who entered the RCA became art teachers rather than designers. ' 
475 SWIFT (1999) The Birmingham School of Art Archives. Op cit., p. 1 l 
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these processes, the focus was often placed on individualistic attainments that were regularly 

pursued during the daytime as a leisure activity, rather than a vocational one: 

the least happy feature was the enthusiasm with which craft work was taken up by 

leisured people, who found it a meritorious hobby. 476 

Consequently, the hobby element of arts and crafts further served to undermine the style as a 

prime contender to meet the modem challenges of industrial design. Although in the areas of 

textiles and graphic design, there were more possibilities to relate design to commerce and 

industry, particularly as the skilfully designed products produced under the Arts and Crafts 

banner equated strongly to the power of commercial value. The difficulty lay in intellectualising 

aesthetic skills to manufacturing procedures at a point in time when the anti-machine rhetoric 

remained entrenched within the integrity of Arts and Crafts practices. With no clear rationale how 

to bridge the divide, the Schools of Art in the years prior to the First World War, remained locked 

in a situation that left them no nearer to defining a distinct relationship to industry. A situation 

that painfully parallels the one under their previous governing body. A contemporary account 

shows the level of discontentment with the art education system: 

There are, doubtless, many reasons which have contributed within recent years 
to make the younger generation of artists turn towards arts and crafts rather than towards 
industrial design, 

... 
Rightly or wrongly there is a pretty general feeling of discontent 

with the training both of designers and art teachers provided at present by the State... We 
are suffering at the present moment from the fact that our industrial art teaching has 
been too much divorced from manufacture and has tended to direct the energies of 
capable students towards what is, after all, the narrow lane of craftwork. 4" 

Thus, the substantial amount of criticism, directed towards the art schools in the years preceding 

the First World War, was not given without justification. It could be said that the art education 

system in the first decade following the implementation of the 1902 Act often seemed to lack 

clear direction under their new authorities; but realistically, the schools were still over-burdened 

by bureaucracy and they were also spread thinly by the push and pull of a disparate curriculum. 

476 CARRINGTON (1976) op cit., p. 28 
4r Industrial Fine Arts and a Ministry of Fine Arts. Journal of the Royal Society ofArts. Vol. 62, 
No. 3187, Dec. 1913 p. 99 
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6.4: A New Course for British Design 

Noel Carrington in his book on Industrial Design in Britain, recognised that the influx 

of arts and crafts practices into the art school curriculum had adequately serviced local industries 

such as, jewellery and the graphic arts. Mainly because these industries were capable of 

sustaining a consumer base for their products, and also, because they incorporated the 

fundamental skills of hand-craft knowledge, such as, drawing, painting and calligraphy skills, 

which were widely practised in Schools of Art under the banner of handicraft or applied arts 

classes. The influence of the Art Guilds in the latter part of the nineteenth century galvanised 

attention on both Ruskin's and Morris' philosophies of hand over machine, creating a neo- 

romantic association towards natural materials and processes. As a result of this, hand-made 

products retained a sense of intrinsic value that enabled them to be promoted over mass 

manufacture and it was these ideals that were explored and furthered by pioneering Schools of 

Art in the last decade of the Science and Art Department. 

However, it could also be viewed that the initial embrace of these ideals was a concerted 

effort to free art education from the imitative and systematic methods engendered by the 

National Course of Instruction. After local authorities took control of the art schools it is clear 

that applied arts and craft-work retained an important place in the Art School curriculum, and 

these subjects were incorporated into school curricula as a distinct policy to underpin the 

requirements of local trade. Unfortunately, it proved difficult for these institutions to integrate 

their training with manufacturing requirements; partly because of a refusal by industry to 

acknowledge the benefits of art school training. 47 This estrangement between art and design 

education and consumer-driven industries effected criticism of the art schools' inability to bolster 

the nation's overall economy. But it is clear that these establishments were still seen as crucial 

mechanisms to underpin industrial design, as shown by the successive introduction of various 

478 Although, there were oppositions to training that emanated from the Trade Unions who, 
'... traditionally sought to use apprenticeship as a means of limiting entry into skilled crafts. It 
prevented the oversupply of skilled men, which would reduce the differential wages they could 
command and reduced the pool of potential blacklegs. ' SANDERSON, M. (2002) Education and 
Economic Decline 1890-1980's. Oxford Review of Economic Policy, Vol. 4, No. 1., p. 42 
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councils and strategies, created to encourage connections between art, design, industry and 

commerce. 

One of the first important advances for design education awareness, occurred in 1915, 

during the early years of the First World War, when a disparate group of pioneers founded the 

Design and Industries Association (DIA). The introductory pamphlet was written by William R. 

Lethaby, a main exponent of the Arts and Craft Movement; the ex-Principal of the Central School 

of Arts and Crafts in London, and an experienced architect/designer, who had long campaigned 

for a rationalisation of the relationship between design and industry. In fact one of the key 

strengths of the new association was that its founder members were drawn from a variety of 

professions and backgrounds. The society members, in addition to Lethaby, included harry Peach 

(manufacturer of Dryad Furniture), Ambrose Heal (owner of Heal's & Sons) and Frank Pick, a 

designer most famous for his pioneering work on the London Underground Transport System. 

Just one year after its foundation, the DIA's influence was reported as a positive step for British 

design: 

... 
it is cheering to see that a society, which sets before itself the aim of harmonising 

"right design and manufacturing efficiency, accepting the machine in its proper 
place.. . as a device to be guided and controlled, not merely boycotted, by those 
interested in the production of worthier and more beautiful things, " is making good 
progress 479 

One of the impulses that prompted this new direction for British design came from a visit made to 

Germany by some of the founder members of the DIA, where they witnessed great advances 

being made in design education - particularly by the Deutsche Werkbund. 48° These advances 

were chiefly made via the union of technical craft skills and the demands of industrial 

479 Arts and Crafts: The Design and Industries Association. Journal of the Royal Society of Arts. 
Vol. 64, No. 3329 September 6 1916, p. 731 
480 In 1896, the German Government sent an architect, Hermann Muthesius, to conduct a survey 
of English housing. Muthesius, was impressed by the impact of the Arts and Crafts movement, 
both on architecture and design and took those attitudes back to Germany. Pevsner describes the 
wider impact of the Arts and Crafts Movement on German Education thus, '... after 1900 things 
changed rapidly. Owing mostly to the deep impression which German supporters of the English 
ideals and the new forms of Art Nouveau had made on the public, reforms were initiated in many 
places... In 1906 workshops... were opened at Darmstadt, and ... 1907... [brought] 

... the foundation 
of the German Werbund. ' PEVSNER, N. (1936) Post-War Tendencies in German Art Schools. 
Journal of the Royal Society of Arts. Vol. 84, No. 4339 January. p. 249 
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manufacture which, were ultimately reflected in the high quality workmanship of German 

manufactures. 

The recognition of the German approach to industrial art by both the DIA and the 

commercial press did not lead to an immediate attempt to emulate, or provide workable 

alternatives, to the German system. 81 Instead, a reticent approach to design education was taken 

that established more importance with past tradition than with the country's economic future. The 

DIA progressives therefore, planned a renaissance for design, with an informed eye on the future 

and a theoretical understanding of the past: 

... at the height of anti-German sentiment in England, the DIA intended to rescue the 
legacy of Ruskin and Morris from both the Germans and the more staid English arts and 
crafts enthusiasts. The charter members of the DIA believed that many of the English 
design reformers had lost sight of Ruskin and Morris's social aims and had retreated into 
an intellectual antiquarianism. 482 

By this point in time, it is clear that a complex dichotomy had evolved between the anti- 

machine dictum of the Arts and Crafts movement, along with the gradual acceptance that 

practical skills were economically ineffectual if they could not be matched to modem mechanised 

processes. Thus, at this juncture, there was growing recognition of how the alignment of anti- 

humanitarianism to the processes of industrial manufacture, had served as a debilitating rhetoric. 

Along with this came increasing awareness that industrial progress could be obtained by 

developing, and integrating design training with the modem demands of industry and technology. 

Therefore, the DIA's missive was to draw attention to the role of industrial design for a better 

future; an approach that prompted other societies to develop their own responses to the issues 

concerning industrial decline in Britain. Essentially, what the DIA managed to achieve almost 

immediately, was to activate wider responses to the subject of industrial design. For example, 

481 Many pre-war journals concerned with art and design deliberated on the types of art and 
technical training undertaken in other countries such as France and Germany. 
452 SALER, M. T. (1999) The Avant-Garde in Inter-war England: Medieval Modernism and the 
London Underground. Oxford University Press. p. 62 
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just five years later, the British Institute of Industrial Art was established by the Board of 

Education, which opened its first public exhibition in London, on 31 May 1920.4� 

Furthermore, clearly following the early example set by the DIA, one of the oldest 

established societies in the country, the Royal Society of Arts and Manufactures (RSA), also took 

a decision to promote industrial design via an annual competition: 

In 1923, the Royal Society of Arts... started an Annual Competition for Industrial 
Designs and over a period of ten years the sum of £5,000 was expended on this 
scheme.. . In announcing that the competition was to be discontinued, the Council of the 
Society stated that they believed the competition had had a powerful effect "in directing 

4s` into more practical channels the work of the schools of art". 

This can be described as a reactionary response to the earlier actions taken by the DIA, but the 

annual Competition of Industrial Design, presented wider opportunities for design work than the 

National Competition had done; particularly because it was an open competition that encouraged 

and rewarded excellence in design. 485 Two years later, a firmer connection to local art schools 

was established by the appointment of Mr. Harvey Allport, 11. M. Inspector of Schools of Art, to 

serve on the Committee that oversaw the annual event. This not only created further 

opportunities for individuals undertaking instruction in art, for it also helped to engender different 

responses to the art school curriculum: 

The Council are also gratified in reporting that the competition has been brought to the 
attention of the Board of Education, who have formed a very high estimate of its 
practical value. They believe it will have a far-reaching and useful influence upon the 

486 teaching in schools of art throughout the country... 

"' The British Institute of Industrial Art. Journal of the Royal Society of Arts. Vol. 68, No. 3525, 
June 11,1920, p. 492 
'f' GLOAG, J. (1945) Industrial Art Explained. George Allen & Unwin Ltd. P. 133 
's' '... over a period of ten years the sum of £5,000 was expended on this scheme. In the report on 
the competition for industrial designs, which the Society issued ten years later, it was stated that 
"the total number of competitors who entered for the various sections of the Competition was 
1,131. Of these 724 were students of Schools of Art, and 407 non-students. ' GLOAG (1934) op 
cit., p. 133 
496 Report on the Competition of Industrial Designs, 1925. Journal of the Royal Society of Arts. 
Vol. 73, No. 3795. p. 876 
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These initiatives taken to raise awareness of the importance of industrial design within 

the opening years of the First World War, led to increasing clamours for effective action on 

British trade and industry. This issue soon became of paramount importance, for immediately 

after hostilities had ceased, Britain experienced a severe economic slump. 41' 

"' The difficulties of British industry and commerce which followed the First World War 
increasingly directed men's minds to the need for an overhaul of commercial and industrial 
processes, for a better understanding of the principal factors in industrial and commercial 
efficiency - education among them.. 

. and no prize-giving ceremony at a technical college or art 
school] ... was complete without its reference to the need for education and industry to get close 
together. ' LOWNDES (1969) op cit., p. 151 
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Chapter 7: The Impact of Educational Policy on Art Education from 1920 to 
the 1950's. 

7.1: Post World War 1- a new Focus for Schools of Art 

At a prize giving event at the Wolverhampton School of Art in October 1915, the MP 

Sir James Yoxall, had given the audience his view of the type of post-war alliances that would 

need to be built between the art schools and local industries: 

... a working district like this after the war was over, what scope there would be for 
competition along practical lines! It was worth the while of the business community to 
turn its attention to the manufacture of and sale of small artistic objects and for 

employers to secure from the school of art in their locality the best student who could 
design those 
articles. 488 

It seems necessary at this point to examine some of the precepts in education legislation 

during the first two decades of the twentieth century, in order to establish peripheral impulses that 

had some impact on adult education provision. And, in particular, on key issues that had some 

bearing on the delivery of art, design and craft education. 

During the war there was recognition of the role that education would need to play in 

social and national reconstruction and the first key response to implementing legislation was first 

taken in 1917 with the publication of a Report titled, Juvenile Education in Relation to 

Employment after the War. The Report centred on the existing discord in provision for 

adolescents and advised that the school-leaving age should be fixed at 14. It also recommended 

extending compulsory attendance at continuation schools for adults between 14-18, but this 

policy was never instituted due to a Government reduction in the education budget. 

""Carry on': Sir James Yoxall, M. P. Advises Education Authorities. Express & Star. 19 October 
1915 
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Although the British economy was stable for a couple of years after the end of World 

War I, by April 1920 a severe economic decline had set in. Key contributory factors to this was a 

decline in exports and less demand for British produced consumer goods, of which, the textile 

market experienced a significant loss in trade due to a fall in export markets. 49 Larger industries 

such as the electrical and automobile companies managed to stave of the worst of the recession, 

while smaller producers floundered. Meanwhile, there were increasing calls for more effective 

links between design and industry: 

The problem of beauty in all objects of the home is proved thereby not to be one of cost. 
Nor is it one of handicraft versus machine production; indeed, in many cases we find 
that unless the desired works be produced by machinery and in quantities, the prices will 
remain so high that for all practical purposes the problem remains unsolved... it is the 
duty of the designer to bear in mind the conditions of machine production, to conform to 
them, and to avail himself of their possibilities to the utmost 4 

Despite the economic setback, the attempt to widen participation in evening classes 

became even more pronounced at the beginning of the inter-war period, when a report on adult 

education proposed: 

.. that provision should be made for all types of adult education needs... Local Education 
Authorities should provide institutes with a wide range of activities. The Board of 
Education should give generous financial assistance, and joint committees of local 
authorities, universities and voluntary bodies should be established... The 1919 Report 
thought 'it imperative that Local Education Authorities should take a large and important 
place in the development of adult education'. 491 

Following this Report, the Board of Education issued a Pamphlet called Art and Industry 

(No. 17), that drew attention to three strands of economic significance, namely, the manufacturing 

industries, the distribution agencies and the consumers of products. In describing the various 

mechanisms of trade and commerce, the Board connected these to the importance of 'improved 

educational facilities' to provide expertise in wider aspects than merely design. 

'89 MAY (1995) op cit., pp364-366. 
'90 The British Institute of Industrial Art. Journal of the Royal Society of Arts. Vol. 68, No. 3525, 
June 1920. P. 493 
491 A Committee on Adult Education was initiated by the Ministry of Reconstruction in 1917 and 
reported in 1919. See GORDON, ALDRICH & DEAN (1991) Education and Policy in England 
in the Twentieth Century. The Woburn Press. p. 219 
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Hence, the Board advised that: 

Schools of Art should be grouped in areas and organised in a well-ordered scheme, 
culminating in central colleges. One of the most important functions of such colleges 
would be research into the possibilities of artistic processes and opportunities for their 
application in production, especially as regards manufactures and handicrafts carried on 
in the areas. The local industry should be the focus and source of the work of the school 
of art. To attain this object the educationist, the employer, and the employed must have 
confidence in one another and work together. 492 

Via the extension of further education and a more variable curriculum for art and 

industry, it was intended that courses for training in areas such as distribution, advertising and 

salesmanship would begin to provide a cohesive base for economic recovery. In a wider 

commercial sense, the success of certain companies, including Liberty and Beal & Sons, had 

created a middle-class market for goods; popular consumerism was further extended when some 

of the first major department stores were established in London and larger cities in the United 

Kingdom. Initially, these enterprises were aimed largely at the better-off sections of society, but 

other companies such as Woolworths, would eventually emulate the model of larger stores thus 

extending options for a wider variety of consumers. 

In essence, the larger, fashionable department stores, such as, Selfridges, offered a 

modern re-interpretation of visual spectacle that had previously existed in exhibitions, art 

galleries and museums. Because of their growing relationship to display - through architecture, 

product display and advertising methods - these emporiums of capitalism were to play a further 

role in aiding design education initiatives. For example, during the mid 1930's the DIA furthered 

the potential of fashionable department stores to promote the cause of industrial design, by 

arranging exhibitions on these premises, using the products in stock: 

The stores may have lacked the tranquil atmosphere of more traditional exhibition 
venues, but did offer the advantage that "well designed goods seen and admired can be 
bought at the time, which is impossible at exhibitions held in an galleries CtC. *493 

492 Pamphlet 'Art and Industry (No. 17)' section quoted in, Art and Industry. Journal of the Royal 
Society of Arts. Vol. 67, No. 3466, April 25 1919. P. 365 
493 SALER (1999) Op cit., p. 130 
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Yet, before such innovative approaches could be taken, mass consumption became more 

available through newspapers and other advertising mechanisms. The publication of daily 

newspapers and magazines propelled the force of advertising and in turn, created a culture of 

desire over need. At the same time, the growth in consumerism effected new directions for art 

schools through the implementation of associated skills such as printing, advertising, window 

display and fashion. 494 Consequently, a growth in commercial printing is evident in many art 

school programmes from this point onwards (an issue that will be discussed in more detail later 

on in this chapter). 

As more free time for individuals was created by a gradual move to shorter working 

hours, other forms of leisure, such as dance halls, music concerts, and the cinema, began to 

enliven society, while also providing choices for the leisure hours of the general public. Despite 

the increased choice of social activities, adult education was for some, a cultural alternative, 

particularly as new courses began to be related more to the domestic sphere and hobbies, and 

included alongside existing vocational ones. Hence, a wife could partake in a class on home 

furnishings while her husband could pursue a course on bee-keeping. These eclectic interests led 

to a gradual increase in adult education: 

Student numbers in this sector grew steadily in the first 40 years of the century, from 
about 750,000 in 1909 to 1,300,000 in 1938. Full time students constituted a vcry small 
proportion of these totals, 4,000 in 1909 and 42,000 in 1938 495 

During this period, the issue of technical and practical education in the post-compulsory 

education sphere, led to legislative attempts to reconcile the existing provision of state education 

by outlining schemes and proposals for a post-war reconstruction of technical education. 

Unfortunately, one of the most serious deficiencies for art and technical schools was the 

detrimental state of the buildings they were often located in. Largely because investment in new 

art school buildings during this time was curtailed by the Board of Education, as it was more 

concerned with channelling funds towards the expansion of secondary education. 4' Although, it 

494 See BAYLEY, S. (1989) Commerce and culture, from pre-industrial art to post-industrial 
value (written and edited by Stephen Bayley). A Design Museum Book. 
495 ARGLES, M. (1964) South Kensington to Robbins. Longman. P. 69 
496 GRAVES, (1943) op cit., p. 139 
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took a significant length of time to address this issue, further education would eventually be 

placed on a stronger footing by the Board of Education following the implementation of a 

number of successive acts and educational policies. The final outcome would result in the 

transference of adult evening classes, technical schools and art schools into a hierarchical 

structure of County, Regional, and Advanced Colleges of Art. 

In 1920, the Wolverhampton School of Art began to proudly announce its position as a 

municipal institution by displaying its full title prominently on the front cover of its annual 

syllabus and via a terracotta plaque situated on the Wulfuna Street side of the building (see 

Figure 31). Correspondingly, the Birmingham School of Art adopted the same prefix for its 

institution, and was thus known as the School of Arts and Crafts. This was, perhaps, an attempt to 

respond to the Board of Education's wish for art schools to develop stronger local identities. 

Further changes occurred in November of that year, when the Wolverhampton School's annual 

prize awards were presented by the new Principal, Mr A. A. Cooper who had replaced the 

School's former Ileadmaster, Mr JJ Brownsword. 

The end of World War I had, (unsurprisingly), led to a rejuvenation of the curriculum at 

the Art School and although previous subjects were retained, new additions included: 

signwriting; black and white illustration and cabinet making. But, of particular pride to the 

School was the introduction of a new printing course, described by the new Principal as'... an 

important new feature... for those engaged in the printing trades (compositors and machine 

work). A97 By integrating a specific course for students wanting to work in the printing trade, the 

School of Art was responding to one of the rising industries given prominence by the DIA in 

1915, as one of their first actions had been to stage a small exhibition on printing. 

497 Municipal School of Art and Crafts. Express & Star 26 November 1920. 
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Figure 31: Terracotta plaque situated on the wall adjacent to Wulfruna 
Street announcing the new title of the School of Art and Crafts. After a 
move to a new College of Art and Design in 1970, the adjoining School of 
Art building was taken over by the Art Gallery. The plaque was possibly 
the work of Robert Emerson. 

212 



Also, during the 1920's there was increased interest in print both as a commercial enterprise and 

as an art form in itself. The following quote from Noel Carrington describes how printing began 

to move into a different sphere of operation; it also offers some explanation regarding the rise of 

printing classes in art and design education: 

'It was in books that the renaissance of printing was initially felt, partly because the book 
has always taken pride of place with typographers and partly because publishers of 
books formed a comparatively small elite. If in 1920 a dozen of their number could be 
counted as design conscious, by 1940 there were few who were not, and even some 
employed a whole-time designer in their offices. 498 

In 1916, the Studio also reported that Birmingham School of Art had established a 

school for printers. This initiative was developed in association with the Birmingham Master 

Printers' who were keen to encourage their apprentices and workmen to attend the BSA on a day- 

release basis 499 During the 1920's, the Printing Department at Birmingham ran a range of courses 

to train students for both fine art and commercial purposes. This helped students to acquire trade 

skills in subjects such as, letterpress printing, and compositors work, or, in fine art skills that 

included monotype and linotype. In addition, steps had been taken to co-ordinate 'special classes 

for house-painters which, were also affiliated to the Birmingham and Ilouse-Painters 

Association. 50° Despite this, the art press commented on the difficulties that lay before art 

schools in their encouragement of trade classes: 

It is not easy in such trade classes to fix a standard of excellence that shall obtain the 
joint approval of the art teachers and of the employers.. "50, 

Many of the early initiatives achieved at the Birmingham Art School can be contributed 

to Robert Catterson-Smith, who very successfully took on the role of Headmaster following the 

departure of Edward Taylor. Smith, managed to avoid being overshadowed by Taylor's 

innovation in the art education system, by implementing his own methods and ideas into the 

498 CARRINGTON (1976) op cit., p. 57 
499 HOLME, C. (Ed. ) (1916) Arts & Crafts: A Review of the Work executed by Students in the 
Leading Art Schools of Great Britain and Ireland. The Studio No. 1916, Autumn. 
300 BSA had been encouraging connections with local employers for some time. A section in the 
School's Programme for 1902-03 states "The Committee are willing to receive from employers 
notices of situations vacant in workshops and others. ' Birmingham Municipal School of Art 
Programme for 1902-03. BIAD Archives. University of Central England. 
501 HOLME, C. (Ed. ) (1916) op cit., p. 95 
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curriculum; one of the most well known innovations by Catterson-Smith being memory drawing 

which became a regular feature in many art school's curricula. The long-term association 

between local trades and the Birmingham School of Art clearly gave an advantage for 

formulating additional responses to the importance of art industries voiced by the Board of 

Education and other relevant parties. Judging by the evidence relating to the Birmingham 

School of Art, the institution channelled its energies to meeting the needs of local industry and 

achieved this very effectively. For example, Swift (1996) notes that under Catterson-Smith's 

leadership there was a: 

... steady growth of trade classes, i. e., classes requested by the manufacturing trades with 
application to commercial machine production. 5 Z 

This is not altogether unsurprising as the new Headmaster had previously been in charge of the 

Vittoria Street Branch School which focused solely on trade classes, before he took charge of the 

main School on Margaret Street. 

Comments that were made by Mr Cooper at the Wolverhampton School's prize giving in 

1920 reflect that the rallying calls for increased training in design were being considered 

carefully in local art schools - although the rationale for general fine art was given equal 

attention. In his following speech at the prize-giving ceremony, Cooper unveiled his plans to 

begin a future course in the subject of'Art Industries' for craftsmen and designers. While further 

emphasising the principle objectives of the institution which were to enable their students to 

attend, '... as a means of self-culture, and as part of their general education. i503 

From a wider perspective, Noel Carrington held the opinion that one of the stumbling 

blocks to integrating industrial design courses into the art schools' curriculum during the inter- 

war years, was largely due to the Schools having had such long experience in both fine art and 

craft-based training: 

502 SWIFT (1996) Op cit., p. 19 
503 Municipal School of Art and Crafts. Express & Star 26 November 1920. (Op cit. ) 
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The theory had been that manual training in the traditional crafts would equip students 
with the skill to design for any trade. It worked well enough in a trade like jewellery 
which was still largely a craft carried on in small workshops, and in the graphic arts 
which found a ready market in advertising, book illustration and journalism, but for 
most industries, especially those evolving from electricity, radio and motor transport, the 
education of the arts and crafts schools could make no effective contribution. 504 

The latter quote has particular resonance to the industrial scene in Wolverhampton, as a 

major centre of automobile production, electrical engineering and light metal products. The 

inability to connect art school training to the production methods of major local companies, 

meant that the curriculum between the wars, consisted of a number of study routes for students 

interested in courses on: general art education, teacher training, crafts or trade based training, or 

commercial education. 

Not surprisingly, in its curriculum, the Wolverhampton School of Art reflected some 

similarity to courses held in other art schools; particularly in that it divided subjects into fine art, 

crafts, decorative art and technical classes. The segregation of these subjects can also be viewed 

as a philosophical carry over from the previous century, where a distinct taxonomy was created 

for art and design through the 23 stages of the National Course of Instruction. This division and a 

tendency to provide a wide array of craft and applied art subjects, was retained in the 

Wolverhampton School of Art and Crafts throughout the 1920's and the 1930's. And, although 

different subjects were sporadically introduced into the curriculum during this time, the overall 

rationale of the School remained fairly static. 

This is particularly evident in the mission statement that appeared in the annual 

prospectus. The statement, largely reiterated the same objectives with very slight re-wordings, 

from 1922 to the start of the Second World War when it disappeared from the prospectus, 

(though the latter omission was most likely due to paper rationing than any significant change in 

the School's curriculum): 

504 CARRINGTON, (1976) Op cit., p. 151 
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Aims of the School: The objects of the School are to effect a complete union between 
the arts and crafts and to give a sound practical training in Drawing, Painting, 
Modelling, Designing and the Crafts, with a view to the requirements of Manufacturers, 
Designers, and Craftsmen; to instruct those who wish to pursue Art as a part of their 
general education; and also to give facilities for the training of persons who wish to 
adopt Art as a profession, or to include it in their qualifications as Teachers in Public or 
other Schools. The Handicraft side has been developed to supplement apprenticeship by 
affording Students engaged in local Art industries fuller opportunities for practice in 
various branches of their crafts than can usually be obtained in the ordinary routine of a 
workshop. 505 

On examining the 1924 Board of Education Report on the Wolverhampton School of 

Art, it reveals that the school was making direct association with local trades, including cabinet 

making, printing trades and house painting trades, who were also supporting the institution by 

contributing donations to the School's Prize Fund. 506 However, it is sadly commented on that 

local industries were not prepared to allow their employees to attend day classes at the School, 

which undeniably, would have been particularly useful for students working in trades such as the 

printing industry. It is clear from the comments in the Report that some development has been 

made since the appointment of Mr Cooper, and the Board of Education was particularly satisfied 

with the breadth of courses on offer. 

From a national perspective, the approach taken by some art schools at this time, can be 

questioned, particularly as the DIA and the Royal Society of Arts were very publicly, working 

towards a more universal acceptance of industrial design practices. Neither was the former 

organisation estranged from practices occurring in schools of art: 

The core of the DIA's leadership came from the industrial provinces, where local art 
schools had been set up to train designers for industry and where [the Arts and Crafts] 
tenets] continued to reverberate. 507 

In the provision of subjects such as art-metal workers, enamelling, lead workers and 

woodcarving, the curriculum at Wolverhampton still showed a strong attachment to the type of 

arts and crafts subjects promoted enthusiastically by many of the leading art schools from the 

505 Aims of the School. Prospectus for Session 1922. The School of Art and Crafts: County 
Borough of Wolverhampton Education Committee. 
506 Report of Inspection of Wolverhampton School of Art, held on 28ib, 29'', 30th and 3l' January 
1924. Board of Education. Board of Education, Technical Branch, and Ministry of Education, 
Further Education Branch: Art Schools Files 1897-1949. ED83. National Archives. 
507 SALER (1999) op cit., p. 78 
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1890's onwards. However, the longevity of certain types of practices has to be rationalised 

alongside the fact that many of the art teachers in the art schools had qualified under the old 

system and therefore had gained skills that were entirely relevant to those practices. Of 

additional importance, were the Board of Education's Drawing Examinations, which curtailed 

any autonomous uprisings in regional art schools. Hence, it would be many years before teachers 

(and particularly the advanced post-graduate teachers studying at designated Regional Colleges 

and the Royal College of Art) were able to effect changes within the art education system. 

One major change was planned for the Wolverhampton School in 1924, as it intended to 

replace its part-time Junior Course, which was directed towards elementary school children who 

had just left school, by replacing it with a full-time course. 508 However, this course also centred 

on subjects that emulated the Art and Crafts courses listed earlier. From a pragmatic perspective, 

this either shows a healthy number of vacancies for both younger and older students, or, a 

situation that led to the over-supply of skilled workers for specific local trades. 509 The fact that 

local employers in these trades were not keen to support apprenticeships at the School, also 

brings the relevancy of the training into question: 

A 1929 report by the Board of Education found that more Art Schools were providing 
training for artists who intended to design for industry, although such training tended to 
be general rather than being targeted toward specific industries. 51o 

An active policy instituted by the Wolverhampton Education Authority meant that 

investment in education in the area during the 1920's and the 1930's, reflected the skills required 

by the more modem, local industries. For example, in 1926, the Technical College which, had 

become a'College for Further Education', was expanded by the addition of a new engineering and 

508 Junior Art Courses emanated from the original Junior Technical Schools that were initiated by 
the Board of Education in 1905. Most JTS's were intended to 'provide an educational 
foundation and background for those pupils whose broad intention is to enter industry on leaving 
school... ' SANDERSON (1994) Op cit., p. 21 
509 However, it was in the Art School's interest to attract as many students as possible through its 
doors, as student numbers (and more specifically the number of teaching hours undertaken in the 
School), were reflected in the Board of Education's Block Grant. The total number of hours 
denoted in the School of Art's Report of 1924, for the 'last session' was 54,649, and was stated as 
the highest number of hours recorded in the School of Art 1924 Report on the School of Art. op 
cit., p. 4 
510 SALER (1999) Op cit., p. 72 
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technological blocks' 1 Therefore a great deal of expenditure on education in Wolverhampton 

during the inter-war period, was directed towards technical education. Meanwhile, it would take 

almost 40 years before the Wolverhampton School of Art would finally be housed in a'modem' 

building! 

The eclectic approach taken by the School clearly offered a variety of opportunities to 

students, but within the next decade the School also found extraordinary success, when it began 

to be regarded as a centre of excellence for sculpture. The concentration on fine art can 

undoubtedly be viewed as a pragmatic response by the institution and its staff, following the 

difficulties to co-ordinate art and design training to the processes and products of local industries. 

On the appointment of Mr Cooper as the Principal of the School of Art and Crafts, Robert 

Emerson had retained his title of Second Master. As for his training, during the 1890's, Emerson 

passed all of the certificates relating to the National Course of Instruction, obtaining his Teacher's 

Certificate in 1901 on the cusp of the transfer of one educational authority to another; 

subsequently obtaining further qualifications under the Board of Education. His achievements in 

the National Competition during the early years of the 19th century were certainly impressive; 

obtaining gold, silver and bronze medals, a number of book prizes and a King's Prize that was 

awarded to him for a memory drawing. Other achievements include: 'First Class I lonours in 

design, modelling the head from life, and modelling from the antique (see Figure 32) X912 

Charles Wheeler, who became the first sculptor to be elected President of the Royal 

Academy of Arts (as mentioned previously), considered himself very fortunate to have been 

taught by Emerson, whose teaching ability seems to have been equal to his artistic prowess: 

When he came to Wolverhampton School of Art as Second Master, he swept through the 
place like a flame. The school had been going along pleasantly, even drowsily enough. 
We were comfortable and complacent. He changed it in a trice. No longer was it to be 
tepid, but boiling with enthusiasm. From having a general desire to become an artist I 
turned under Emerson into a devotee of sculpture. 51 

S" Official opening of the Wolverhampton and Staffordshire Technical College. Friday June 30 
1933. University of Wolverhampton Archives. 
512 FLYN, B. (1984) R. J. Emerson FRBS RBSA (1878-1944). Wolverhampton Art Gallery and 
Museums. P. 5 
513 WHEELER (1968) op cit., p. 112 
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Emerson, was also a prominent member of the Wolverhampton Society of Artists, an 

amateur society that the Art Master encouraged his colleagues and students to join; an approach 

which must have also encouraged individuals to study at the School of Arts and Crafts. Over the 

next thirty years, Emerson's approach to teaching, coupled with a highly developed talent as a 

sculptor, furthered the reputation of the School as a centre of excellence in sculpture, for within a 

period of ten years, four of Emerson's students won the coveted Prix de Rome prizes" 

Despite the increasing focus on the subject of industrial art, alternative reasons 

for undertaking art school training were openly aired. For example, in 1928 an International 

Congress on Art Education expressed that art education was more than simple training and that 

it's role was also to educate the consumer -a rhetoric that was prevalent in some of the earliest 

documents on art and design education. 515 However, despite the number of Select Committees, 

independent initiatives and educational policy, historically, there had been no clear policy that 

had established a symbiotic relationship between art and industry. 

Further attempts were made to address this situation in 1932, when the Department of 

Overseas Trade published the Gorell Report; the title of which, highlighted the important position 

of design and consumerism in the inter-war industrial climate, i. e., Report of the Committee on 

the Production and Exhibition ofArticles of Good Design and Everyday Use: 'Art and 

Industry. 516 The Gorell Committee's findings enlivened the attitude of the Board of Education 

who quickly issued Circular 1432, just one year later. The Circular advised LEA's sited in areas 

of high industry, to focus their energies and resources by creating Regional Colleges of Art that 

could provide substantial backing to local industry and commerce. Also, one of its key 

recommendations was for art schools to educate the 'consumer' as well as the artist, and the 

designer. 

514 Winners were: Cecil Brown (1928), T. B. Huxley (1934), G. H. Deeley (1935), and A. 
Poutney (1938) 
515 SALER (1999) op cit., p. 87 
516 Art and Industry. (1932) Report of the Committee Appointed by the Board of Trade under the 
Chairmanship of Lord Gorell on the Production and Exhibition of Articles of Good Design and 
Everyday Use. London: HMSO 
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Figure 32: The Young Aviator (1940). Sculpture by Robert Emerson. Plate 20. FLYNN. 
(1984) Wolverhampton Art Gallery and Museum. 
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The Gorell Report clearly had an effect for by 1933, the School of Art in 

Wolverhampton had included more courses into its already comprehensive curriculum including: 

pottery, fashion drawing, dress design and interior decoration (it could be posited here that the 

School was actively targeting the female consumer). Further additions were integrated into the 

curriculum during the next year; this included a'Window Dressing' course that had clear 

vocational associations to the expansion of 'Beatties', which from the 1920's on, became the 

town's signature department store. It could be said that an ethos of the Bauhaus philosophy had 

infiltrated the sensibilities of a particular news-reporter, when a newspaper article of that year 

described the Wolverhampton School of Art as'... a factory of artistic ideas. 'S" 

One of the results of the Gorell Report was the establishment of a new body by the 

Board of Trade to co-ordinate national policy concerning art and industry called The Council for 

Art and Industry. Although continuous focus had been placed on the role of art schools in the 

economic structures of modern industry, and commerce had been emphasised for over two 

decades, no real attempts had been made to substantiate these demands. In fact, the nation's art 

schools were often criticised for failing to respond to these wider remits but incomprehensibly, at 

the same time were given little external encouragement and few resources. Neither were they 

provided with a coherent educational infrastructure to carry them out: 

English local authorities would be reluctant to bear the costs of transforming their multi- 
purpose, or polytechnic, art schools into monotechnics specialising in design. In 
addition, full-time instruction in industrial design would be a wasted effort, given 
industry's unwillingness to expend money on hiring trained designers. S" 

One other factor that curtailed new approaches to industrial art in the art school 

curriculum, was the long-term continuation of the Board of Education's Drawing Examinations. 

Having been instituted in 1913, these examinations had calcified the aims of the art education 

system: 

317 Art Students' Work. Express and Star. 17 November 1933. 
513 SALER (1999) Op cit., p. 125 
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After two years... [of study]... students could enter the ... 
Drawing Examination, which 

consisted of tests in the following subjects: Drawing from Life, Drawing and Painting 
from Memory and Knowledge, Anatomy, Architecture, Drawing from the Cast and 
Perspective. Having completed the Drawing Examination, the full-time student 
normally studied for a further two years before entering for one of the four advanced 
examinations known as the Examinations in Industrial Design, in Illustration, in 
Painting, and in Modelling... Both the Drawing Examination and the four advanced 
examinations were set and examined centrally. s'9 

These examinations were not compulsory, and art schools still catered for individuals who 

wished to pursue art and largely craft education for pleasure. Eventually, in 1935, the Board of 

Education applied some amendments to its Rules and Syllabuses for Examinations in Art. 

Following these changes, students undertaking design courses were required to include 

practically executed examples alongside their examination designs (the impact of the 

recommendations of the Gorell Report and its subsequent advisory body the Council for Art and 

Industry, cannot be ignored in relation to this development). 

By 1937, the Board of Education was taking more dramatic steps to co-ordinate the 

activities of Art schools to economic outcomes. This is shown in a report issued by the Council 

for Art and Industry called, Design and the Designer in Industry: 

We think that, in general, the development of art education in this country, particularly 
in the sphere of industrial art, has to some extent lagged behind that of technical 
training... We have, therefore, noted with satisfaction the policy indicated in the Board 
of Education Circular 1432, for the better co-ordination of art education, in accordance 
with which a number of major art schools will be developed as colleges-to provide 
advanced instruction in various branches and to pay particular attention to the 
requirement of staple industries. 520 

In recognition of the importance of education to the country as a whole, the 

Wolverhampton Education Authority put their efforts into expanding educational facilities. 

However, an enormous amount of financial resources were directed towards technical education 

facilities from the 1920's and during the 1930's, culminating in the opening of a new Technical 

College in June 1933 SZ' Unfortunately, this investment did not extend to the School of Art and 

Crafts, which was experiencing difficulties due to the incompatibility of an expanding curriculum 

5'9 ASHWIN (1975) Op cit., p. 83 
520 Design and the Designer in Industry: Report by the Council for Art and Industry. January 20 
1937, London: His majesty's Stationary Office. p. 29 
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and a school building which had been designed to cater for the art education syllabus of the 

previous century. An examination of a page from the School's Annual Prospectus, 1934-1935, 

reveals the breadth of courses on offer (See Appendix 3). 522 

An evaluation of the latter page reveals how much more provision was made for evening 

classes than those that were held during the day. This further underpins the fact that there was 

increased interest and participation in art education for both leisure and vocational purposes 

which, does not easily equate to why it was not given much-needed financial support by the LEA 

at that time. One possible reason for the inaction concerning art school development was the 

relevancy of the art education syllabus. For example, the full timetable of the Wolverhampton 

School of Art reveals how the institution expanded on its syllabus by retaining subjects that were 

taught in the nineteenth century, while constantly adding other practical subjects. 523 This could 

be viewed as a proactive policy, for as regional technical education expanded, art education 

would inevitably be placed into a more competitive position. Although, art schools offered a 

wide selection of courses, students with professional aims would ostensibly pursue subjects 

equated to the Board of Education's examinations. The latter, having been in place since 1913 

(with minor adaptations) did not always present a clear unification for the purpose and outcomes 

of art education: 

Between the wars, Britain presented more challenges to the work of the art schools than 
at any stage since the national system had been established. At a time dominated by 
industrial collapse and the decline of traditional industries, the overwhelming middle- 
class values adopted by the Edwardian art schools were under threat, and the 
effectiveness of their working relationship with industry brought into question. There 
was a willingness to make changes, but insufficient resources to match the plans, leaving 
the education in a prolonged period of transition. 524 

521 Booklet announcing the Official Opening of the Wolverhampton and Staffordshire Technical 
College. Op cit. 
522 The School ofArt and Crafts: Prospectus for Session 1934-1935. County Borough of 
Wolverhampton Education Committee. 
523'Advanced examinations in Design'... consisted of tests in design (from a range of industrial 
crafts), methods of production and styles of design. ' STRAND, R. (1984) A Good deal of 
Freedom: Art and Design in the public sector of higher education 1960-1982. CNNA, p. 4 
524 JEREMIAH, D. (1996) The Culture and Style of British Art School Buildings: Part Two. 
Point, Number 2 
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By 1935, with the diversity of subjects taught in the Wolverhampton School, it was 

becoming extremely difficult to provide adequate resources for students due to an acute lack of 

space. Undoubtedly, this was due to the design and capacity of the institution that had been built 

to accommodate far less students than were now passing through its doors. But at that time, 

hopes for a new school were enigmatically described as being delayed by,... wider 

responsibilities, which continued to grow with the movement of the population. ". 

Considerations to upgrade the existing facilities were taken in May 1939, when plans were drawn 

up for the Art gallery to take over the School of Art which, was to be re-located in a suitable 

building. The possibility of providing a new purpose-built school was also considered, but the 

acquisition of a suitable plot of land was problematic. Simultaneously, the existing state of the 

current school building was attracting concern from the Board of Education: 

HMI Mr Keesey... stated that the present situation was so difficult and unsatisfactory 
precluding any development of the industrial side of the work of the school that it was 
considered to be essential that some alleviation of the congestion within the school 
should be provided. 526 

By 1939, there is no doubt that the art school had reached an impasse regarding its 

willingness to offer a wide range of provision in a space that was totally inadequate for its 

purposes. Meanwhile, the breadth of taught subjects had led to various adaptations of the original 

building's schematics to accommodate the different practices. An overview of the way this 

provision was conducted on each floor of the School gives a greater understanding of the difficult 

conditions experienced by students studying at the institution, during the inter-war period. For 

comparison see original plans of the building (Figures 19,20 & 21): 527 

525 Bigger Art School for Wolverhampton. Express & Star. 12 December, 1935. 
526 Wolverhampton School of Art. Memo on position of Premises. Art School Files 1897-1949, 
ED83/336. National Archives, Kew: London. 
527 Information on the re-organisation of the Art School taken from: Wolverhampton College of 
Art Premises 1939-1942. Board of Education Memorandum T81206. Art School Files 1897-1949, 
ED 83/336. National Archives, Kew: London. 
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  First Floor 

Contained a very large top-lit studio for antique and general drawing, with a small life-room 

attached; showing little deviation from the original status of this area from when it was first built. 

  Ground Floor 

Consisted of a large general room (originally this was designated for the Elementary Classes for 

schoolchildren). This room was divided by a curtain to allow provision for women's craft classes 

and for a Junior Design class; there was a further small, dark classroom used for the general 

education of students undertaking the Junior Art Course. 

  Basement 

This area contained a large, badly lit studio for modelling and carving, while another section of 

the room catered for cabinet making and woodcarving. Off the Basement area there was a small 

room for life-modelling and two further small rooms were used for printing and commercial 

work. One of the most detrimental aspects of carrying out work in the Basement was that it had 

no natural light source, and was therefore solely illuminated by electric light. Joined on to the 

main rooms of the Basement, were a network of dark corridors, described as 'later editions' that 

contained a number of small rooms for 'domestic work' such as bookbinding, leatherwork and 

enamelling. 

Further sections of the building were described in the Board of Education's 

Memorandum as being in dire need of re-organisation. One ironic solution, was a suggestion 

made in concurrence with the local authority and the Board of Education, that some of the rooms 

from the old School of Practical Art in Darlington Street, could be rented to ease cramped 

conditions at the School of Art in St Peter's Close. The former building being described as very 

appropriate to house the Trade Craft' subjects, especially: Painters and Decorators, the 

Cabinetmakers and the Wood-Carvers. Meanwhile, although a range of other general 

modifications were advised for the School of Art and Crafts, this expedient measure was viewed 

by the Board of Education as an interim solution, as they envisaged a future need for: 
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An entirely new school built to contemporary standards and with facilities for the 
practical needs of the area... [which]... would undoubtedly lead to a comparable increase 
in numbers to that experienced by the Technical Collage and indeed by many other 
centres where the provision of decent facilities has immediately brought a response in 

5ZB student enrolment. 

Undoubtedly, the shadow of the Second World War impacted on these plans for the 

School of Art; although the abridged war-time version of the Prospectus (1941-42) shows very 

little deviation in the curriculum from the pre-war version. 529 

528 Ibid. 
529 The School of Art and Crafts: Prospectus for Session 1941-1942 (Abridged War-Time 
Edition): County Borough of Wolverhampton Education Committee. 
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7.2: Post-War Reconstruction of the National System for Art and Design Education 

Towards the end of World War II, the government created a new body called the 

Council of Industrial Design (COID) S30 This new body was initiated to meet the emerging 

challenges that had inevitably been created by the importance of international trade to the 

regeneration of the economy. Of some significance to the creation of the COLD, was the 

competition faced by the technological advancements of the American light-metal industries. 

Inevitably, this economic pressure encompassed the issue of design training: 

In 1943 a report on industrial design by Norbert Dutton, submitted to the Board of 
Education, praised the American design profession and criticised contemporary English 
practice: "No clear distinction is drawn between industry, in the sense of contemporary 
processes of mass-production, and the handicrafts. "331 

The relativity of this remark is further demonstrated by examining the long-expressed 

aims that appeared in the Wolverhampton School of Art's prospectus during the 1930's and 

1940's, The objects of the School are to effect a complete union between the Arts and Crafts... ' 

meanwhile, no mention was given to an overarching category of design. 532 From another 

standpoint, the impressive reputation that the School gained for fine art sculpture can be almost 

wholly contributed to the Second Master, Robert Emerson, who was also responsible for teaching 

on the Design and Commercial Art Courses and the 'Special Craft Classes. 's" Ostensibly, 

students undertaking Emerson's classes must have found it somewhat difficult to define whether 

they were artists or designers? Saler, describes how a reversal of this practice was effected after 

the Second World War: 

Because of the war, officials were forced to examine the issue of design for the new 
light-metal industries in a manner that challenged their customary association of design 

with art and art with moral reform... Governmental committees charged with 
investigating the issue of industrial design now argued that the arts and crafts' aim of 
breaking down the distinction between art and design would have to be abandoned in the 
post-war world. 534 

530 The CID created in January 1945, was the forerunner to the current Design Council. 
s'' SALER (1999) Op cit., p. 167 
532 The School ofArt and Crafts: Prospectus for Session 1934-1935. Op cit. 
533 'Pupils of Mr. R. J. Emerson R. B. S., came to the Sculpture School of the Royal College of Art 
with a standard of work higher than that of any other school in the country, declared Professor 
Garbe... '. Mr Emerson's Pupils Best Trained in Country. ', Express & Star. 
534 SALER (1999) Op cit., p. 167 
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The creation of the COID showed a commitment by the State to stimulate new 

approaches within British design and also effected a more centralised objective to oversee and 

direct design initiatives - rather than relying on local, voluntary impulses. Within one year of the 

creation of the COID, a key mechanism that highlighted the government's fresh attitude to British 

design was an exhibition called Britain Can Make It. Meanwhile the status of designers in 

industry was given further prominence by the introduction of a new qualification, Designer of the 

RCA, awarded by the Royal College of Art. 535 

In conjunction with a growing national importance placed on design and the consequent 

acceptance by industry of government interest in design matters, the role of art education in these 

wider schemes again came to the fore. In 1933, the Board of Education began to make certain 

changes within the art education system; one significant alteration was the introduction of the 'Art 

Teachers' Diploma' which replaced the Board's Tedagogy Certificate'. 536 Besides this, the Board 

of Education suggested that localities should develop a well-ordered system for regional art 

education culminating in the creation of Regional Colleges, but this agenda was curtailed by the 

onset of World War II. 

In 1944, a complete overhaul of the education system was achieved by the Education 

Act (also known as the Butler Act). This legislation engendered the formation and co-ordination 

of a tripartite system of Primary, Secondary and Further Education, and established a new 

government department with much wider scope and power called the Ministry of Education. 

Meanwhile in the same year, the McNair Report, which evaluated teacher training, had criticised 

the introspective nature of art education, stating that the subject was estranged, '... in a world of 

its own. '537 

Given the impetus of post-war economic recovery, along with the existing criticisms of 

the art education system, the new Ministry for Education soon effected significant changes. This 

535 FRAYLING, C. (1999) Art and Design: 100 Years at the Royal College of Art. London: 
Collins and Brown. p. 105 
536 McNair Report quoted in MILTON-SMITH (1985) Op cit., p. 114 
537 Ibid., p. 116 
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included the integration of art and craft subjects into the primary and secondary school curricula, 

which placed further onus on provision of these subjects at adult level. Consequently, moves to 

improve the overall provision of art education began to be pursued, along with major changes to 

the examination system in art schools: 

Immediately after the war more Regional Colleges were recognised and the 
examinations were changed to introduce more creative design in craft. The Board's 
Examination in Drawing, usually taken after two years' study, was replaced by the 
Ministry's Intermediate Examination in Arts and Crafts... 'S' 

The Intermediate Examination, was a broad or general qualification that consisted of eight tests 

in selected subjects; students were required to have reached the age of 17 before sitting for the 

various tests in the following selection: 

Drawing from Life, Drawing and Painting from Memory and Knowledge, Anatomy, 
Architecture, Drawing the Figure in Costume, Creative Design for Craft, Modelling and 
General Knowledge. 5 9 

In addition to the Intermediate Examination, the Board of Education's previously advanced 

examinations in Industrial Design, Painting, Modelling and Illustration, were superseded by 

another advanced examination, the National Diploma in Design (NDD). The subject options for 

the NDD were placed under two categories, List A and List B; to undertake the former, students 

had to be 19 years old and for List B, they had be 18 years of age. Students were required to 

select one subject from List A, or, alternatively, they could study two craft subjects from List B: 

List A: Dress: Furniture; Glass Making and Decorating; Gold and Silver Smithing; 
Illustration; Interior Decoration; Modelling and Sculpture: Painting: Painting and 
Decorating: Pottery: Printed Textiles (Hand and Machine): Woven Textiles (I land and 
Machine) Knitwear: Lace. 

List B: Book-Binding: Die-Sinking: Embroidery (Hand): Embroidery (Machine); 
Enamelling: Engraving on Metal: Inlay: Marquetry and Veneer; Jewellery; Letter 
Cutting; Lettering; Writing and Illumination; Light Metal Work; Lithography; Mosaic 
Work; Printed Textiles (Hand); Printed Textiles (Machine); Process Reproduction; 
Stained Glass; Terra Cotta Work; Typography; Wallpaper Design; Wood Carving; 
Woven Textiles (Hand); Woven Textiles Machine; Carpet weaving: Cast Iron Work: 
Fabric Knitting; Gesso Work: Lace (Hand); Lace (Machine); Lacquer Work; Lead 
Work: Leather Work: Linoleum; Plaster Work; Rug Weaving (I land); Shoe Design: 
Shop Display: Stone Carving; Tapestry Weaving (hand); Wrought Iron Work. "O 

538 MACDONALD, (1970) Op cit., p. 303 
539 ASHWIN (1975) Op cit., p. 83 
540 Categories detailed as listed in ASHWIN (1975) Op cit., pp. 83-84 
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The overall rationale of the two-tier examinations introduced in 1946, was that they 

would initially provide a spectrum of experience at the Intermediate Examination stage; from 

which art students could then move on to a more defined course of study at NDD level. In the 

same year the Ministry of Education issued a detailed pamphlet (No. 6) that gave a comprehensive 

overview of the structure and purpose of art education. Under the section 'The Art School and 

Industry' one of the core principles of the new examination system is promulgated: 

Students who have taken first year courses broadly planned are bound to feel the 
advantage when they specialise, and the new scheme for the Ministry's Art 
Examinations ... 

have been framed with this in mind. 541 

A key factor concerning the structure of the new examinations was that through the 

specialist focus of the NDD qualification, a further emphasis was placed on design as a distinct, 

professional subject. However, this did not equate to a power shift in art education, as central 

control was maintained by the Ministry of Education who remained responsible for the setting 

and assessment of art examinations. 

Some of the reforms however, were soon found to be problematic. The examinations 

were didactic and rigorous and consequently, pass rates were low. Ashwin, gives a number of 

actual examples from the examination papers, and for clarity, an excerpt from a paper on Letter 

Cutting for the NDD Examination is repeated below: 542 

Design the following inscription for a headstone: The size to be 2 feet 4 inches by 4 fett 
6 inches high. 

Remember in kindness James: son of Albert Cooney, who suffered 
from affliction in loneliness of spirit from which he was released on 
20 October 1947, Aged 53 

Use either Ketton stone, Ancester Free Bed Stone or bath Stone.. 
. 
Give reasons for your 

choice, and state in what situation the stone in question will weather most satisfactorily 
and most unsatisfactorily. 

541 Art Education: Pamphlet No. 6. Ministry of Education, London HMSO. p. 33 
542 ASHWIN (1975) Op cit., p. 86 
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While these new policies were being implemented within art education, a major change 

had also occurred at the Wolverhampton School of Art with the retirement in 1942, of its long- 

serving Second Master, Robert Emerson. In terms of educational provision, the 1946 prospectus 

for the School contains no reference to the new examinations instituted that same year, but the 

syllabus lists additional subjects including: Design and Commercial Art; Architectural Drawing 

and Design and the History of Architecture. One further key development is the attempt to 

provide a co-ordination of provision for local commerce by the inclusion of a Shop Window 

Display course which, was conducted by Mr. W, Gray Morrison, the Display Manager at Beatties 

department store. 

Another milestone in the history of art education in Wolverhampton occurred in 1950 

when the school of art achieved college status following approval from the Ministry of 

Education. 543 Clearly some of the precepts from the Ministry's Pamphlet, Art Education, had been 

considered in relation to the post-war organisation of the Art College, as the prospectus in 1950, 

reveals distinct changes in the structure of educational provision. One of the most significant of 

these changes, is how the prospectus describes Departments', such as, Drawing and Printing 

Department, Commercial Art Department and the Design Department (See Appendix 4). This 

shows an evolution of distinct courses and the compartmentalisation of subjects, which reflected 

approaches taken by other schools of art in the years prior to, and following the re-structuring of 

the examination system. 544 Other important additions are listed in the Colleges of Art prospectus, 

including an Architectural Department held in conjunction with the Wolverhampton & 

Staffordshire Technical College. This co-ordination of provision between the two institutions 

also connects strongly to the, 'effective co-operation' described in Pamphlet No. 6 in 1946.545 

A further key development at the Wolverhampton school, was the formation of a Town 

and Country Planning Department that was also jointly overseen by the Art College and the 

Technical College. 

543 College of Art. Express & Star. 2 May, 1950 
544 For example, the Birmingham School of Art listed courses in its 1937 prospectus as, School of 
Architecture; School of Commercial Art, etc. College of Arts and Crafts: City of Birmingham. 
Prospectus 1937. 
345 Art Education : Pamphlet No. 6., Op cit., p. 24 
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Details of this course later appeared in the Royal Institute of British Artists Journal: 

The only body in the West Midlands to take any action on planning 
education... has been the Wolverhampton Education Committee. In 1950 they 
began to make arrangements... for the establishment of a course in Town 
Planning... Since then this course has continued to run and has handled some 
sixty students. 546 

This co-ordination must have provided a new local perception of College of Art as more than an 

overall provider of intrinsic, and often individualistic training, and much more than just a centre 

for promoting cultural and leisure facilities: 

The cultural side of the technical college is catered for in the usual activities of student 
life, but a few of my technical colleagues can boast a more tangible form of cultural 
appendage called the school of art, which is usually balanced precariously in one corner 
of the building, and like a clay pigeon, provides a reasonable target for shooting 
practice. 547 

Within a short time of the introduction of the Intermediate and NDD Examinations, 

there were significant problems created by the rigorous and prescriptive nature of these tests set 

by the Ministry of Education. Chiefly, the failure rate was very high in comparison to other 

subjects such as those undertaken in technical colleges. One of the main reasons for high failure 

rates was that art students would pursue a course, generally up to four years, after which their 

examination was judged by an external examiner: 

... the student taking the art examinations may have worked hard and consistently over 
four years, passed his internal tests and fulfilled other conditions, all of which count for 
nothing, for he is judged, by external examiners, only on the work done on a particular 
day or period of the examination. It is not surprising that recent statistics show that 
approximately 50 per cent fail the Intermediate Examination over two years and, of 
those who pass, a further 50 per cent fail at the National Diploma stage two years 

549 later. 

546 Correspondence: Birmingham School of Planning. (1957) Royal Institute of British Architects 
Journal. April, p. 226 
547 HOLME, K. (1950) The Linking of Technical and Art Education. Journal of the Royal Society 
of Arts, Vol. 98, No. 4818, April. 
548 Ibid., p. 435 
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Problems regarding the efficacy of these examinations were realised at an early stage by 

the Ministry of Education who, in 1947, established a Committee to review the art examination 

system under the leadership of Frederick Bray. Following the Report of the Bray Committee in 

1948, a National Advisory Committee on Art Examinations (NACAE) was established one year 

later and subsequently began to explore the significant difficulties that existed in the art education 

system. One of the key issues was a lack of autonomy within the system: 

Art education is the only form of education for which the Ministry of Education assumes 
full responsibility as an examining body... 549 

While these periods of investigation were taking place, discussions surrounding 

industrial design and the role of the designer, were taking place. In 1949, Robin Darwin, the 

Principal of the Royal College of Art, recognised that the current educational administration was 

operating as effectively as it could, but also recognised that due to the conformity required from 

such a system, much vitality was lost in the art schools. 55° As for the new examinations, Darwin 

took a tactful and measured view of their pedagogic merit: 

These examinations have the effect of controlling very closely the syllabus of every 
course, and even its curriculum in detail, particularly during the first two years when the 
student is working for the Intermediate Examination... this emphasis on a general rather 
than a concentrated course in the early stages - is of fundamental importance, and its 
advantages and disadvantages deserve, I think, very careful consideration. "' 

By the early 1950's the recommendations of the Bray Committee and subsequent reports 

by the NACAE led to some significant shifts in the organisation of the national art education 

system. A 1952 Report of the National Advisory Committee on Art Examinations, describes one 

key change: 

In the year 1951, when these arrangements came into force for the first time, the external 
assessors worked largely in accordance with previous procedure, and while giving 
allowance for the school's assessment on the work done by a candidate during the 
course, substituted their own marks for those of the school on the work submitted for 

549 STRAND, R. (1984) A Good Deal of Freedom: Art and Design in the public sector of higher 
education, 1960-1982. Council for National Academic Awards (CNAA). p. 7 
550 Darwin, R. (1949) The Training of the Industrial Designer. Journal of the Royal Society of 
Arts. Vol. 97, No. 4794 May, p. 404 
551 Ibid. 
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assessment. Now that the new procedure is becoming established, both the marks for 
the externally assessed tests will carry their full weight. 552 

Although the change made to the assessment procedure of the Intermediate and NDD 

examinations may appear fairly straightforward, Robert Strand noted that it was a pivotal 

moment in the history of art and design education as it initiated the first tentative relaxation of 

control over the system by central government authorities. 553 Further changes afforded more 

autonomy to art schools and colleges, as they were given more freedom to suggest new subjects 

for examination and to establish new subjects in existing courses. One key factor in these moves 

554 was that six art school Principles were members of the NACAE Committee. 

Inevitably changes to the centralised assessment procedures had been prompted by the 

problems in physically transporting large amounts of practical examination work across the 

country. This included students' work from modelling courses that often got damaged in transit. 

Further problems came from handling large amounts of work and storing it. This situation sits in 

parallel to earlier assessment procedures where students' work was submitted to the National 

Competition, and, although the majority of that work was paper-based, the organisation and 

handling of the competition entries became overtly bureaucratic and costly. On a more positive 

note, one key response to the changes made in assessing the Intermediate and NDD 

Examinations, was the introduction of a sketchbook element that contained evidence of each 

student's ability during his courses" 

By 1957, after successive modifications had been made to the Ministry's art 

examinations, the NACAE published a report that recommended the abolition of the centralised 

assessment procedure and the transference of this responsibility to art schools and colleges. 

Within one year, the Ministry of Education produced Circular 340 that established a national 

552 Report of the National Advisory Committee on Art Examinations: Ministry of Education. 
Q1952) London: HMSO Q5952) 

STRAND (1984) Op cit., p. 5 
554Report of the National Advisory Committee on Art Examinations: (1952) Op cit., p. 8 
555 Ibid., p. 9 
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Advisory Council on Art Education. This body produced the Coldstream Report in 1960 which, 

led to the complete reform of the art education system during the 1960's. 55' 

The incorporation of the Wolverhampton College of Art in 1950 gave it renewed status 

within the region's educational scheme. Local newspapers had historically supported art 

education in the town, but from this date, the College is given extensive coverage in the Express 

& Star newspaper - especially as the current Editor was an ex-student of the Art School. 557 

Although, from a national perspective, the influence of the 1951 Festival of Britain also has to be 

acknowledged for its revitalisation of social culture. Developments in the College during the 

early 1950's included the recognition of the Printing Department as a Sub-regional Centre for 

students undertaking City and Guild Examinations. Furthermore, in 1955, the Director of the 

Council of Industrial Design announced during a visit to the College, that an Industrial Design 

Course was soon to be added to the curriculum. sss 

A remaining detrimental aspect of the Art College was that it was still based in the St 

Peter's Close building - although the diversity of taught courses had resulted in the transference of 

different departments to other premises in the area. For example, in 1950, the College had taken 

over the 'old civic restaurant at Monmore Green to house the painting and decorating class. 559 

Despite repeated calls from the College Principal for bigger and more suitable premises, by 1955, 

steps taken to address this dilemma were fairly piecemeal: 

Councillor JB Clark, presiding at the annual diploma day ceremony... explained how 
the education committee was limited by the Ministry of Education. "You may think we 
want a new college, or extensions to the existing one... but ... it is not the policy of the 
Ministry of Education to extend colleges of art. 60 

556 ASHWIN, (1975) Op cit., pp. 90-91 
557 Art in the Black Country. Express & Star. 8 October 1954. 
558 Industrial Design gets Send-off at W'ton. Express & Star, 12 December 1955. 
559 Age of Transition in Industrial Design. Express & Star, 30 May 1950 
560 Ministry policy is not to extend colleges of art. Express & Star, 11 October 1955. 
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In contrast to this, at a later point in the article, it is stated that the existing pottery 

department was to be extended by knocking down the old forge in the back yard of the College 

building. However, this incident exemplifies that during the course of 100 years, one of the most 

impeding factors for art and design education in Wolverhampton were the buildings that art 

education was located in. Following the significant changes made to the art education system in 

the recommendations of the later Coldstream Report, the College of Art and Design was finally 

moved to a modem purpose built building, where it is still located today. 
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Figure 33: Wolverhampton College of Art and Design 
opened in 1970. The institution is once again known as the 
School of Art and Design and is currently a faculty of the 
University of Wolverhampton. linage from 300 Tonnes of 
Clay Catalogue. School of Art & Design: University of 
Wolverhampton. December 1996 
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Chapter 8: Conclusion 

The nature of art is that it is principally an individualistic and creative activity: 

consequently in terms of teaching and assessment it is a difficult subject to both legislate and 

administrate. The original Schools of Design were firmly located to their intended outcomes by 

their self-explanatory title, but were ultimately undermined by philosophical arguments 

concerning the activities that were taught in them. Historically, art and design education has been 

endowed with ambiguous objectives that centre in industrial, social and individualistic realms. 

Correspondingly, when the State initiated an organised system for design education in the 1830's, 

it did so with an overarching agenda that left the purpose of the Schools of Design open to 

criticism. 

When Henry Cole introduced the National Course of Instruction, he purposefully 

directed art training towards a more 'general' outcome that undoubtedly retained an element of 

ambiguity. But by limiting the schools of art to general drawing schools, Cole began to further 

encourage a chasm between the practices of art and design for industry. This was created by 

establishing evening classes specifically for artisans to maintain credible connections to industrial 

design, while instituting day classes at higher fees that encouraged the students who studied 'art 

for art's sake'. The system was further endowed with cultural and economic rationales, through 

the perception of art training being able to extend a civilising force on participating students, 

whilst also educating individuals as consumers. A clear paradox emanates from this approach, in 

that the implementation of a pre-devised and didactic Course of Instruction placed a stranglehold 

on any outpourings of originality. Moreover, the intention to educate consumers via the copying 

of existing patterns and design examples, was an approach that sat in opposition to the concept of 

commercial capitalism. The National Competition, which was essentially the first examination 

system to be used in art education, became an integral part of the self-perpetuating system that 

incorporated a complex administrative machinery for transporting student work to South 

Kensington to be examined. Meanwhile the wider system of art education was further limited by 

the strength of laissez-faire politics and by the failure of industry to develop stronger links to the 

art schools. 
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From one perspective, centralised control limited the expansion or remit of the national 

system, while from another, the complex administration and the isolation of the South 

Kensington Department from the Education Department in Whitehall, enabled the schools to 

operate without interference from each other. This situation helped to place the art education 

system in a long-term introspective position within the wider provision of state education; the 

remnants of which are still tangible in current provision. 

When George Wallis organised two Arts and Industrial Manufactures Exhibitions at the 

Wolverhampton Mechanics Institute in 1839 and 1840, his actions initiated the beginnings of art 

and design education in Wolverhampton. Just over one decade later, further impetus was 

effected by the 1851 Exhibition, an event that brought culture, capitalism, art and industry into a 

connecting sphere on a national level. The opening of the School of Practical Art brought hope 

to an industrial area that had seen tremendous growth in commercial manufacturing and initially, 

there was a large amount of support and enthusiasm for the venture. This interest soon waned 

due to the formulaic methods demanded by the central authority, which included a statutory 

curriculum that failed to offer pertinent skills for local manufacturers. Furthermore, when central 

funding systems were changed on the cusp of the School's inauguration it effected a long-term 

situation of financial crisis that stigmatised the School of Art as a failing institution; a factor that 

eventually led to its temporary closure. 

The ideology of the Arts and Crafts Movement was strongly expressed in the creation of 

a'civic gospel' in Birmingham and it has been shown that the cultural revolution that took place 

in Birmingham undoubtedly influenced Wolverhampton. Thus in 1885, when Wolverhampton's 

Art School was transferred to the corporation, its position within local architectural hegemony 

ensured its survival via support from local rate. Otherwise, it would have most likely closed 

again. 
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The 1888 County Council's Act effected the administrative machinery for enabling the 

foundation of the Technical Instruction Acts to support technical instruction in localities. From 

this point in time, the practical application of design ideas was introduced into art school classes 

(championed by the Birmingham Art School). And, although restrictions were placed into the 

legislative framework of the Technical Instruction Acts, primary evidence has revealed that the 

Wolverhampton School of Art obtained funds under these terms to eradicate its current debt. 

Therefore, the introduction of the Technical Instruction Acts, and the sudden increase in applied 

art and design practices in Schools of Art, can be viewed as more than coincidental. 

What is not in doubt is that the practical application of paper-based designs, in the 

materials they were designed for, ensured a cultural embrace of the Arts and Crafts ethic into art 

school education. The long-term retention of these practices perpetuated the romantic ideal of the 

artist/craftsman until both the government and industry became more conscious of the pressing 

need to educate the designer. In one sense the influence of the Arts and Crafts on methods of 

teaching in art schools, revitalised the art education system from the late 1880's; but also held 

many art schools in an idealistic pattern of purpose which, sat in opposition to the requirements 

of modem industry. Another factor that impeded the art schools' evolution from one century to 

the next, was that following the incorporation of the Science and Art Department into the Board 

of Education there were no significant changes to the system for fifteen years. 

The introduction of the Board's new Drawing Examinations in 1913, and a new 

teaching qualification, brought a new level of professionalism and order into the art school 

system; although art teacher training was contrived separately to that of other educational 

subjects. But a modest level of professionalism was introduced by shifting examination 

procedures into the art schools, where teachers were required to oversee the Board's examination 

tests; central control was retained however by annual inspection visits from I IM Inspectors. This 

new approach effected a more individualistic understanding of art school practices, as was 

evidenced by the annual inspection reports on the Wolverhampton School of Art; moreover, a 

more personal relationship between art school staff and Board of Education Inspectors was 

created. 
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By the 1920's and 1930's, largely due to the skill and energy of Robert Emerson, the 

Wolverhampton School of Art had taken on the mantle as a centre of excellence for sculpture. At 

this point in time the School of Art, in response to the Board of Education's examination 

procedures, had developed a rich and varied curriculum. Unfortunately these practices were 

incompatible with the architectural layout of the St Peter's Close building, which had been 

designed to meet the didactic teaching approaches of the former century. This would become a 

long-term problem, as during the inter-war period a large part of the local Education Authority 

funds were concentrated towards technical education. 

The end of the Second World War saw dramatic changes to the provision of state 

education through the creation of a Ministry of Education and the implementation of the 1944 

Education Act. In 1946, the introduction of the Intermediate Examination and the National 

Diploma in Design resurrected the process of external assessment. As the examinations were 

assessed externally, this effectively reanimated a similar administrative approach that had been 

used to co-ordinate the submission of students' work to the National Competition. This meant 

that large amounts of student work had to be transported to a central point for examination: not 

only was this an overtly complex procedure, but examination work was often damaged. The 

examinations were also didactic and bore similarities to the previous century's National Course of 

Instruction via prescribed exercises. Realising the flaws with their system, the Government 

appointed a number of committees whose subsequent reports began to provide a new framework 

for art and design education. 
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As the objects and advantages of a Government School of Design are but little understood in 

this neighbourhood, it has been considered desirable that a brief statement explanatory of its general character 
should be made public, prior to the County Meeting which mill shortly- be convened. 

The primary object with the government in the establisbmentof these schools, is to furnish the 

means whereby our artisans can acquire, at a small individual expense, a knowledge of ornamental art, and have 

the advantage of a completo and systematic course of education in relation to every Mind of decorative work. 
Painting, Drawing, and Modelling an therefore taught, with a view to the acquirement of knowledge and drill 
in ornamental design and decöration; the characteristic aim of the School being to Lt the students to apply 
the information thus acquired, to the vazious branches of manufacture in which they may be enga ed. 

The branches of instruction are as follows 

Ixt-D83wt O. 

l-OuAme Drawing. 
Geometrical Drawing. 
Freeland Drac ng. 

2--sIIa3oxin<, the use of Chalks, &-& 

3. -Drawing from Cssta. 
4. -Dra igf row Neumm1 Object% euch as Praik E owcn , &c. 

W. -MODELLING. 
L-From the Anlgae, &a. 

2. -From Katur& 

; L-COLOßIXG. 
I Wider Colom 

1. Insfraction in the use Of Colors, i oil Colors. 

9. -Copies of Colored Drawing 
3, -Coloring &um Natum 

A valnable Librasy of refereeeq and Iendixg Library, upon subjects connected with art, will 
be presented by the government for the use of the students. 
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I have the honour to inform you, thut this important Institution will be oprntb on 
..,. ý ; 

.ý the Frxsx of AuGusr, on which occasion a , lubtic JITertiug will be held in the Lower School 

.'\ Boom, at Half-past Twelve o'clock, presided over by the iigbt °)au. 14c Carl CranbiUz, who 
=^. has kindly consented to deliver an ýýT tognral , bbrtss. 

i the conclusion of this Ceremony, there will be a Vubfit vnntbton in the fxtasnge. at 
ý--ý Two o'clock, likewise presided over by the Carl Qiranbillc, the iglajor of $ olbtrbamptan 

occupying the vice chair. 

following Noblemen and Gentlemen have expressed their intention to be present: - 
The Right Hon. Lord Hatherton, Lord-Lieutenant of the County ; the Earl of 

Dartmouth; the Earl of Uxbridge, M. P. ; Lord Lyttelton ; the Right Hon. C. P. Villiers, M. P.; 
the Hon. E. R. Littleton, M. P. ; the Hon. Arthur Wrottesley ; Sir Francis E. Scott, Bart. ; 
Thomas Thornely, Esq. M. P.; Henry Cole, Esq. C. B. Secretary to the Department of Art 

and Science ; the Rev. J. B. Owen, M. A.: George Wallis, Esq. Sc. 

ý,.. ' 
tier 

distinguished Noblemen and Gentlemen are expected, from whom replies have not at h =ý present been received. 

than ordinary interest attaches to the opening of this School, from the circumstance of its 
being the first erected in England, devoted to the cause of Education in Art and Science, as 

likewise from the high and very distinguished auspices under which it is inaugurated. 
r ý1ýe Committee feel assured that an occasion of so much importance as the opening of this 
=-ý Institution. which is destined, they believe, to confer solid and lasting benefit on this town and 

neighbourhood, will awaken and secure your kind and generous interest and support. 
1ý A 

*. `sýt honour of your company at the Public Luncheon is very respectfully solicited. 

I am, Sir, your obedient Servant, 
p olverhampton, Juli 18,1854. CHARLES B. MALADER, HoN. SSC. 

Admission to the Inaugural Meeting: Reserved Seats, `es. Od.; Back Seats, Is. -Tickets for the Public Luncheon, 

for Ladies or Gentlemen, 10s. 6d. each, may be obtained of Mr. Pazsa, High Street; Mr. Stxrsox, Market Place ; and Mr. 
Bamoax, Darlington Street; application for which smut be made on or prior to the 26th feetaxt, to enable the Com- 

mittee to make the necessary arrangements. 

a fill anö cl! cctibt M ink (Dill be in -itttnDtnet. 
M. tAm[!, PIIP. RLl. 
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COURSES. 
ORGANISED COURSES OF STUDY IN ART 

Course No. FOR PROFESSIONS. 
1. Drawing ---- t= 

Painting ---- 8 
3. Sculpture ---- :' 
4. Design ---- 
5. Training of Art Teachers --- 
6. Commercial Art ---- 
7. Etching ---- ý% 
8. Miniature Painting --- 9 
9. Interior Decoration --- 9 

ORGANISED COURSES OF STUDY IN ART CRAP i'SMAN&UJP. 
, Tliesetourses have been organised after careful c' l1 idcra tni 

with a view to giving the Student a thorough tntiiting i n the 
subjects he wishes to study, and Students are advi., ed to take 
up other subjects that bear directly on their practical wort: 

Course No. Pnge. 
10. Jewellery and Enamelling --- 10 
11. Decorative Metalwork --- 11 
12. Decorative Lead work --- 12 
13. Wood Carving, Stone Carving and Clay Modelling 12 
14. becorative Woodwork and Furniture Design - 13 
15. Painting, Decorating and Signwriting - 13 
16. Printing and 't'ypographical Design -- 14 
17. Ornamental Wrought Iron Work -- 15 
18. Embroidery and Art Needlework -- IC 
19. Lace Making ---- 17 
20. Hand Loom Weaving and Spinnring -- 17 
21. Dress Design ---- 18 
22. Fashion Drawing ---- 19 
23. Architecture ---- 'l0 
24. Tracing ---- 20 
25. Handwork and Home Crafts -- 20 
26. Ornamental Leatherwork --- 17.1 
27. Bookbinding ---- 22 
28. Pottery ----- 93 
29. Window Display ---- .3 
The undermentioned Classes are specially recommended for 

Teachers of Elementary and Secondary Schools t-- 
Clay Modelling-Wednesday -- Handwork-Tuesday 
Drawing and Painting-Monday to Friday - 
Art Needlework-Wednesday -- 7-0 to 9-0 p. ni. 
Hand-Loom Weaving-Monday -- Bookbinding-Wednesday -- Leatherwork-Monday 

For Complete Time-table see pages 26-27. 

FULL TIME DAY JUPHOR ART DEPARTMENT .- '2 3 : >> 
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